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Welcome
t0 1972

OR THE LAST 18 months, a sense of fun has gradually been
squeezing out the worthy musical explorations of the recent
blues boom. “Underground” spirit lives on in the likes of
Hawkwind, 1972’s unlikeliest chart stars. For the most part,
however, the year's most successful music is colourful and
boldly stated.

The dominant music listener is no longer the serious university
undergraduate, but the teenager, who propels a flashy and addictive version of
rock'n’roll revivalism into a popularity unseen since The Beatles. 1971's
messiah, Marc Bolan, is the year's biggest seller, but his elfin head lies uneasy
under the crown.

Our cover star, David Bowie, instantly presentsa more serious proposition. He
writes, performs and inspires frantic adoration for his theatrical rock. He even
rejuvenates careers —a service he performs this year for Mott The Hoople, Iggy
Pop and LouReed. The papers call his music “camp rock”. Rod Stewart doesn’t
knowwhatto think.

Bowiebalanceshis multiple roles with apparent ease, and the character of the
year is altered irrevocably by him, as he changes musical trends, wields
influence, and becomes a topic ofeveryone's conversation. Heis everywhere, or
soitseems.

This is the world of The History Of Rock, a monthly magazine that follows the
tremors of rock revolution as they mount in intensity. Diligent, passionate and
increasingly stylish contemporaryreporters were there to chronicle them. This
publication reaps the benefits of their understanding for the reader decades
later, one yearatatime.

In the pages of this eighth issue, dedicated to 1972, you will find verbatim
articles from frontline staffers, compiled into long and illuminating reads.
Missed anissue? Youcan find out how torectify thaton page 144.

What will still surprise the modern reader is the access to, and the sheer
volume of, material supplied by the artists who are now the giants of popular
culture. Now, acombination of wealth, fearandlifestyle would conspire tokeep
reportersatarather greaterlength from thelives of musicians.

At this stage, though, representatives from New Musical Express and Melody
Makerare where it matters. Bitchingabout Bolan. Smoking with Lennon in New
York. Watching Lou Reed's ego runriot. “Everyone else is now at the point where
Iwasatin 1967, says Louin these pages. “Where willtheybe infive years?”

Joinhimhere. Oreven there.It'llbe good torap together.
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6 Animpressivelive showing
from anew-look David Bowie.
Jaggerrevolts. Chuck Berry'sin
town. Introducing... Don McLean.

1 2 “I'mgay...” With Hunky Dory
inthe shopsandanewalbumin
thecan, thesingertellsall.

1 BSimon &Garfunkel areno

more. As hereleasesanewsolo
album, Paul Simon looks backon
hisrecent succeses.

20 Theimprovising German

musicians come into town to
talk aboutlife outside the
record business.

24 Nolongerjust kickingout

thejams, the Detroitband promote

ontents

anew agendaoflove, musicand
a “realityvibration”.

28 Oneinterview with Noddy

Holder tracesSlade’s partinanew
mini-phenomenon.Live, allhell
breaksloose.

34 TheFaces'lan McLagan

reviewsthesingles, as doesBee
Gee Robin Gibb, who faces down
a footballsingle.

36 The singer-songwriter tells

allaboutherextraordinaryearly
life, her new music and candidly
reviewsthesingles.

41 Whatkind of saxophone

isplayed by David Bowie, and
other pressingissues from the
correspondence pile.

RoxyMusic
-pages 69

42 Aninterview

with Roger Dean,
thein-houseartist
ofYesand Osibisa.
Neil Youngis
comingtotown.
Takingthe
termperature ofthe
Germanrockscene.

48 Ameeting with

the (already)legendary
Stooges frontman. “We
wereall pretty weird by
thistime...” he confides.

52 Longabeaconof

the underground scene,
Hawkwindarenowin
thecharts. Freedom,

pornographyand space
discussed with the “Silver
Machine” stars.

56 Does anyone back

inEngland knowhow
bigLed Zeppelinreally
are?That'swhat's
worryingLedZep
(thoughin truth not that much)
astheydecimate the USA.

62 Elfinpop star Marc Bolan

surveys thelandscape from the
topofthetree.John Lennonand
MickJaggerare pals, whileRingo
is makingamovieabout him.
Whatgives?

68 Slade’s Dave Hilland Black

Sabbath's Tonylommibend anear
tothelatest sounds.

70 Returned from France and

LosAngeles, MickJaggerand

Keith Richards discuss the making
of ExileOn Main St—and the
“thievingfroggies...”

76 The London Rock'n’Roll

Show 1972is asurprise success,

| ifnotforLittle Richard. The vital

statisticsofteenheart-throb
David Cassidy. And aninterview

with Bill Withers, toilet-fitter
made good.

80

Onstage, hedismembersdolls,
andishanged forhiscrimes. Off
it,he'sabeer-drinkingnice guy,
whoyou'resafe eatinglunch with.
And the Americanshowbusiness
phenomenonof1972.

84

In-depthchats with the star
ashecreststhe wave of Ziggy
Stardust, “my gift toyou”. Achat
with MickRonson, and areview
ofthe competition.

92 MarcBolanpreviewshis

newalbum, TheSlider.

94

Something extraordinary,
and theatrical, ishappening
inNew York.



T.Rex-pages
62and92

98 The well-spoken former

protégés of Jonathan King finally
discover theirmétier.

1 02 IntroducingBryanFerry

andhisband, whohaveanew
singledesigned togetthem
on Top Of The Pops.

1 08 Ziggy played guitar—in

fact, playeditallsummer. Bowie's
revolutionary show, caught on
three occasions.

112 Abitchybut telling

encounterwith the formerVelvet

Timelnc.

Underground man. “Alice
doesn’'tmakeitasadrag
queen... He'ssougly.”

11 6 Ontheinfluence

of David Bowie,nowasa
tastemakerandrecord producer.
“Davidisaverysage fellow...”

1 20 Theband's easycharm

continues todominate audiences
inthe United States. “We'll show
MarcBolanatrickortwo...”

126 Ringomakesanew

movie. ARoxy/Crimson
collaborationisafoot.

1 30 Theband returnfrom

the USA. Drugs, confesses Ozzy
Osbourne, may have beentaken.

134

The formerBeatle goeslive, and
isrejuvenated.
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138 Phil Spector

delightsin thereissue of
hisChristmasalbum.

Min
140 Like The Beatles never

happened...kind of. Paul
McCartneyspeaksfrankly.

145 Pressingissues from

themailbagatyear'send.
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Don't expect
Danny La Rue

MM FEBRUARY 19

wonderful” in Edith Piaf emotion-drenched

voices, David Bowie stepped down from the stage
into the audience until they picked him up and
carried him out in the spotlight. No bibbity-bobbity
hat, but shimmering white satin trousers and shirt
ripped open. Clothes by Liberty, boots by Michel, as
the man said... But this was no fag show, adragact full
oflisping gestures andlimp hands. Don’t expect Danny
LaRueoranyAlice Cooper rubbish with boa
constrictors and electric chairs. The costumes—and
there were several changes—are the gilton thelily, but
they're not the substance.

Themusicismuscular, the performanceswittyand
assured. Whatother group woulddare todo “I Feel
Free” before a Londonaudience, complete with Cream
rip-offsolo-socalculated as tobe a thing of glorious
absurdity? Because Bowie and his band are nothing if
not superb parodists, right down to the way in which
Ronsonwalked to the frontofthe stage and invited the
frontrowto caress the body ofhis guitar. It plucked the
heartstrings, friends, the pathos of thatmoment.

Bowie hasa tremendous sense of paceandtiming. He
varied thingsbyslottingina 15-minute acoustic piece,
wherehedid “PortofAmsterdam”, “Andy Warhol” and
“Space Oddity”, then threw inrockerslike “Reeling And
Rocking”,and thenhighly abstract piecessuchas
“Wild-Eyed BoyFrom Freecloud”.

Theharmony singingbetween Bowieand Ronson
was brilliant. “Space Oddity” was as perfectasthe
record. Not surprisingly, there wasreference to the
Velvet Underground. There was “Queen Bitch”,
dedicated to LouReed, and evenaversion of “I'm
Waiting ForThe Man”. Lateron, in the dressingroom,
two chicks weresaying they'd see Bowie at hisnextgig
inBrighton. They'dseenallhisothers sofar.

Dedicatedtobringingtheatrics back to
rockmusic, David Bowie swirled and
captivated at London'sImperial IMPERIAL COLLEGE
CollegeonSaturday, queeninghis — LONDON ——

way through old and new songs,
before a house packed to the door. I I ‘ ’ E'
And they hungon every word that ®

dropped fromhis lips. Michael Waits —— FEBRUARY 12

AS THEBAND played on and sang “You're

“Icouldmake atransformation™
DavidBowiealmost pullsoffan
lggy-style crowdwalkon the
fourthdateof thefirst Ziggy
Stardust tour, Imperial College,
Kensington,London, Feb12,1972

HISTORY OF ROCK 1972 | 7




1972

JANUARY—WROH

GETTY

R L. -

“England can govern

its elf” NME MARCH 18

66 IT'S DISGUSTING,” MICK Jagger

explodedinangerwhenltalked to
himin Hollywood about the latest

developments in the Tory government's Night
Assemblies Bill and its new and ominous threat
tocivil rights. Often misconstrued and
publicly pilloried for his outspoken anti-
establishment views, Jagger doesn't,
however,advocate the guerrilla tactics of the
street-fighting man.“What'sneededis
another kind of direct action,” he scowled.
“The British public should openly flout the
Tory government. And voting isno good,
because itnever works. Whenit does work you
usually have to wait for years forit to come into
effect. The best thing would be for aload of
our top bands to turn up somewhere and
assemble alarge crowd anddoagiganticfree
gig. Ifthey did, then you be sure, I'dbe there.”

Surrounded by abank of silent brightly lit
vending machines, plus Rolling Stones
Records executive Marshall Chessand the
lithe andlovely Chris O'Dell, Jagger spoke
freely during abreak in the final mix-down
sessions for the Stones’impending double LP.

We were intherestroomof anair-cooled
studio along Hollywood's Sunset Strip and,
obviously well pleased with his initial
statement, Jagger made himself comfortable
and continued while the hard, fastrockin’
sounds of anumberhe described as “Turd On
The Run” acted as a continuous backdrop to
our lengthy conversation.

8 | HISTORY OF ROCK 1972

“My sloganis: ‘Good Government Is No
Government’.England doesn'tneeda
government, becauseitcangovernitself...
lhonestly believe that,because it does govern
itself,” he added, directing this personal
philosophyatMarshall Chess, who was
listening somewhatbemusedly.

“l honestly believe Britain would be better
off withno governmentthan the present Tory
one,” Jagger continued. “The trouble is that
both Heath and Wilson are justasbad as each
other...they're two of akind. This present
governmenthas got to go. Heath isn't going to
last for very long, and before youknow it, he'll
be out. And asfar as the police - they should all
retire.I mean they'reall
disgusting... England is just
falling to pieces.”

Suddenly Jagger clapped
hishandstogetherand
bellowed, “There's
absolutely no solidarity.”

It was an action which
momentarily attracted the
attention of Keith Richards,
who popped out from the control room.

Jagger's opinion was: “The trouble is that
English people take everything lying down.
Nobodyisgoing tofeel sorry for Englandif the
people continue to take everything in this
position. For instance, you canserve cold
potatoes to English people forever and they
won't send themback.Fromwhat | cansee, it

“The police should
all retire... they’re
disgusting. England
is falling to pieces”

“Thetroubleisthat
Englishpeople take
everythinglying
down":Mick Jagger §
inLondon,May1972 %

seems as though the only people who care
nowadays are the kids. And everything'sbeing
done to keep them down.”

Addingmore fueltothe fire, Jagger
suggestedthat “People shouldn't take any
notice of the Tory government, period.Or
whatever Bills they pass. | think that all those
kids who are over18 years old, and even those
whoaren’t old enough to vote, should openly
register their disapproval by assembling a
large crowd. Despite what the government
says, the people should still go ahead and have
afewrock festivals and then see what
happens. Asfar asl can see, this thing isbeing
done veryunderhanded...it's all very nasty.”

Jagger concedes that sufficient space,
catering and sanitary facilities should be of
prime importance atfestivals. Buthe added,
“Most of the British festivalshave beenalright.
Eventhelsle of Wight was quite peaceful.
Quite frankly | don’tknow what the
governmentis worried about. But maybe
they're notworried. They
justwannahaveagoatthe
kids.Let's faceit, the Tories
aren’tinagoodposition.
Andifthey get away with
this bill, then they're really
going to try and enforce
other measurestorestrict
people’sfreedom. [fthey
banned football matches
thenthey'd see some trouble. Justletthem
startthat-and see whathappens.”

Jagger says heregardsthe Night
AssembliesBill as just aninitialmove by the
British government to suppress and limit the
freedom of this country’s youth.“For instance,”
he began, “you can't do anything in France.
They keep the kids totally tied downandinthe



JAGGER
SLAMS
RITAIN

NME’'s ROY CARR watchefi and lis-
tened in an exclusive sit-in _at ti!e
Stones’ latest recording sessions n
Hollywood at the weekend. Details
of the next Stones’ single and album
are on pages 4 and 9 and you can
read Carr's interview with Jagger —
in which he slams Britisf\ apathy and
the Night Assemblies Bill — on p. 8.

gutter.ltalyisjust the same,and itlooks as
though these samekinds of restrictions are
goingtobe enforcedinEngland. Since they
came into power, Heath's government has
succeeded in makingamess of justabout
everything. They started off with Rhodesia...
soldarmsto South Africa...and gotinvolvedin
aterrible messinlreland. None of these things
should have happened, but they did, and Heath
has onlymade things worse. And if that's not
enough, we had the miners’strike.”

Jagger then voiced the opinion thatamong
the worst offenders against
freedomwasthe BBC, in that not
only didithave amonopoly,but
control the freedom of speech on
radio. He offered the mass media’s
refusal to air Paul McCartney'snew
single as aprime example. “It’s
important we should have our own
radio. Allthe excuses givenby the
BBC are nothing but pure bullshit.
The Tory government willnever
givefreeradio toanybody, because
they are afraid that people will say
things they don't approve of.

“Allthese otherreasonsare side -
issues. The truth is that they are afraid of
anyone saying the thingsthat were said on
Radio Caroline. You know the kinda things...
Up with this, down with that and fuck the
government.”

He concluded: “England has always had a
malaise of not caring. People take everything
lyingdown.They are content to let the country
be run by a load of misguided right-wingers.”

Whenlasked Jagger why he felt that Great
Britainwasnolonger Greathe gave awry smile.
“It's due,” he said, “to me leaving.” Roy Carr

MM FEB 12

Arts Festival,and amid amazing audience scenes, stopped the show. And he’s coming back. His set at

the Locarno, Coventry, was recorded for use on an album - but thisaudience were so loud that they
spoiled the tapes. Chuck - “absolutely knocked-out” with thisreception - travelled to London’s Pye Studios
on Saturday andrecorded five tracks for an LP with Rick Grech (bass), Kenney Jones and lan McLagan, of the
Faces, on drumsand piano, and Derek Griffiths (guitar). After ashortperiodback inthe US, Chuck returns to
Britainin March. He opens on March 22 at Lancaster University,and dates are planned through to April 1.

CHUCK BERRY ISback! The ace rock’n'roller hit Britain last week for just one date at the Lanchester

“They could turn '
up anywhere”

MM FEB 19

live debut last Wednesday at

Nottingham University —in
thestyle in which Paul McCartney
wanted The Beatles to make alate
return to live performances.

The group played theshow
completely unannounced. Itwas
McCartney'’s firstlive appearance
since The Beatles’ lastlive performance
inCandlestick Park, San Francisco, on
August29, 1966.

Beforea delighted crowd, Wings played
many new songs, blues jams which featured
HenryMcCulloch, sometracks from Wildlife
and thenewsingle “Give Ireland Back To The
Irish”. They finished with a rock medley,
featuringMcCartneysinging “Long Tall
Sally” —thesongwith which the Beatles
frequently closed theirstageact.

OnThursday,
Wings played

"There

WINGS MADE THEIR surprise

coming ou

1EBOOTLEGBOOM in Britain is over. Bootlegalbum salesin

-|-:3rilain have been escalating for three years—especially in the
last nine months—but thisweek London’s biggestopen

suppliersofbootlegs, Virgin Records, announced they were Lo quit

July13,1972:{l-r)Henry
McCullough,DennyLaine
andPaulMcCartneyof
Wingsplay the Théatre
AntiqueinArles,France

asimilarconcertat York University.
McCartney’s assistant, Shelley Turner, told
the MM: “Theyare on theroad atthe moment
and havetakenalotof sandwiches with them.
Theycould turnup anywhere and play this
week; [ don’tknow exactlywhere theyare.”

“Givelreland Back To ThelIrish” was this
week banned by the BBC,ATV and Radio
Luxembourgbecause of the strongpolitical
feelings in thelyrics. McCartney’s reaction:
“Upthem!” Headded, “I think the BBC
should behighly praised, preventingthe
youth from hearing my opinions.”

s a lot of rubbish

" MMFEB12

sellingillegal albums. The decision is bound to rub off on to other suppliers of bootlegs in Britain.
Virgin told the MM this week, “Wehave decided to get rid of the stocks we have gotand call ita day
for various reasons. There is a lot of rubbish coming out in bootleg formin this country, and we are
gettingour own label together anyway. Unlike the States, there is not much money to be made
from bootlegs in this country, and we want to get out before the situation gets out of hand.
“Bootlegsin Britain haven'treally harmed any artists, and have probably given them some good
publicity. The fans buy their official records as well as the bootlegs, instead of buying bootlegs

instead of official records, asin the States.”

Virginwere one of the few shops to advertise bootlegs on the walls and have the records inracks.
Othershops keep them under the counter. The move by Virgin follows the disappearance from the

booking scene ofJeffrey Collins, self-styled “Bootleg King” in England. Collins sold bootlegs openly
inhisChanceryLanerecordshop,and boastedtoanational newspaperabouthisdealingsin them.

“Absolutely knocked out”

GETTY(2)

July22,1972:
ChuckBerry
onBBCTY

show Sounds
For Saturday
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"Black music was based on fantasy”

NME FEB 5

THASTAKEN the Chi-Lites 10 years Lo
become an overnight success. A decade of
dues paying on the chitlin’ circuit, which
helped justify their position as top-of-the-bill
attraction at the esteemed pulpitofsoul, the
Apollo Theatre, deep in the heartof New
York’sblack ghetto —Harlem. Anditwasin
that theatre’s Number One dressing room
thatIencountered Eugene
Record, Marshall
Thompson, Robert
“Squirrel” Lester and
Creadel “Red” Jones last
Saturday night. Makingmy
way backstage, I climbed
two flights of steep stairs to
find the group relaxing
between shows in brightly
colouredrobes.

The Chi-Lites areamongst theadvance guard
of progressively minded black performers who
are vigorously redirecting the entire course of
America’s blackmusic. Lead singerandthe
group’s prolific songwriter Eugene Record took
ituponhimselfto open the conversation on
this all-importantsubject.

EugeneRecord: “Thishasallcomeabout
because people are now startingtodeal with
realismin music. Not only through thebeat,
butnow you’ll find that thelyrics of many songs
dealopenlywith thereal facts of what’s

10 | HISTORY OF ROCK 1972

“Music has always
been the best
way for us to put
across our views”

happeningall around us. Before that, most
everythingassociated with black music was
based on fantasy.”

NME:The primefactorbeing?
EugeneRecord: “Undoubtedly the world
situation... thewarinVietnam... and the
general mess thataffects justabout
everything.”

“Squirrel” Lester: “Eugene
isright. Foryou see music
is theway ofexpressing
ourselves. Thishasalways
been thebestway forusto
putacrossour feelingand
our views.”

NME: Yourrecording of
“(For God’s Sake) Give Me More Power To The
People” wassociallyorientated, and like the
Chi-Lites,alotofblackartistsaresingingabout
equal rightsand personal dignity, whichisa
commendablevirtue. Butdo youfeel thatthose
artistswho areadvocating
hateand armed militancy
intheir musicare
defeatingtheiraims?
“Squirrel” Lester: “Well, C
personally, Iwould put .
itlikethis: everyonehas
theirownindividualway
ofexpressing themselves,

I-LITES

TheChi-Litesin
1972:(l-r) Creadel
“Red"Jones,Robert
“Squirrel” Lester,
Marshall Thompson
and Eugene Record

2 h 1

some more than others. True, someblack
artistsaremuch bolderaboutit, and we're all
awareofthe problems thatbeset everybody,
but to stay within the commercial areayou
reallymustn’tbe toobold about these things.”

NME:Inother words, you think thatifthose
artists, as youputit, get too bold, thatcan
drasticallyharm the music and the progress
of their fellow artists by alienation?
“Squirrel” Lester: “I couldn’treally say. Like,
wetalkto alot of people both white and black
andsomesay thatit's beautiful that artistsare
bringingall this outinto the open and talking
about their problems. Otherssay theydon’t
thinkit’s time.”

NME: With this new awareness now apparent
inblack musicdo you feel thatboth blackand
white forms willintegrate or segregate?
EugeneRecord: “I think theyaregoingto
become even moreintegrated than they have
everbeeninthe past. All thatSly Stoneand
Curtis Mayfield aredoingis what Dylan
practised in the '60s, butjust relatingit to their
own particularenvironment.”

NME: Do you think that with this new
approach alotofblack artistsare purposely
forsakingthe old blues
and gospel traditions?
EugeneRecord: “Some of
themhave.”

snasd

NME: Do you think
this couldbe because
oftheimplications
involved when the



American Negro was regarded as
asecond-class citizen?

“Squirrel” Lester: “Perhaps toan

extent. However, if you care to explore
thehistoryofblues and soul music
you’llfind thatin the past there wasn’t
enough instrumentation. As thingshave
progressed, the musichas become more
arrangedand farmoresophisticated, with
farmoreemphasisoninstrumentation.
Butinthe process they’velostalittle of the
soul, the naturalharmoniesandthe
spontaneous ad-libs... there’s not enough
room foritnow in alot of the music.”

NME:Inyouropinion, do you think that
withthe advent of this new approachin
soul, many of the artists who were popular
duringthe mid-’60s will fade away?
“Squirrel” Lester: “Well, tobe truthful, and
beingblack myself, Iwould think so. But
those guyslike Muddy Waters and John Lee
Hooker will continue to play an important
rolebecausethey’vebeenalongtherewith
theblack people when peoplelike uswere
justkidsor probably for that matter not
evenborn. It’sonlyrecently that they've
started tobediscovered and appreciated by
themass whiteaudiences.

NME:Didtheoccasionever arise that
whenartistslike Chuck Berry, Bo Diddley
andLittleRichard were picked upand
féted by youngwhite audiences they were
dropped by theirblack opposite number?
“Squirrel” Lester: “No, they never were.
They werealways accepted. In fact, these
artists opened alot of doors for both black
and whiteartistslike the Rolling Stones.
Theystarteda trend.”

NME: Do you think that the recent
experiments whereby Latin andsoul
musicarebeingfused willamountto
anythingproductive?

“Squirrel” Lester: “Well, Latin music is
verysimilar to soul music becauseit’sall
centred around thebeat. Intheoryitmay
betwo different things, but thefactis they
gohandinhand.It’s still soul music but
with aslightly different way of expression.”

NME: Do youfeel that the sound of black
musiccurrently beingplayed by Isaac
Hayes, Curtis Mayfield, Sly Stone and
yourselvesisjustthebeginningof
somethingverymuchbigger?

Marshall Thompson: “Most definitely; I
don’t think it’s evenscratched the surface.”
“Red” Jones: “l agree with Marshall.
However, I don’tthink it will be toolong
beforeitreaches all audiences, black, white,
rock, easylistening.It’sa combination of
theimportant facts oflife and honest-to-
goodness music. [tcould well take over
from the heavy-rockscene.”

“Squirrel” Lester: “I think that peopleare
atlastbeginningtorealisethatifweareall
goingtosurviveon thisbigEarth of ours,
we've gottotryandlive together. Let’s face
it, whetherwe want tobe ornot, we're all
neighbours, and assuch weshouldlearnto
compromise, live together, work together
and survive together.” Roy Carr

A dream
forDIY
sleuths

MM JAN 22

ERHAPSIT'SINEVITABLE
Pthat with the feeling

aroused by rock music,and
itsdevelopment over the past decade,
“American Pie” should have struck home. Don
McLean's eight-minute “potted history” of
rock hasreceived lightning American
approval. Critics have seenreflectedinits
melancholiatheir own laments for the “death
ofrock”.McLean’s lyrics are a paradise for the
imaginative interpreter.

Characters like the jester, the king and
queen, the sergeants,and The Father, Son and
Holy Ghost wander through the verses, each
tobe stamped “real identity - Bob Dylan” or
whoever else the symbols merit.McLean has
evenbeen credited with somessizeable digs at
Dylan, the Stones and the Beatles.

He doesn'townup to this;infactif thereis
any significance to the songit’'s something
everyone will have to work out for themselves
without any help fromits composer. His
remarks encourage the do-it-yourself
interpreter rather than offering him any hints.
Basically, if youwant to see it as the destiny of
the western world epitomised in song, that's
youspeaking, not Don McLean. He just gave
youthe opportunity.

“That songisn't a criticism. The one thing I'd
like to sayisthatitisn’t meant tobe a criticism.
The metaphors are purely that, metaphors,”
McLeantoldme during our transatlantic
exchange.“Everybody has
arightto their opinions.|
never listen to whatpeople
say about me. If I did Iwould
have quitalong time ago.”

It's very easy to think of
him as anewname, alucky
man with afirst-attempt hit.
Infacthe'sbeen earninga
living,and apparently anon-
living attimes, fromsinging for years. Analbum
called Tapestry wasreleased in the States early
in1970 and was barely noticed. His single
“American Pie” and new album of the same
name have both topped the US chart. The
formerisselling “chart-topping quantities” in
Britain and the albumisreleased here on
February 4.Had he expected orintended the
response to hissingletobe as ithasbeen?

“That wouldbe animpossible feat. Only
idiotsand madmen expectorintend
something like that.”

The appeal of “American Pie” depends
largely upon the listener's dedication torock

“Itisn’t meant to
be a criticism. The
metaphors are
purely that”

DonMcLean:
“I'masanxious as
everybodyelse”

in general, rather
than simply on
the qualities of
this particular
song. Atleast, if oneis dedicated torock’s
more powerful influences, the song stepsup
toadifferentlevel of meaning.Initsmore
negative aspect, this can unleash astream of
nostalgia, with the consequent debasement
of people, who justbecome flotsam swept
alongby the current. The effectistodeny
self-determinationin preference for an
oracular systemin which musical arch-druids
hold the reins.

McLean’s life isnot dedicated to the past,
though. Whatever he did intend his song to
represent, itisnotachangeintoreverse gear.
“Ifeelthat there's alottolook forward to than
thereistolook backat.!'lltell you that. I think
I'masanxious aseverybodyelse.”

The “death of rock” and its associations with
“American Pie” promotesthe ideathata
resurrection is there to be undertaken.
McLean's views on the subject are mellowed
by his designation of rock as afolk form.
“When you ask about whether musiccanbe
resurrected, whatyou're really askingmeis
whether people have a voice, because that's
whatrock's always been.| think as often as not
thatwill continue tobe.”

In view of his remarks
about the worth of the
media, was his success
and consequent public
exposure difficult to come
toterms with?

“Most of the timelam
notwilling, butldecidedto
give everybody one good
round to see exactly what they do. | feela
larger audience deserves to hear fromme
sincel can't see themall personally.”

He added that probably he would be
misrepresented by the medialike most singers
are.“If that happens| won't give any more
interviews. | will just stop communicating.

ltwon'tbother

et Drove my
Chevvy to

the levee

appearances,but
themediacango

PIAKIII\PS jit's inevitable th

fecling aroused hy rock

jerkitself off.”
Andrew Means
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DAVID BOWIE

14 :[Jm gay .
always
reveals a new look, halve

anew album-anda
new sexuality, too.

| 2
Whois he really? [ ]
And where is his e e
dress anyway?
“I change every

day,” he says. “I'm
yI; ot Olltl'ﬁ geous MELODY MAKER
" AVID BOWIE, ROCK’S swishiest outrage: aself-

I’m David BOWie-” confessed lover of effeminate clothes, Bowie, who has

hardly performed in publicsince his “Space Oddity”

hit of three years ago, is coming back in super-style. In

the States critics have hailed him as the new Bob

Dylan, and his tour de force album, Hunky Dory,looks
set toenter the British charts. “Changes”, the single taken from it, was
TonyBlackburn's Record Of The Week recently. David will be
appearing, suitably spiffy and with his three-piece band, at the
Lanchester Festival on February 3.

Even though he wasn't wearing silken gownsright out of Liberty and
hisblond hairno longer fell wavily pasthis shoulders, David Bowie was
lookingyummy.

He'dslipped intoanelegant patterned type of combatsuit, very tight
around thelegs, with the shirt unbuttoned toreveala full expanse of
white torso. The trousers were turned up at the calves toallow abetter
glimpse ofahuge pairofred plasticboots with atleast three-inch rubber
soles; and the hairwas Vidal Sassoon-edintosuch impeccable shape that
oneheld one’'sbreathin case the slight breeze from the window dared to
ruffleit. Iwish youcould have been there tovadahim; he was
50 Super.

David uses wordslike “vada” and “super” quite alot. He's gay, he says.
Mmmmmm. A few monthsback, whenhe played Hampstead's Country
Club, asmall, greasy club in North London which has seenall sorts of
exciting occasions, about halfthe gay populationof the city turned up to
seehimin hismassive floppy velvethat, which he twirledaroundatthe »

MICHAEL PUTLAND / GETTY
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January29,1972:
firstsightingof
Bowie'salterego
ZiggyStardustatthe
BoroughAssembly

Hall, Aylesbury

end of each number. According to StuartLyon, theclub’s
manager, alittle gay brothersat right up close to the stage
throughout the whole evening, absolutely spellbound
with admiration.

Asithappens, David doesn’t have much time for Gay
Liberation, however. That’s a particularmovement
hedoesn’t want tolead. He despises all these tribal
qualifications. Flower power he enjoyed, butit’s
individuality thathe’sreally trying to preserve. The
paradoxis thathestillhaswhathe describes as “agood
relationship” with his wife. And hisbaby son, Zowie. He
supposes he'swhat people call bisexual.

Theycall Davidalotof things. Inthe States he'sbeen
referred toas the English Bob Dylanand an avant-garde
outrage all rolled up together. The New York Timestalks of
his “coherent andbrilliant vision”. Theylike himalot there.
Backhome, intheverystiffupperlip UK, where peopleare
outraged by Alice Coopereven, thereain’t too many who
have picked up on him. Hislast-but-one album, The Man
Who Sold The World, cleared 50,000 copies inthe States;
hereit sold about five copies and Bowie bought them.

Yes, but before this yearis outall those of youwho puked
uponAliceare going tobe focusingon MrBowie, and
those who knowwhereit'sat willbe thrillingto a voice that
seemingly undergoes brilliant metamorphosis fromsong
to song, asongwriting ability that will enslave the heart,
andasenseoftheatrics that willmake the ablest thespians
gnaw on theirsticks of eyelinerin envy. All this,andan
amazingly accomplished band, featuring superlead
guitarist Mick Ronson, thatcansmack youround the skull
with theirheaviness and soothe the savage breast with
theirdelicacy. Oh, tobe youngagain.

Thereasonis Bowie'snewalbum, HunkyDory,
which combinesa gift forirresistible melody
lines withlyrics thatwork on severallevels—
asstraightforward narrative, philosophyor
allegory, depending on how deep youwish
to plumb the depths. Hehasaknack of
suffusing strong, simple pop melodics with
words and arrangements full of mysteryand
darklinghints.

Thus “Oh!YouPretty Things”, the Peter Noone
hit, ison one strata, particularly the chorus,
about the feelings ofafather-to-be; onadeeper
levelitconcerns Bowie's beliefina superhumanrace—
homosuperior-to which he refers obliquely: “I think
about aworld to come/Where the books were found by The Golden
Ones/Written in pain, written in awe/ By a puzzled man who questioned
what we were here for/All the strangers came today/And it looks as though
they're heretostay”. Theideaof Peter Noone singingsuchaheavy number
fills me with considerable amusement. That’s truly outrageous, as David
says himself.

Butthen Bowiehasaninstinct forincongruities. On The Man. ..
album there'sabit at the end of “Black CountryRock” where he superbly
parodies his friend Marc Bolan's vibrato warblings. On Hunky Dory
hedevotesatrack called “Queen Bitch” to the Velvets, wherein he takes
offtoateetheLou
Reedvocaland
arrangement, as well
asparodying, with
astorylineabout the
singer’s boyfriend
beingseduced by
anotherqueen,
the whole Velvet
Underground genre.

Thenagain, at
various times on his
albumsheresorts to
averybroad cockney
accent, as on “Saviour
Machine” (TheMan...)
and here with “The

BewleyBrothers”. He says he coppeditoff Tony Newley because he was
mad about Stop The Worldand GurneySlade: “He used to make his points
with this broad cockneyaccentandIdecided thatI'd use thatnowand
againtodriveapointhome.”

The factthat Bowie has an acute ear for parody doubtless stems from
aninnatesenseoftheatre. Hesays he’'smoreanactorandentertainer
thanamusician; thathe may, infact, onlybe an actorand nothingelse.
“Inside this invincible frame there mightbe aninvisible man.” You
kidding? “Notat all. I'm not particularly taken withlife;I'd probably be
verygoodas just anastral spirit.”

Bowieis talkingin an office at Gem Music, from where his management
operates. A tape machine is playinghis nextalbum, The Rise And Fall Of
ZiggyStardust And The Spiders From Mars, which isabout this fictitious
pop group. The music has gota veryhard-edged sound, like The Man Who
Sold The World. They're releasing it shortly, even though Hunky Doryhas
onlyjust come out.

Everyone just knows that David is goingto be alollapaloozaofa
superstar throughout the entire world this year, David more than most.
His songsarealways 10yearsahead oftheir time, he says, but this year
he has anticipated the trends: “I'm going tobe huge, and it's quite
frighteninginaway,” he says, hisbigred boots stabbing theairintimeto
the music. “BecauseIknow thatwhenIreach mypeakandit’s time forme
to be brought downitwill be withabump.”

The man who's sold the world this predictionhas had awinner before,
ofcourse. Remember “Space Oddity,” which chronicled Major Tom's
dilemma, aside fromboosting the sales ofthe Stylophone? That was
aTop 10hitin 1969, but since then Bowie hashardly performedatall
inpublic. Heappearedforawhileatanartslabhe co-foundedin



Beckenham, Kent, where helives, but when herealised that people were
goingthereonaFridaynighttosee Bowie the hitsingerworkingout,
ratherthanforanyideaofexperimentalart, he seems tohavebecome
disillusioned. That project foundered, and he wasn't up to goingouton
one-nighters throughout the countryat that particulartime.

Sointhepastthree years hehasdevoted histime to the production of
threealbums, David Bowie (which contains “Space Oddity”) and The
Man...forPhilips and Hunky DoryforRCA. His firstalbum, confusingly
alsoself-titled, wasreleasedin 1967 on the new Deram label but it didn't
selloutstandingly,and Decca, itseems, lost interestin him.

Itallbeganforhim, though, whenhewas 15 and his brother gave him
acopy [ofabook] toplayan instrument. He took up sax because that was
themaininstrument featured in the book
(Gerry Mulligan, right?). Soin '63 he was
playingtenorinaLondon R&Bbandbefore
goingon tojoin asemi-pro progressive blues
group thatbecame DavyJones & The Lower
Third (changing hisname to Bowiein
September '65 when The Monkees’ Davy Jones
started gaining attention). Heleft thisbandin
1966 and became a performerin the folk clubs.

Sincehewas 14, however,hehad been
interested in Buddhismand Tibet, and after the
failure of his first LP he dropped out of music
completelyand devoted histime to the Tibet
Society, whoseaimwas tohelp thelamasdriven
outofthecountryinthe Tibetan/Chinese war.
Hewasinstrumentalinsettingup the Scottish
monasteryin Dumfriesin this period. He says, in fact, thathe would have
liked to have beena Tibetan monk, and would have done ifhehadn’t met
LindsayKemp, whoranamime companyinLondon: “Itwasas magical
asBuddhism,andIcompletely sold outand becameacity creature.
Isuppose that’s when my interestinimage really blossomed.”

David's presentimage is to come on like a swishy queen, a gorgeously
effeminateboy. He'sascamp asarowoftents, with hislimphandand
trollingvocabulary. “I'm gay,” hesays, “and alwayshavebeen, evenwhenI
was DavidJones.” But there'saslyjollity abouthowhe saysit,asecretsmile
atthe corners of his mouth. Heknows thatin these timesit’s permissible
toactlikeamaletart, and thatto shockand outrage, which pop hasalways
striven to do throughoutitshistory, isaballs-breaking process.

Andifhe’snotanoutrage, heis, attheleast,anamusement. The
expression ofhis sexualambivalence establishes a fascinating game:
ishe orisn'the?Inaperiodofconflicting sexualidentity he shrewdly
exploits the confusionsurrounding the male and female roles. “Why
aren't youwearingyourgirl's dresstoday?”Isaid tohim (hehasno
monopolyontongue-in-cheekhumour). “Oh dear,” hereplied, “youmust
understand that it's notawoman’s.It'saman’s dress.”

Hebegan wearingdresses, of whatever gender, two yearsago,
but he sayshe has done outrageous things before that were just not
accepted bysociety.It'sjust sohappened, heremarks, thatinthe
pasttwoyears people haveloosened up to the factthat thereare
bisexualsinthe world - “and -horrible fact—homosexuals”. He
smiles, enjoying his piece ofaddenda.

“Theimportantfactis thatI don'thavetodragup.Iwanttogoon
like this forlongafter the fashion has finished.I'mjust a cosmicyob,
Isuppose.I'vealways worn my ownstyle ofclothes. Idesign them.
Idesigned this.” He broke offtoindicate with hisarm whathe was
wearing. “Ijustdon’tlike the clothes thatyoubuyinshops.Idon't
weardressesall the time, either.Ichange everyday. I'mnot
outrageous.I'mDavid Bowie.”

How does dearAlice go down with him, I asked, and he shook
hishead, disdainfully: “Not atall. Iboughthis first album, but it
didn'texcite me or shockme.Ithinkhe's trying tobe outrageous.
Youcanseehim, poordear, with hisred eyes stickingoutand his
templesstraining. He tries sohard. That bit he does with theboa
constrictor, afriend of mine, Rudy Valentino, was doing ages
before. The next thingIseeis Miss Cwithherboa.Ifindhimvery
demeaning.It'svery premeditated, but quite fitting with ourera.
He's probably more successful thanlamat present, butI've invented

anew category ofartist, withmychiffonand taff. They call it ]

pantomimerockin the States.”
Despitehis flouncing, however, itwould be sadly amiss to think
of David merelyas akind of glorious dragact. Animage, once

“My own
work can be
compared to
talking to a

psychoanalyst”

(B

I

DAVID BOWIE

strained and stretched unnaturally, willultimately diminish an artist.
AndBowieis just that. He foresees this potential dilemma, too, when he
says he doesn’twantto emphasise his external self much more. Hehas
enoughimage. Thisyearheis devotingmostofhis time to stage work and
records. As he says, that’'s what countsat the death. He will stand or fall
onhis music.

Asasongwriterhe doesn'tstrike me as anintellectual, ashe does some.
Rather, his ability to expressatheme fromall aspects seems intuitive.
His songsarelesscarefully structured thoughts than the outpourings of
the unconscious. He saysherarely tries to communicate tohimself, to
thinkanideaout: “IfIseeastarandit'sredIwouldnttrytosaywhyit’s
red. Iwould thinkhow shallI best describe toX that that starissuch
acolour.Idon’'tquestion much;Ijustrelate.
Iseemyanswersinother people’swritings.
Myownworkcanbe compared totalkingto
apsychoanalyst. Myactisacouch.”

It’s because his musicis rootedin this lack of
consciousness thathe admires Syd Barrettso
much. He believes that Syd's freewheeling
approach tolyricsopened the gates forhim;
bothofthem, he thinks, are the creation of
theirownsongs. AndifBarrett made that initial
breakthrough, it's Lou Reed and Iggy Pop who
have since kept himgoingand helped himto
expand hisunconsciousness. Heand Louand
Iggy, hesays, are going to take over the whole
world. They're the songwriters he admires.

His other great inspirationismythology.
Hehasagreatneedtobelieve in thelegends of the past, particularly those
ofAtlantis;and forthe same need he has created amyth of the future,
abeliefin animminentrace of supermencalled homo superior. It’s his
onlyglimpse ofhope, hesays—“All the things thatwe can’t dothey will.”

It'sabeliefcreated out of resignation with the waysocietyingeneral
has moved. He's not very hopeful about the future of the world. Ayear
agohewassayingthathe gave mankind another40years. Atrackonhis
nextalbum, outlininghis conviction, is called “Five Years”. He's a fatalist,
aconfirmed pessimist, as youcansee.

“Pretty Things”, thatbreezy Herman song, links this fatalistic attitude
with theglimmerofhope that hesees in the birth ofhis son, asortof poetic
equationofhomo superior. “I think,” he says, “thatwe have createdanew
kind of person ina way. We have created achild whowill be so exposed to
themediathat he willbelost tohis parentsbythe timeheis 12.”

That'’s exactly the sortoftechnological vision that Stanley Kubrick
foresees for the near future inA Clockwork Orange. Strong stuff. And
along, longwayaway from the camp carry-ons.

Don’tdismiss David Bowie asaserious musician justbecausehelikes
to putusonalittle. Michael Warts @




“1'here was
something

about it

NME

ORTHESECOND time in hislife Paul Simon stands
alone. However, hisname on asolo album amounts to
much more now than when his Songbook albumlimped
almost totally ignored onto the market some years ago.
Thoughhe was the songwritinghalfofthe incredibly
successful Simon & Garfunkel partnership, Paul Simon -
soloist—isnowinthe same position experienced by Lennon, McCartney
oranyotheractivelimb ofa creativebody whichhasbeenamputated.
Simon isaware—though not unduly concerned—that people will
undoubtedly make critical comparisons between the songs on the new
albumand those that he sang with Artie Garfunkel.
Continuinglast week'sarticle, Simon speaks abouthis recording
activities, pastand present, Dylan, bootlegsand songwriting.

NME: On the Simon & Garfunkel albums, there’s always beenintricate
yetunobtrusive orchestral and group backings. Yet you've always chosen
toundertakelive appearances withjust the two voices, your guitarand
the occasional extramusicianinsupport. What was your motive for this?
Atone point, we did use some back-up musicians, but mostof the time we
didn't,becauseitseemed tomake things better just usingthe twoofus.
Firstofall, we'drequirealot oftime and rehearsal. The guys we used on
therecords we couldn’'t take ontheroad because they wereallverybusy

With Simon &
Garfunkel no longer
a partnership,
reviews
his recent past and
looks to the future.
“If yow’re around
long enough,” he
says, “then you
don’t believe
everything that
everyone tells you.”

“I'molderandl

dont’seethings
inthesameway":
thesoloPaul

Simonin1972
o

session men. Ifyousaid toguyslike Larry or Hal, would you come out,
z they'ddoitasafavour. Butifyousaid we're goingon theroad for three
¢ monthsthey'ddecline. »
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They've got families, their work, and besides, it seemed to work with
just the twovoices and the one guitar. There was somethingabout it,
thefactthatit wasreduced tosuchasmalltrioband... two voicesand
aguitar—thatworked. Those numbers thatdidn’t work, we didn’t do,
soldon't think that you feltit, by not doing things that couldn't be
sustained within thissimple context. Ifwe had then I'm sure you would
have feltit... butwedidn't. Until Bridgecame along, everything was easy
todo thatway.

It's sosimple to goand perform that way. Sound problems were pretty
much eliminated; evenat the Royal Albert Hall-which acousticallyis
supposed tobe terrible—was, for us, just great.

Sothereisn’tachance thatyoumightsuffer from thesame
predicament as Dylan, whereby a flood of unheard materialis made
availableinbootleg form? I know there’s onealbum called Chezwhich

issupposedto featureboth youand Artiesingingandtalkinginaroom.

Ihaven'theard thatone, butthere’salot of Dylan stuffaboutand there’s
alot of Simon & Garfunkel bootlegs of concerts. But the most flagrant
bootleggingthat’s being done doesn't revolve around unreleased
material; it’s done by those people who take thealbumand copyit, then
reselliton tape cassettes and cartridges. These bootleggers make their
money by selling it to the record dealers for muchless than the actual
record companies.

That’swhere the bigbootleg marketis—it’s so much biggerthanthe
bootleggingofdiscs.Imean, there'saSimon & Garfunkel Greatest Hits
tapethat’sabest-seller. Youcan't con people into believing that
somebodyreallybadisreally drippingwithtalent. Anartistwants to
begood... hewants to please and finally succeed. If you'rearound
long enough thenyoudon'tbelievein everything that everyone
tells you.

Isthathunger and thatdetermination tosucceed
stillas strongtodayas whenyouand Artie were
working the folk club circuit? Well, the people that
surround me, like my wifeand everybodyelse, are
always saying, “That’s not as good as thatone,” or
“Whynot change thatlineinthatsong.”

Youhave this reputation ofbeingvery
meticulous when workingintherecording
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June1972: PaulSimon
andArt Garfunkel
reunite at afundraising
concertforthe
presidential candidate
George McGovern,
MadisonSquare
Garden,New YorkCi

studio, to the point of continually striving for complete perfection.In
fact, Duck Dunnrecently told me that when he recorded with you for
the new album, yowdlay down atake-everyonewouldlikeit-but that
youwouldinsisted onredoing itoverand over again untilyou were
satisfied thatyou had captured a certain mood. (Siniles as he remembers
theevent) Well, 1 used Duckon bass andI used Jim Keltneron drums. We
justcameintoSanFranciscoand started to workon one songwhich
actuallywas never finished.Iwas looking for something, butIwasn’t
quitesure whatIwaslookingfor. They're both really fine musicians and
I probablydrove them crazy.1didn’treally sayanything; I kindawanted
to see what would come, and itdidn’t upset me in theleast, because I was
soused toworkingthat way. I had plentyoftimeandIwasjustsorta
formulating myideas.

Duck’s opinion was that asfarashe was concerned, youdidn’tneed any
other musicians, justyourguitar for support. That's a very nice thing for
himtosay. The trackI was doingwith him, Ieventually completed with
electricpianoand organ played by Larry Knechtel... he's the guy who
played on Bridge Over Troubled Water,and Joe Osbourne, the bass player
whowasalsoonthatrecord. Therestofthelineup was Hal Blaine the
drummerand myselfon guitar,andIfeel that particular song came out
alotbetterthanifl hadjustplayedit with guitar.Itjusttooktimeto
evolve, that'sall; you see, at that time it just didn’thave it. 'm not so
much that meticulous about these things, it’s just thatI'm waiting for
something tohappen.Itcanhappenone wayandIdon'twantthat, butl

justdon'twant todoit thatway, because that'snot the wayIhearthe song.

Talkingabout“The Boxer”, there havebeen many conflicting
theories as to theidentity ofthe boxer-somesayit’s
autobiographical; others, Dylan. Thenwhen Dylan
recordedit,itwasalmostlikea confirmation. Can you
clarify this?I would sayit's autobiographical...
althoughitsuresurprised me. Whenwerecordedit,
someone said tome, “Hey, that song'sabout you”,
andIsaid, “No, it’s not about me, it's about this
guywho... “And asI'msayingit, I thought, “Hey,
whatamIsaying; thissongisaboutmeandI'mnot
evenadmittingit.” One thingiscertain,I've never
writtenanythingabout DylanandIdon’'tknow of
his personallife.




Doyoulike Dylan’s interpretation of yoursong? Well, first of all, I'll tell
youhow itcameabout.Iwasinthestudioand BobJohnston came
upstairsand said, “Dylan’s downstairs—do you want to come downand
say hello?” AndIsaid, “Sure, justassoonasIgetachance”, whichIdid.
Thenthey played “The Boxer” forme, which Dylanhad justrecorded. It
wasatatimewhenhewasrecordingalotofother people’'s material for
his Self Portraitalbum.

Abouthisversion... Idon'tknow, it'shard tosay. You see, I identify very
strongly with that song. Yes, I supposeit’s OK, butIlike Simon &
Garfunkel'sversion...Iwasverypleased with that. It'sone of my
favouritesofall the Simon & Garfunkel records. It's avery personal song
andit'shard toimagine any otherinterpretation. It was fine... itwas
original. Likeanything Dylandoes, ithasitsown thing. He did it
differentlyandIdidn’t thinkanyone could do that. Dylan’s version
makes mesmile. When Aretha came alongand thenStevie Wonderdid it,
theyboth diditinaway that wasverynatural for the songand they made
itforme...Iloveit.

Thereare those people who haven'tmade good
attempts simply because theyhaven'tgot the
goodstodoagoodjobonanythingorbecause
they didn'thave enough time.Imean, thereare
more bad recordsthan good recordsand so you
expect thatthe majority ofcovers won'tbe good,
but you're pleased when somebodytakes the
careandthetimetodoitwell.

Whathave been your opinions ofthe countless
cover versions recorded of your songs? Do they
pleaseyou? ArethaFranklin’s version of “Bridge
Over Troubled Water” wasfine. There's been
alotofgood versionsofthatsong...in factI've
justheard agood onebyRobertaFlack.
Thereare quiteanumber of cover versions
whichtook the song intoanotherdirection than what wedid. Theyare
naturaldirections, because that songwas a gospel-type song—itwasn't
agospelsong—ithadagospel feel toitand thereforelent itselfvery well
vocallyaswellasmusicallytothatkind ofarrangement. Artieisnota
gospelsinger orasoul singer,and Simon & Garfunkelneversangina
blackvoice, because that’s notourvoice. Artie sang thatsong, I think, very
soulfully. Not black soul; he sangit fromhisheartanditsoundedreal.

Youhaven’tappeared in publicfornearly two years. Justhow
importantisalive audience toyou?Ilikeit. But there wasa time when
Iwasn'tsomuchbored with performing, butbored withwhatIwas
doing. Youknow, singing the required Simon & Garfunkel hits which
realistically speaking you had to do. That’s why people came tosee you.

Imeanwejustcouldn’tsay, “I can’tsing ‘Bridge Over Troubled Water’
again”, because we've sung it so many times. People want to hearit, and if
you're goingouton astage then you've gotto doit.

When youre-listen to your very earliest material, do youfeel
someembarrassmentlike someartists do? Well, maybe amild
embarrassment. Reallyit's notjustlikelookingata picture of yourself
in 1959 when everybody had shorthair. Youlookat the picture and you
seethatthestylesaresoold-fashioned and you wish thatyouhad been

ahead ofeveryone
PAUL  clseandhadlong
SIMON  1.irin1959. But
youdidn't.
o Do youinfactplay

‘.Q_v_ allyour earlier
; A8\l albums? No. Well,
veryseldom.

Whenyoudo, is
your personal
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“I don’t have
a schedule.
I have periods
of productivity
—1it’s cyclical”
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opinion that aparticularalbumwas good atthattime?Idon’'thave too
much perspective on those albums, because some of them were bighits,
whichtends tocolourhowIlook at them.Itend to think that probably
that was good because it was such a big hit, and thenwhenTIhearit the
thingclouds... Tjustdon't know.Idon’tspend too much time thinkingor
worryingabout whatIdidin 1967.

Ofall the material that you have written, which is your personal
favourite? Well, most of my favourites are onthe newalbum. It’snot
because theyare theverylatestandIhaven'tas yethad too much of
achancetogetusedtothem.

Yourearlierworkreflected the hardships that you were enduringin
both this country and America. Since achievingand enjoyingsuccess...
well, youdo enjoysuccess, don’tyou? (Simon smiles and nods) Do you
find thatinany way your presentlifestyle has affected your writing?
Ithink thatthemain thing thathasaltered my writingis the factthat
Iknowalittle more abouthow towrite.Idon’t
thinkithas too muchtodo withmylifestyle.

It might have to do with the subject matter or
themusicality ofit. The way of usinglyricsis
somethingthat you justlearn from experience
andstudy.Idon't thinkit’sa question of
lifestyle.I'molder, too,andIdon’tsee things
inthesameway.

Do youemployanyspecial method for
songwriting?dohave amethod of writing,
butIdon’tknow exactly howtoverbalise this.
Forone thing, I don'thave aschedule.lhave
periodsof productivity; it'scyclical. I can't say
exactlyhowithappens, butIjustsitattheguitar
andone minute nothinghappens, and the
minutelater, asI'm thinking, somethinghappens musically. I playitand
thinkabout t.Ifitappeals to meIattacha phrase toitand some of those
musical ideas evolve into songs and others gonowhere... Iloseinterestin
itorldon’t. That's howIwrite. I never setout with the intention thatI'm
goingto write this now, or for that matter that I have to write.

Inthe pastyou have collaborated with ex-Seeker Bruce Woodley.
Have you writtensongs with any other writers recently? Well, yes.
“ElCondorPasa”... I only wrote thelyrics; the melody, whichis
traditional, wasone thatIlearned from the group Los Cincos, soit’s
acollaborationbetweenmylyrics and theirmelody. On the new
album, there’s aninstrumental on whichIcollaborated withjazz
violinist Stephane Grappelli.

Youhavealsobeenstudyingthe classical guitar. Will thisinfluence
showonthenewalbum? There’s noclassical guitaron the newalbum,
butIwouldn't separate my own personal tastes from whatIwill be doing
inthefuture.Again, that's nottosay thatI'llbe playingclassical guitar
only.Ilike it, foritteaches me alot about music... I love the sound of the
instrument. Anyway, I neverlearned how toplay the electricguitar.Ican
sitandread themusicandIdon’thave to think what T have to make up
hereorthere. Its greatmusicandIloveit.

Isthereany particular person that you wouldlike to write material for?
Artie Garfunkel. I think that,if[canrouse him up out ofhis world of
Connecticut, hemight.I don'tsee why not—he should—whatI meanis,
hecould makeagoodalbum. Heneedn'tifhedidn’t wantto. Hehasn't
gotanythingtoprove toanybody. Alll know isthat Artielikes tosingand
record. He doesn't write, sohe has a problem of finding material, but
there’s enough good materialaround.

Duringyourveryearly career around the London folk clubs, did you

for one moment envisage the success that you eventually achieved?
No, of course not. RoyCarr @

_ INTERVIEW
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CanatlInnerSpace,
theirstudioinadisused
cinemainWeilserswist,
near Cologne,1972:
(I-r)HolgerCzukay,
Damo Suzuki,Michael
Karoli,Irmin Schmidt
andJakiLiebezeit
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Democratic and
improvisational, the
German group
make “music of the
moment”, with roots
injazz and classical
composition. Too

far out for record

( ( companies, the band
e work on their own,
outside the regular

music business. “You
have to start refusing

Just s
freaked
2

MELODY MAKER

RMINSCHMIDT HAS this theory. Have you ever noticed, he says, how
music made by coastal dwellers invariably shows theinfluences of air
and water; whereas the more one moves inland the more the dominant
characteristicis earth —the more it becomes gut music, in essence.
His theoryisaconclusion he drew principally froma study of African
tribalmusic. He'd neverreally thought about it until now, but yes, he
supposed it could well apply inaEuropean context. Take the Can, forinstance.
Theyliveinlandin Germany, in Cologne, and their music is nothingifnotearthy.
“Musicofthestomach,” he calls it succinctly.
Irministhe organistand spokesman with the Can,andhe’s hereinEngland,
sittingin the offices of United Artists Records, to put the word out about the band.
Theirsecondalbum, Tago Mago, has justbeenreleased here on UA, buthowmany »

HISTORY OF ROCK 1972 | 21

CAN



1

. he says, how
fluences of alr
the dominant

essence.
can tribal muaic.
could well apply

972

JINOARY - YORCH

ofyouBritishers knowofthem?Irmin smiles ironically. Now the
Americans, theylove the group. Every American whosees them play says
they'reterrific. Maybe heand Damo, the Japanese singer, who s sitting
there with him, should be doinginterviewsinthe States instead, doyou
think? Anothersmile.

Their firstalbum, Monster Movie, never received much promotionand
was acommercial bummer. The UA press release of the time described it
asa“rejection ofall the pressures ofcontemporary society”. Heavy stuff.
But thissort of PR verbiage is vaguely understandable.

Inapproachingthe Canoneiscomingto
terms with rockmusic thatis genuinely
differenttoanythingthatBritainor America
has thrown up; amusicwhose emphasisis
stronglyinstrumental, butaleatoryand free-
forminajazzsense,andblessed witha
rhythmic pulse thatEnglishand American
“space music” groups don't possess.

The Can, like Amon Diiiil, the founding
figures of contemporary Germanrock, bringa
kind ofabstract European quality to pop music,
most probably because their musicis notrooted
inavocalapproach (andmaybebecause their
heritage is soclassical, which American music,
withits folkand vocal origins, patently is not).

Theirsinger, Damo, is not so much a vocalist
asanotherinstrumentalist, nowintoning the wordsinalmost a whisper,
now screaming themout asthe rhythmaccelerates. The fact that many
ofhislyricsareinJapanese, and thatmuch ofhis English (onrecord) is
unintelligible, emphasises the strange, alien nature of the music.

Thenagain, they create some powerful electronicsounds, intended
notas mere effects but asintegral parts of the music, and produced not
bysynthesizers, but through distortion and manipulationofregular
instrumentation, like the guitarand organ, and experimenting with
theirmixer. They simply don'thave the bread and the financial backing
to buyany fancy electronic stuff. That makes theirexperimentsall the
moreinteresting.

“Allthe musicisrecordedlive,” saysIrmin. “There’s nothing worked
outbefore. We neverrehearse. We just play, and sometimesit'sbad,
sometimesit’s good-butit’salwaysimprovised. Like the ‘rain’ effecton
‘Mushroom’ [acutontheirnewalbum]. That wasbecause thelevel had
droppedinoneplace; the tapehadn’tbeenregulated.”

Thelyrics, written by Damo, are similarly improvised. Even performing
ataconcertthey never use texts. Anynumberis calculated to sound
different from one performance to the next. Thatis whyIrmin saysa new
listener has tosee the band twice atleast before he makes anyjudgement
on theirmusic.

Thebandhas
anextraordinary
mixed background.
Theyareheld
togethertoanextent
byarejectionoftheir
musical and social

“All the music
is recorded
live. We never
rehearse - we
just play”

pasts.Irmin was pursuing an academic careerand provingsuccessful
asacomposer and conductor of symphony orchestras (“areally
bourgeois background with all those privileges thatsortof existence
givesyou”).

Jackie Liebezeit, the drummer, started asa Dixieland playerand went
through thejazzspectrum tobecome a foundermember of the free-jazz
group the Manfred SchoofQuintet before he found himself movingina
rock direction. Michael Karolj, the guitarist,had a college education, like
Irmin. He went tolaw school, and duringhis period there he met Holger
Czukay, the bassist, whowasateacherbut only
doingthejobbecause he needed the money.

The twodetermined to forma group, but
through Holger's association withIrmin, their
group grew to encompass Irminand the others.
The Canwasfoundedinautumn '68.

Malcolm Mooney, aBlack American, was
their first singerand was featured on Monster
Movie. Buthe “becamesick” andrather
thanenterhospitalinGermany, where the
staff, it was thought, would have difficulty in
understandinghim, hereturned to the States.
Theband thenauditioned 10to 15German
singers, but that didn't work out.

“Thismistake was that they werereally
singers,” saysIrmin.

Then, sittinginacafein Munichlast May, where they were performing,
theyheard Damosingingin thestreetoutside: “He was singingreally
loudly[Damo: “Iwastripping”], and helooked really happy, and Holger
justgotup,asifhe'dbeenbittenbyatarantula, wentoutsideandsaid to
him, ‘Youhave tosing tonight with us.’ There was norehearsal. We just
started playingand he begansinging.”

Damo: “Thave nomusical background. Iwas astreetsinger.I'dplayed in
Sweden and London before, in the subways, hitching with my guitaron
myback. Thave about 300 songs butI couldn’treallyplay guitar, just one
chord, soIcouldn't play other people’s songs.”

Freedomisa concept thatcropsup frequently inIrmin’s conversation.
The musicrevolvesaround theidea of the individual creatingon his own
whilststill working empathetically within the group framework.
Similarly, they have attempted atall times to preserve theirautonomy
from the music establishment. Three years ago, when the Germanrecord
companies were pressing all groups to sound like the English or the
Americans, the Canwere cutting theirowntracksin theirownstudio.
“Wetookour tapestoall the variousrecord companies,” saysIrmin, “but
alwaysthey told me, ‘It’'s good y'know, you're areally gifted group, butit’s
soprogressive no one will buyit. Just make anotherrecord first whichis
commercialand thenyoucanrelease this, because people will then
believe you." We saidno.”

Theyachieved theirbreakthrough when afreak whohad his ownlabel,
MusicFactory, made 600 private pressings,and then UA, whom Irmin
says hadlistened to the tapes before, suddenly became interested: “Soon
itwaslikealegend. ‘There'sareally, really strange record going round’
—youknow. And finally, after some weeks, people were paying 50 marks
forit [£6]. This convinced the record company there was some response
inthepublicandsothey
releasedit.”

Allthesame, the groupis
not going to berestricted by
record company executives;
Irminloathes bureaucratic
interference. Despite greater
technical standards they will
usenostudiobut theirown:
“Wethoughtifwewentintoa
studiowehavetorehearse,and
that’snot the way we do things.
Andthenthere’salwayssome
guy behind you, withawatchin
hishand, saying, ‘Don’tfreak
around, because thatwillbe
another 100 marks tome.”

Thisattitude has not
facilitated their financial
situation. Musical

In ACastle
With Betfer
Equipment
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independence has meant themhaving to work
onoutsidecommercial ventures to make
sufficient bread to continue. In the past three
years they have done the soundtracks for
13movies, includinga
15-minute passage for
Jerzy Skolimowski's
Deep End.
“It'saquestionofthe
establishment, too. You
know, when we took our
tapestoUAthatwasa
threatto them, because
weweren'tusingtheir
studios. With the Canwe
don’thaveamanager; we
are ourownproducersand
engineersandourown
agency for Germany.
“Youcan'tthinkjust
aboutgettingrichintheir
way. You justhavetostart
refusing thebasis of their
power, which means of
their production. Allyou
cantrytodoissetuplittle
cells, whichmay grow or
not, but musicis not to
makerevolutions. The
mainquestionisnot that youstartand thengetf-———d up.It'sto make
musicatthe momentof the moment.” Michael Watts

NME

FALLTHEheavy German bands, Can are perhaps the most
Oinleresling and could prove the mostinfluential. Next month

they tour Britain and, judging from their newly released Tago
Mago double album, they will finally kill the notion that European
musicians are the poor country cousins of rock.

Infact, Canare furtherahead in manyrespects than mostBritish bands.

Theirmusicis dark, mysterious, often frighteningly cold, and created
almost spontaneouslyinastudiobuiltintoa castle they own in Germany.
Asthealbum’s sleeve notes pointout, probably the onlyBritish band with
anythingin common with them are Hawkwind, since both groups base
much oftheirmusic onrepetitive riffs. Butinspite of this the comparison
isloose asboth groupsareexploringrather
different fields of experimental music.

LastweekCan'sorganistIrminwasin town
togetherwith part-Japanese, part-German
vocalist Damo. Irmin, although copingwith
aforeignlanguage, proved morearticulate
than many of ourhome-grown musicians, and
explained how and when the group got together.

“The groupreally came togetherby chance
backinlate '68. Each ofus knew different
membersof the group and we all came together
because we were fed up withwhatwehadbeen
doingbefore. We just wanted tobe with other
people exploringdifferent musical fields.

“Before that, everybodyhadbeen doing
somethingdifferentin the musicalline. Holger,
ourbassplayer, had beenstudying classical music
andplayedalittle free jazz. Jaki, ourdrummer,
hadbeen playingfreejazzinthe mostadvanced
groupin Europeatthattime.Thadbeen
studyingsomeveryanarchisticAmerican
music, while Michaelhadbeen playing
guitar forpure pop groups. Damo, who
joined uslater, had justbeensingingon 2
thestreet, whichinitselfisagenuine !
scene. Theonlythingwehadincommon i
atthestart was thatweallwanted to play 5

i
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music that was spontaneous.

“T’he more you
gointo a land
mass, melody
becomes less

important”

“Now the musicis improvised collectively.
There'snobody dominating, nobody writing.
When we were making the album we made
tworeallylongtracks by playingonerhythm
forhours and hours. We played itback
maybesix times and recorded ontop ofit.
Thenwe cut out the best piecesoftapeand
stuck them together.

“When we wererecording these tracks
there were times when we felt we couldn’t
doanymore on thatparticularpiece, sowe
just freaked out—went completely wild.
These sections were played with no previous
thoughtatall. We cutout thebestofthem
and putthem on the album. PersonallyI feel
that’sa much more natural way to make

| music than the conventional method. Surelyit's unnatural to get five

peopletolearnapiece of musicthat was previously thoughtupin
somebody’sheadand make them practise it overand overagain.

“The pointis, wedon'tthinkin terms oftechnical ability. That’s
apolitical term-anold value. The need toreach a certain technical
standardisunnecessary.

“Ifsomebody wants to express himselfhe doesn’'t need tostudy eight
years tolearnhow to play quickly. Tome, somebody whois the fastest
ontheguitarmaywell prove to be the mostalienated to the guitar ofall.
His guitar doesn’'thave anythingtodo withhislife. Hisaimisjust tobe
afastguitarist.”

Can, of course, are not the first band to break through from Germany
—thevarious combinations of Amon Diiiil being the other prime
example.I wondered whetherIrminhadanyideason why Germanbands
seemed particularly interested in the heavier side of music.

“Basically, I think it'sbecause people on the Continentnolonger think
making music meansimitating British or
American groups,” hereplied.

“PeopleinGermany, forinstance, wereborn,
educated and brought up inacompletely
differentenvironment, soifthey express
themselvesina true sense theyare bound
tohaveadifferentfeeling to their music...
but withouthavingany nationalisticfeeling,
whichissomethingl hate—and thisis what'’s
comingthrough.

“Alsolhave thisidea thatin the pastallmusic
from America, and especially from Britain,
has beenmorerelated to melodies. Ifyou
studymusicfromall over the world it seems
thatinlands surrounded by water the music
isinfluenced more by waterandair, while the
more yougointoa continent, the more youget into
aland mass, the melody of the musicbecomes less

importantincomparison with therhythmic
heaviness.Itseems waterhassomethingtodo
withmelody, while countrieslike Germany
produce music more of earthand fire.
“Iwouldn’t wantyou tomake too much
ofthat theory, butmaybe thathas
somethingtodowithit. Really,Idon't
thinkany style ormusicshould dominate,
especiallyif you're playing new music.”
JamesJohnson ®
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“A battle

cry forthe

kidsin [

America’

American revolutionaries the
arrive in London. On the agenda: “reality
vibration”, future shock, love, and even
music. “We’re not interested in making it
big like Led Zeppelin,” says Fred Smith.
“There are more important things to do.”

MELODY MAKER

ONTROVERSIALAMERICAN ROCK band MC5
arrivein Britain on Thursday tobegin a series of
concertsarranged at the last minute by promoter
Ronan O'Rahilly. They will be in Europe until the
end of March and are also planning concertsin
France and Denmark.

Theyare hopingtorecord alive album during the British concerts
andarewritingand performing the music forafilm entitled Gold
which O'Rahillyis producingin April.

Dates fixed for MC5 are London School Of Economics (February5),
CornExchange, Cambridge (10), Mardi Gras Club, Liverpool (12),
Greyhound, Croydon (13), France (17-22), Lanchester Polytechnic
(25), Roundhouse, Chalk Farm (27), Seymour Hall, London (28) and
ThomasHall, Canterbury (March 4). Otherdatesarebeingarranged. »

PHOTOSHOT
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The group is managed by John Sinclair, the White Pantherleader
recentlyreleased fromjailafterbeingarrested fordrugoffencesand the

beneficiaryofacharityconcert at which John Lennonand Yoko appeared.

MELODY MAKER

HEMC5DON'Twant tobestars, if you can dig that. Thereason
| that they are there with you tofill the air with vibrations, to take
control of the air molecules and fill them with sensitivity. You
see they are still very much into politics, although itis more subtle now
and not just amatter of “Kick Out The Jams”.

You have to progress, and they make apoint of puttingover the fact that
theyare now intoreality. Tuned intoreality because rock’n'rollis a force
thatcanputpeople backintoafeelingofsecurity. It’sahigh-level energy
trip thatcan give people somethingtheyneed.

Butat the same time when stars become stars they lose thathigh-level
energyandreality becauseinstead ofthem thinkingofthe people, they
becomeamachine that thinks oftaxreturns. And money prevails. At
leastthat’showthe MC5seeit.

“Ithink the political side of rock’n’rollis still there, butlike alot ofother
people, itisnot justslogans. Political musicis movingintoreality,” says
guitaristFred “Sonic” Smith. “It's more tuned into areality vibration.”

“It'sahigh-energyrelease,” added Wayne Kramer, the band’s second
guitarist.

Outside theirhotel room, across the road, children played during
theirlunchhour, shouting andletting offall the energy they could.If
everythingin the world is too coolitis up to them to make it so. But
they pointout thatthe naturallovinginstinctin childrenisstifled
fromthedaytheyareborn. Parentsteach children tolove themonly,
thebrothersandsisters alittle bitless, and tobe careful of everything
elsearound them. It's all to do with possessiveness and sexuality, the
band pointout.

“Itis todowith the way you approachliving,” said vocalist Rob Tyner.
“You canapproachitlivingandlovingeverythinglike children, oryou
canapproach it fromapersonal thinglike inAmerica. Children are
broughtupinsuchawaythat theyareafraid tolove.

“Whenyouare youngyou are willingtolove anybody, but your parents
close thatsensitive door. They close it so that youlove themonly.Thave
achildmyself.ItrytohelpitasmuchasIcan, becausel know what
happened tome whenIwasakid. God knows what Ilwould have been
likeifThad notbeenrepressed athome and at school, and inreligion.
I'mbizarre enough now, butldon’tknowwhatIwouldbelikeifl had
beenleft togrowupinmyownway.”

“Religion,” says Wayne “is particularly
repressive. Just take the title, which comes from
the Latinword religio, whichmeansto followa
dogma.Ithasnothingtodowithturningthis
planetaround and changingit.”

The phrase “future shock” crops up with
Wayneashestresses a point about people’s
closeness to theirown way of life. Future shock
has caused alotof people to crack, people who
can'tkeep up with the use ofchange. That, he
says, accounts for the weird behaviour of people
whobecome involved in senseless violence that
hasbecomea pattern oflife in the western
world, especially America.

Sowhere doesrock'n’rollcomein
to this pattern of future shock?
Howcanrock’'n'roll save the world
from going to the dogs?

Well, itcan changebecause it
isapowerful force.Peopleread
books, stresses Wayne, but they
onlyread themonceandthen
putthemonashelforleave them
inaplaneorsomething. Films
youcanonlyseeonce,andhe
dismissesTV.

“People playrecordsalot. They
are partofalifestyle. People
listen to rock’'n'roll throughout
theday,and theykeep playing
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“Children are
brought up in
such a way
that they are
afraid to love”

theirrecords. Butmainly theylistento it whentheydoanything.
Inasense, rock'n'rollis the most powerful mediumwe have at the
moment,” said Wayne.

Rock’n'rollhasadifferent, anarchisticlifestyle too, and that, Fred
thinks, isimportant. But mostimportantofall, he feels that people have
tobere-sensitised. We need change. People need to change their
lifestyles, andlifestyleshave beenchangingwithrock'n'roll. With
rock’n'roll, the most important thingis tohave sensitivity toairspace, to
treattheairmolecules with respect.

Rock’n'rollhasescaped from the rigid musical traditions thathave
prevailed in music forthousands of years. Ifrock can do that, then people
canescape fromthestructures thathave tied them for thousands of
years. Look atthe States, they say; theideal behind the democratic
government goes back to Greece and Rome.

Tofindidealsthey arelookingforinlife, the MC5are thinking of moving
their operationstoLondon, because things are cooler here and because
they feel thatitis the centre of Europeanart. Anyway, there are lots of
people theywant to get to know, especially science-fiction writersthey
admireand musicians theywanttodigoutand getto know.

Butthe main thingwith the MC5 when you get underneath all their
politicalidealsis that theyare openand honest. Unlike the vast majority
ofradicalswhowant toreplace what we have nowwith equally restrictive
governments, theyare as mixed up asanybody. Thatisanimportant
thing when they talk politics.

Theyare talking fromahumanlevel, alevel that they themselves have
found. Anarchy, theyfeel, is the thing, butanarchy thatallows people to
feelfree tomovein theirowndirectioninstead of those laid down by the
powersthatbe. Mark Plummer

NME

FALLTHEgroups who have dabbled in politics over thelast
O fewyears, the MC5 seem to have gained thereputation asone
of the most fervent, the most committed and the most

outrageous. Talesof their exploils on stage are so varied thatit’s
difficult to sort out fact from fiction. Ask vocalist Rob Tyner about
them and he says, “Well, yes, we used to burn American flags,
blaspheme, rape and pillage and sacrifice virgins...”, but all with asly,
enigmatic smile that youstill don’t know quite what to believe.

Eitherway, the MC5 are thought ofas some kind of evil bogeymen, the
kind ofguys young chicks should be scared of and knownbetter for their
outrageousness than theirmusic. Afterall, most people know theywere
firstto come up with the phrase “Kick Out The
Jams, Motherf-——-s”, buthowmanyhave
actually heard thesong?

“Infactthatphrasestarted outasacolloquial
expression in the Detroitarea,” said drummer
Dennis Thompson. “Like, alot of bands would
comeand playinDetroit and they'dbe solame
you'd yell, ‘Kick outthejams’, meaningget off
the f———-gstage.Robturned the phraseintoa
songandgraduallyitbecameabattle cryforall
thekidsinAmerica.”

ItwasinDetroitthat the band first formed, as
apurelyinstrumental rock outfit backin 1964.
Evenat thattime, though, theysay they were
becoming “politically conscious” and when
they metJohn Sinclair, now
presidentofAmerica’s White
Panthers, thisintensified. He
played ashadowybackground
figureinthe band'sdevelopment,
callingthemhis “tool forthe
revolution” until they split from him
twoyearsago.

Lastweekendthe band hitLondon
for their second British visit, which
includes dates allround the
country.Ontheir previous trip
theyonly played fourdates, sothis
isreally the first chance Britain
hashad tosee them. “I think
maybe people will thinkwe're



goingto preach politics at
them,” said Thompson.
“Butnotatall- wedon't
wanttomake the gigslike
goingtoschool. We'll justbe
rocking, foot-loosing, saying
off-the-wall thingsand just
actingcrazy.

“Atone time we used to state
thingsverbally, all that stuff
aboutscrewingin thestreets,
etc, etc, butthat wasjustan
embryonicstage.In away, just
to state themis verylimiting.

“Nowwelet messages come
through onasubliminallevel
through themusic. As the
musicissupersexual, super
sensual, eroticand obviously
veryliberated, ourobservations
still come through.

“Butwhatwe'reintohasno
setpolitical thoughts anyway.
It'stodowith totalanarchy of
the mind. The MC5 thingisa
total screw off. Like, I don't care what you do so
longas you're free. Whateverdrug you wantto
abuse—abuse it. Whatever poisonyouwant to
take—takeit. Youcan have thecraziest fetishes
imaginableandI'llstill be your friend. Tome,
rock music at present is completelylimp. Like,
Rod Stewart sends me tosleep. Why don't bands
giveeverything of themselvesonstage? They
certainlyaren’tatthe moment. Whydon'tthey
expresstheirnatural passion forlife?

“Wedon't takeaudiences onlittle trips and
fantasiesintheirminds, but get them out of
theirseats, give them music thatissuper-
explosive. We want to get people out of their
tormented mindsand into theirbodiesand
haveagreat time.”

Judging from theband's firstgigat the London School OfEconomics

“Whenwegoouton
stage,everybodyknows
howtogetitupthere,
howtoreachaclimax':
the MCsinLondon,1972

lastSaturday, theydid succeed onthislevel. There wasnogreat technical

virtuosity displayed, but by the end most of the audience were indeed
outoftheirseats dancing to some pretty basic, no-holds-barred
raucousrock.

“Ourmusichadalwaysstuck to the basic elementsofrock'n'roll,” said
Thompson, “because that’s the music that belongs to our generation.
Eversince westarted we've been expanding within that form.

“The keyword is energy. You've gotto have thattoallowpeople to
respond. Thereasonwhy there's somuchin thisbandis thatwe've
been playing with each other for seven years, so we've broken downall
inhibitions between ourselves. Consequently, with each otherwe're
allsuperloose.

“Whenwe goout on stage, everybody knowshow to getit up there,
howtoreachaclimax, howto go, go, go and climax again.It'sbeensaid
we're the only band inAmerica thatcan make anaudience come.If we
make English audiences come thenwe've done whatwe wanttodo.”
JamesJohnson

DISC & MUSIC ECHO

TCOMES ASsomethingofashock when the MC5 - longsince
Ibranded asarevolutionary andrather spine-jarringband -looks
deep intoyour eyes and starts talking about “loving awareness”.
“That,” says guitarist Wayne Kramer “is whatit's allabout.”
He, alongwith other guitarist Fred Smith, are talkinginaFleet Street
coffee shop. Wayne periodically cleans his fingernails with a fork.
“Forinstance, when youmeetsomeone, instead of havinga defensive
awareness, youhavealovingawarenessandyou'rereadytotakeinthis
person’s full vibration. Lovingawarenessis the onlyanswer toour
problems-look at President Nixon, the most defensive cat in the world.
His whole constitution has falleninto a defensive pit.”

“T'he MChH
thing isto do
with total

anarchy of
the mind”

this mighthave coincided with their earlyimage and first album Kick Our

The MC5are over here for only the second time

intheircareers, butlook like they'llbe herealot
more ofteniftheysignonwith ex-pirateradio
chiefRonan O'Rahilly, whois thinkingofbeing
theirmanager. Theirlast tourhere—insummer
1970-was fairly disorganisedand included the
equally disorganised PhunCity festival,and
theyalsorecorded theirlast album, High Time,
here. A few copies of that were released when
theyarrived here this time, but thatseemsa
littledisorganised too—aword which isall too
frequently applied tothe group.
AnAtlanticnewssheetdescribed themas “the

bandthatadvocated screwing, smokingand the

burningofthe American flag”, and although

TheJams,itcertainly doesn’'tany more. They're stillarough-and-ready
rockband, generatinga greatdeal of energy, but theiraimis toutilise this
energy forcommunication.

“We're notinterested inmakingitbiglike Led Zeppelin,” says Fred.
“Itdoesn’tbotherusatall thatwe can’t goup onstageand doall those
ridiculous things—we'vehada dose of that type oflifeand there are more
importantthingstodothancarrying aroundshoppingbags full of

money.I'veSEEN Led Zeppelinleavinga concerthall carrying the money

inshoppingbags.”
“If youhave money spend it, wereckon. Ronanis very into that-he
spendsitongood projectslike hisidea forpirate TV.He never talks about

money, never worries about it, livesina£12-a-week flatand drivesajeep.”

Theyare thinkingofputting outalive album next (their firstone was
live,andone of the best examples of
liverecording). The wholeloving
awareness concept is something
thathasevolved during theirsix-
and-a-halfyears together. When
you'reas powerfulonstageasthey
are, youhaveagrave responsibility
to use that power well.

“Idon’tthinkwe've ever got up on
the stageand just played alongand
notcared aboutanything,” says
Wayne. “Asaband gets older it
really doesbegin to utiliseits
powers. Soonmusicandalbums
willbe one of the main forms of
communication. At the moment,
albums brought in morerevenuein
Americathan filmslastyear, which
isincredible.” Caroline Boucher ®
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A MCS don’t want
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ELIVEIN the age of the mini phenomenon.
It’sasituation bornout of three/four years of
waitingin a post-Beatles limbo for anew real
phenomenon to presentitself for deification.
And asituation born too out of the music
industry’s gradual awakening to the fact that
no such substantial and lucrative hunk of mannais either going to be
manufactured or dropped from the heavensintoitslap.

So the miniphenomenon-eitherinitiallybusiness masterminded or
publicinitiated, theninboth cases gratefully seized uponand glorified
byahungryrockindustry... hasbeenthe orderoftheday.

Lately we'vehad the T. Rexmini phenomenon, the burgeoning Faces
mini phenomenon and the Slade mini phenomenon. The qualitative
“mini” by the way, chosen not toimply a put-down butas anattempt to
maintain perspective.

I'velumped these three bands together forotherreasons. One, because
I'veahunchthatifthereistobeanewreal phenomenonofthe '70s—one
withastandingequal tothatoftheBeatles... then the chosenhe/sheorit
willfinditnecessary toembrace certaincharismaticcharacteristics from
allthesebands.

Ahefty measure of Marc Bolan's skilled use of the musicasthe mediaas
themessage perhaps? Abountiful dash of the swaggerand vitality of the
Faces? And, lastly, the kind of identification and involvement with their
followingthatSlade have made their trademark.

The otherreasonwhy these three bands group naturally togetheris that
allthreehave tapped for their devotees
aconsiderable hunk ofthe public thathas
hithertoeitherbeenanignored backwater
uncatered for by the excesses of the 20-minute
album trackers or, more simply, been atschool
up tonow.

Inthelatter casesthese are the kids getting
theirfirstinfluential (in the sense ofhaving the
bread toinfluence trends) taste of rock music:
the youngbrothersandsisters of the Stones,
Dylanand even Zeppelinfans; the kidswho
haven't been programmed and conditioned by
the “accepted” norms of snob rock behaviour...
whowant todowhat their elders did when they
firstturned on torockn'roll.

Theywanttofeel the emotionand the sheer
gutand crutch powerofrock atleastona parwith, ifnotahead of, the
cerebral qualities that have been pushed down the throats ofthe older
generation. They want, as MarcBolanputsit, toboogie. Theyare, as
Noddy Holder of Slade remembers from his first experience of rock'n’roll
through groups like The Who and Rolling Stones, wantingto “rave from
thestart”. What seems tohave been neglected is the middle ground
between the straight pop and progressive factions. Notall rock’n’roll
devotees are graduateshungup on John Cale and Terry Riley. Some are
16, just out of school and itching to boogie.

Jonathan King makesa valid point when he saysthat today’s pop
performers are too old torelate to the new generation of pop listeners.
Idon'tseereggae or The Weathermen as the answer. Maybe T.Rexand
Sladeare.

This’ll take you back, those of you whoremember with fondness those
hazy nostalgicdays when The Beatles and Stones would be releasing
singlesin the same week, sosettingthe nationand theindustryabuzz
with excitement tosee who got the betterofthe otheras therecords
battled up athen-vibrantandalive singles chart.

“T'he audience
sweat their
bollocks off...
It’sa kind of

release valve”

I'msittinginananteroom waiting formy interview, halflistening to
NoddyHolderbeinginterviewed for Australian radioin an adjoining
room, andSlade publicist John Halsallis passing time tellingme of the
release date clash between the Slade and T. Rex singles.

Somebody somewhere agrees with the premise thatboth bandsattract
similaraudiences because, whenit was discovered that “Telegram Sam”
and “Look Wot You Dun” were scheduled forrelease on the same day,
Slade's Polydor label sagaciously decided that theirband mightgetthe
worse ofasalesclashand pulled theirrelease date forwarda week.

EM]I, Bolan'slabel parent company, promptly responded by pushing
theirlad'ssingle forward as well. Study of NMECharts over the past few
weeks willhave shownthat the T. Rex single won outhandsomely with
theinitial sales, although whatisnow Slade’s third hitis quickly making
uplostground.

Ifyoudon'tflashonthatlittle story thenyou're nota partofthe ever-
increasingmovement who feel that the boost musicneedsright nowis
areturntoshit-hot qualitysingles by the topnamesinrock.

Noddy Holder,anyway, whenIgotin tosee him, expressed surpriseand
disclaimedall knowledge of anybehind-the-scenes dealings.In his
opinion, T.Rexareinahigherleague thanhisbandare on the concert
circuitand have had four/five hit singles while his group have had three
andarestillon one nighters.

Butheadds, inanasallyMidlandsaccent, “Of courseI'dlike Slade to be
asbigas T.Rex, butIdon’tthink that we are incompetition. However, if
weare, thenIthink that can onlyhelp the music business. Competitionis
ahealthything.”

Holder does concede certainsimilaritiesbetween the followings of
the twobands. Notonlyin thattheyarelikely
to cross out each other where singles buyers
are concerned, butalsointhat theyattract
the sameagerange. Anythingfrom 10to 15,
withaconcentrationbetween 14and 18.

“Theseare theardentfans,” comments
Holder. “Itis the sort of youngkids whoare
leapingabout. Thereisthis section of younger
kids whoaren'tintosittingandlistening, and
are wantingtorave from the start. Same asIdid
whenlIstarted to take an interestin music.
Ineversatdownandlistened.Isawbandslike
The Whoand the Stones.

“Iwas gassed with The Who whenIfirstsaw
them.Isaw TheBeatles on stage too.Icouldn't
hearanythingbutthey were fantastic. Ithas got
to come back full circle. I suppose we are doing ourbit.”

PersonallyIfind Slade, apart fromanything else, too crude amusical
band formytastes, but todismiss themoutofhand would be toignore the
demands and opinionsofa considerable body of people. Theyare, tomy
mind, the kind of band whose appeal revolves as much, ifnot more so,
around acharismaticimage as it does around the kind of music they play.
The heavy, boot-stompingbeat that they've made theirtrademark has
more todowithimage thanmusic.

Slade'smainappealis thatthey come onstrong, playingit partserious/
parthumorous, as aband ofneighbourhood heroes. Holder, with his
struttingstride and vulgar onstage manner, is the neighbourhood
tough. Dave Hill, with his effeminate mode of dress, the neighbourhood
flash. To the kind of predominantly working-class audiences they attract,
they canbeidentified with. Here are no four/five remote acid heads
attemptingto preach peace andlove at some Barnsley municipal hall.
Sladeisone of your mates made good.

Therearesimilarities with The Who's earlydays in thatrespect—in fact
Slade’s early material possessed that same naivety of stufflike “ICan’t
Explain” and “Anywhere, Anyhow, Anywhere” —because The Who
attheoutset owed their success toavery strongidentification with
the youth movement, the mod movement, of the time.

Holderdraws theline
atmusical similarities
butadmits toastrong
admiration forThe Who
and, on the subject of
audienceidentification,
comments: “Itisobvious to
us thatitis thatsame sortof
response thattheyhad.”



From the Black
Country, theindustrial
heartofthe Midlands,
Sladewasbornagainsta
backdrop ofaggression.
Holderis from Walsall,
aworking-classareaof
Wolverhampton.

“Yeah,” heanswers withadrawn-out grin,
“itwas pretty rough.Isuppose youhaveto
have some sortofstreak ofaggressionin
order to exist there.”

Healso makes the point that thelife of
agroup quicklytakesamusician outofhis
native environment and slapshimdownin
another. Slade stilllive in Wolverhampton
—Holderwith his parents—butspend the
majorityof theirtime ontheroad, andwhen
inLondon, live in hotels.

Formed virtually straight out of school,
theywerejustoneunknownbandina
thousandbefore theirmeeting with manager
ChasChandler, the former Animaland
Hendrix's co-manager... ameetingwhich
coincided with perhaps the mostinfluential
pointoftheir career, this the frequently
harked-upon skinhead gimmick.

Holderexplains: “Back in Wolverhampton
the fashionwas catchingonand suddenly
we thought, well, these are the people we're
playing tosowe mightas well look like them
too. It shocked Chris, butl think heliked the
factthat wehad donesomethingtoassociate
with ouraudience.

“Whatalsoimpressed Chaswas the fact
thatwe were playing all different sorts of
stuff: Motown, blues, anything. We were not
playing for ourselves, but playing to please

theaudience.Chassaidhehad seen somany 1 J

groups playingjust for theirown enjoyment
onstage.”

Iwon'tgoover whathas become well-trod
ground. Suffice itto say that Slade’s bookings
slumpedas drasticallyasifthey'd contracted
leprosy. The silver cloud was thatinone
stroke ofthe barber'sscissors, the group had done its bit, however
insignificantat the time, tobringrock’n'rolldown fromits lofty cerebral
plainsand putitbackontheclubland floorandstreet corner.

“Anygroupinto playinglong, dirgy guitar solos” growls Holder, “would
never have thoughtof that. They would have thought ituncool. Doing
thatskinhead bit knocked our bookings down, but the audiences —not
thehead audiences of course... theyreally flashed onit. Thatwas the
realisationof whatit meantto communicate withanaudience.”

From that point, although the hairwasagainlefttorunits natural
course, Slade setabout usingthelessonlearnedtobuildaveryreal
empathyamongagrowing following. Today, a good Sladereception is
downasmuch totheaudienceas to the band. Holdersays that the credit
foragood gig is usually distributed 50 per centbetween band and crowd,
and addsthataudience involvement doesn't necessarily stop with the set.
“We getalot of people come alongand talk backstageafteragig,” he
maintains. “Weliketo find out what theyare thinkingand what they
wouldliketoseehappenonstage.”

Sincetheir firsthit “Get DownAnd Get With It” there hasbeen barely
anyresistance tothe band'sappeals foraudiences toloosen up. Any
audiencesslow tocome forward getatreatmentof vulgarharassment.

“Thereare some people pissed offwith being bored by band afterband,”
says Holder, “but they're too shy tolet themselves gobecause ofthe
people nextto them. We tell themnot to take any notice ifsomebodynext
to themis sittingdown because, ifthey getupand doit, then the guy next
doorwill too. Sometimes you geta whole audience too shy but we just
pummel theirbrainsuntil theygivein.”

Theresult, at Slade’s gigs over the country (surprisingly, London has
never been cold to them), has led to scenes ofaudience participation

Sladeini972:(l-r)
NoddyHolder,Jim
Lea,DonPowell
andDave Hill

-
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unknownsince the popheyday of the
early '60s. Yet theirgigs are remarkably
trouble free. Holder feels that the humour they employ tempers the
aggressioninthe musicand hasa therapeuticside effect.

“Itis the beat we playat, thatsortof tempo,” says the vocalist. “They
sweat theirbollocks offthrough ashowand whenthey pouroutofthe
clubtheyareshaggedout.It’sakind ofrelease valve.” Nick Logan

MELODY MAKER

MM: Do you think youhave reached the stage where fans go and buy
yourrecordsbecauseit’s Slade, regardless of therecord?

Noddy Holder: Yes, people do. We've got ahard core of fans but the
hardcorecan’tpusharecordinthe charts. Ifwe put somereal crap outit
wouldn'tgetin the charts.It’s stillgottobe adecent record. Ourrecords
are good fordiscos and dancing, whichis good.

JimLea:I thinkourrecords have gotbetterasthey've gonealong.

It's dangerous thinkingthey’ll buy anything. Withalotofgroups they
getworse.

Holder: “Mama Weer AllCrazee Now” has some atmosphere onit
whichwe thinkislike our five feet. We did this on “Take Me Bak 'ome”
aswell, but “Look Wot You Dun” and “CozI Luv You” were a recording
studio type thing. Nowwearebackin the “Get Down And Get With It”
style, which is the style that broke us. That's what people expect from
usonstage. Onstage, “Get DownAnd Get WithIt” goes down 10times
better than “CozILove You” and “Look Wot You Dun”, so we might as
wellgive themwhat they want from us. The SladeAlivealbum s the
samesortofstyle. »

CAMERAPRESS
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Dave Hill: There's about eight trackslaid
downonthenewalbumsofar. They'reall
differentsongs and some of themhave thelive
feeland some the recording feel. We've puttwo
outasthisnewsingle, and the othersix willgo
onthealbum.

MM: Areall yourlivegigs riotous occasions
withmassive queues outside the halls?

Holder: Ohyes, everywhere.

JimLea:Lincoln, Ithink, wasthe breaking
point. Since thatnightit'sbeenridiculous.

Holder: We haven't worked fora couple of
weeks now, but thelasttwo gigswe did inFelixstowe wehad toget there at
oneintheafternoon togetintothegig. There’s beena queueamile up the
road before we've even got there. The acceptance ofall-round fans came
at Lincoln. Since about last September we've been getting full houses, but
now theheadshave accepted ussince Lincoln. Before that they probably
thought we were justahit-record band. I thinkit was word of mouth
amongthe people whowere there.

Lea: The Rainbow was our major London concert.

Holder: The managerofthe Rainbow wrote us aletterand saiditwasthe
bestconcertthey'dhadin 10years. He wasn'ttalkingabout us playing-
wise, but about how the crowd behaved. They wereallraving but there
was hardlyanydamage done.

MM: Do youget mobbed outside theatres now?

Holder: That’sbeen goingonforalong time now. Onthe British tourin
Mayitwastakingustime togetoutofall the concerts. We don’'t mind that
becauseitshows that peopleare diggingwhatwe're doing.

MM:Isitmostlygirls?

Holder: Oh, no. That’s the good thingwe digaboutit. Atalotof places we
getmore fellasthanbirds. The fellas dig the stomping stuffjust as
muchasthebirds.Ithinkit'sthe musicthat’sbringingtheminas
wellastheimage we've got.

MM: Do youdeliberately go for this rough image?

Holder: Notdeliberately.It’s just built up fromthe skinhead
thing. We don'tplay it downand we don'tbuild itup, it’s just there.
The fanslikeit,and they probablylike football too. We are playing
toanewgeneration of fans, like Dave said afewweeks ago; we are
playing tokids who didn’t know about The Beatles or the Stones.
Theymight know about them but they associate with the music
thatis coming outnow.

MM:Whatdo youthinkisthefans’ average age?

Holder:Sixteen, about. That's the time when all of us started to
latch on to music. Younger than that youlatch on to the music of
aband orgirls wet theirknickers. When you're 16 you start digging
themusicmoreandtheimage doesn’tcountasmuch. Theimage
isimportant butit can’t take over from the music. They won't
digrubbish.

MM: Areyoureachingthe point wherelive gigs will be confined
tobigtours?

Holder: We shall do mainly tours, but one-nighters who gave us
achanceintheearly days weshall stillwork. They deserve tomake
bread on us now. It’ll get chaotic, butit gets chaotic at the concerts.
They'll still crawl all over the stage and knock the stuff over. We
loveit.

MM: Did youexpect SladeAliveto do aswellasithas done?
Holder: We thoughtit would do well because of the following
we've gotandbecause people asked usto doalivealbum. Nowit’s
beenin the chartssixmonthsand people who come to see us for
thefirst timeare buyingit. They mustbeholdingitin the charts.

MM:It'sbeensaid thatyouarethe new generationRolling
Stones. Doyouagree?

Hill: We hate this classification.I don’tthink we're the next
anything. Weare theonly Slade, and we're working on what we're
doing now. Forget all the past groups, The Who, the Stones, The
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“At a lot of
places we get
more fellas

than birds”

Beatles. We're nothinglike any of them. We're
afterourownbit. Imagine what John Lennon
thoughtifpeople asked himifhe wasthe next
CliffRichard.

Holder:1 know what youmean.Ifyouhave
toputcomparisons, thenBolanisakinto The
Beatlesand weareakin to the Stones.It’sa
parallelinawayandit’sa complimentto us.

Lea: The obvious comparisonisthe Stones,
but we're nothinglike the Stones really.

MM: Butparentswill hate youlike theydid
theStones.

Holder: Yes, that's right. Parents couldn’t take our music. It’snot meant
forthem.It’s meant for the kids.

MM: Youstilllive athome in Wolverhampton, though.

Holder: Yes. We are having to look for ways to spend ourmoney or the
taxmanwilltakeitalloffus. Alotof moneywe plough intothe band. It
takes alot of moneyontheroad. The travellingand hotelsand roadies
takealotofbread.

Hill:1 think we'llventure out of Wolverhampton soon.

Lea: It keeps our feeton the ground there.

Holder:Itkeepsthe contact withtheaverage blokeonthestreetand that’s
valuable. That'swhowe playto, and we get musical ideas there. We getto
knowwhatkindofrecordsthey're goingtodigandthat'sabighelp tous.

Holder:If you've come to the stage where you can afford tobecome
areclusein Surrey you've probably got sick of the sceneanyway. We're not
sick of the scene yet. We love everyminute of it. There’snoreasonforus to
lose contactyet. Maybeatime willcome -
inthe future when you get pissed offwith Wama Vieer Al L1Rzee Now
the hangers-on youget? When you stay at W1 ‘
h . . {4V & .

ome you get people callingall thetime

——

DaveHill:“Idon’t
thinkwe'rethe
nextanything. We
aretheonlySlade”
L
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asking for pictures and autographs.Itdoesn't particularly bother
us; it’sour parents that have to putup withit.

Holder: We love every minute of it. Some of the fans send us stuff
like presents and gear. Theygo outand spend theirbread onus,
whichis great.I've had watches, scarves and hatsandbraces. Abird
gavemeafurstolethe otherweek.It’s great thattheythink that
much of you togive you things.

Powell: There'sa bunch of birds from Liverpool who always
follow us when we come up North. They have bags ofbooze and
sandwiches, and gearonlike Slade coats and Slade hats. They
must spend afortune and theycan'tbe earningmuch.

Hill: These are dedicated fans whodon't particularly
want to goout with us. They have tremendous scrap books
witheverywrite-up we've ever had.

MM:Haveyouafanclub?

Holder: Yes. In thelastsixmonths ithasbecome out of this
world. They getanaverage of about 800lettersaweek. Usually
thereare 200adaybutitvariesdepending onifthere’sarecordin
the charts ornot. We send them pictures back. Theyall wantto get
involved inwhatyou'relike and what you're doing. We can't tell them
what we'relike normally. There was oneletterin the office the other day
from Singapore. Theycome from everywhere.

MM: Some critics have said youdress tolook like characters from
A Clockwork Orange.
Holder: At the time theysaid thatI've neverseenit. The othershad.

MM:Whydo you think the last six months have beenso successful?

Hill: We putit down to hard work.

Holder: The time isright for us now but it obviously wasn't before. We
weren't ready for the success before anyway. Werealise that now but we
didn'tat thetime. We're handling it alright nowand haven't gone out of
ourbrainsbecause of it. We'd have blownitbefore.

MM:Why?

Holder: We were too headstrong before. We wouldn'tlisten toany
advice, butnow we do. We always thought everything we did was right.
Weneeded advice from outside the band, which we have got now. From
Chas[Chandler] mainly.

MM:How biga partdoes Chas play in the makingofyour records?

Holder: We go tohim with asongand helooksonitasthe public would
lookonit. Ofthe eight tracks we've put down for the next albumthere
were threesingles andif could have beensinglesand ifit wasleft up tous
we wouldn'tknowwhich one to choose. But Chas can tell what will
appeal to the general public.

Powell: Chas has got this uncanny knack of getting these thingsright.

Holder: He doesn’t want usto step too farahead too quickly. He doesn't
wantusto get complicated orintrovert. He wantsusto dowhatweare
goodat doinginstead of experimenting with things we won't be good at.

Hill:It's notaquestion of doing things we won't be good at. You're wrong
there, Nod. We could be good atdoing anything. Certainsongs could be
done good but they'd be the wrong kind of songs to bring out.

Holder: Ohyes, I'mtalking about gettingintroverton toacompletely
different track of music from what we're playing now.

Lea: Can yousee Slade playing modernjazz?

Holder: We might think one day we'dlike to do somethinglike, say,
Matching Mole, butitwouldn'tbe us, though. Even though we mightbe
ableto play it, it wouldn'tfitin with our progression of songs.

Hill:Itwould be a waste of time.

Holder:Itwouldn'tfitin with the stage act. It wouldn'tfitin with us.

We always take things carefully, which is Chas’ biginfluence onus. The
things weare puttingdownon the newalbumare things we can work with
onstage. Theyareallin context with a Slade show. Whenwe first wentinto
the studiowe weren't getting it togetheratall. Wewere tryingtomake the
arrangementof the songs toocomplicated. Chas wasalways drumming it
intous that we were trying tobe toocomplicated. We couldn’tseeiit.

“Get Down And Get With It” was the turning point, because it has the
live feel. We went inand did thatlive justlike we do onstage, and we'd hit
onsomethingby doing itlikethat. Now we doeverythinglike that,
becauseitgives usalive feel. If we singitlive, werecorditlive, and that'sit.
Chris Charlesworth ®
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with no knickers on!"
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EHARSH BAWLING of
leoddy Holder hasled Slade
tomore triumphs thana
team of David Bedfords. And
Saturday's volcanic eruption at
Bridlington’s Spa Ballroom was
no exception. It was a stormer;
provingbeyond doubt that
Slade havereached the all-
important step wherethey no
longer have tobe as good as
theirnextsingle.

Their stamping, crashing
riotous stage actis one for the
kids who want to stamp and
crashaswell.No onessitsand
listens. Like anunruly football
mob behind the goalmouth their
fans chantand wave scarves.

With so many one-nighters
behindthem, theiractis now
perfect fromstart to finish.It's
pretty simple stuff -amixture
of12-bar, theirrecenthit singles
and material from the Slade
Alive album and they putit
across with what appears to
be amaximum of effort.

Guitarist Dave Hilland bass
player JimLealeap up onto
conveniently placed tables
and boxes throughout the set
while Holder gets on hisknees
for Janis Joplin's “Move Over
Baby".His amazing voice is
always the root for whipping up
the excitement.

“Hands up, all the girls with
white knickers on,” he yells to
the crowd. Afewhands are
raised and the shrieks come
forth.“Hands up, all the girls
withno knickers on.” And
uproars break out. “We've
heardthere'salot of veryrude

girlsin Bridlington.ls that
right?” Three thousand voices
-male and female - acquiesce
inunison and the crowd force
themselves tighter against the
stage, reaching out to touch the
boots of their heroes.

Few other groups could get
away with such basic stuff, but it
suits Slade to atee. Like many
before them, they've realised
that success comes with
keepingthings simple. And
using that formula they've found
astyle of their own based largely
onthe similarity inthe sound
betweenthebass drumpedals
andthebootheels crashed onto
aballroom floor. Drummer Don
Powell’s contribution to the
overall sound cannotbe
underestimated.

Asthe act wore on, the fans
became indifferentto whatwas
being played. Solongas Slade
were up there they were having
agoodtime and nothing else
seemedto matter - there were
evenafewscreamsduring
Slade’s rendering of John
Sebastian’s “Darling Be Home
Soon”.Especially as Holder,
somewhatinevitably,
suggested thatblokeshave “a
good feel withthe birds” during
this comparatively slow number.

Basic they maybe, butthey're
very goodatit.Many other
groups with a similar formula
have tried and failed, but
Slade’s patience and ability
have brought them through the
rank andfile tothe front.On
this showing they'l| stay there
along time. Chris Charlesworth
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“opeechless, andyou

can quote

me on that”

FEB 12 Faces keyboard player lan McLagan speaks
his eccentric mind on some recent releases.

Jake Holmes
CBS

Turnit off (simultaneously with
opening bars).l don'tlike it!

Ah, the Pinball Wizard. Nice
production, but've noideawho
itis,and | can't wait forthe end.
It'snot Rod, isit? Not a hit. But
then, | was the one who said
“Lazy Sunday” would neverbe
ahit. Putsblindfold on again.

Colin Blunstone
EPIC

3 It's Colin Blunstone.Well, | read

the label, didn't1? I like the song,
but | prefer the original by Denny
Laine.Have theyre-released
Denny's because of Wings? Inthe
nicest way possible, I've heard
thisbefore,and the original isa
bit of aclassic in our house. I think
thisis overproduced.But| like
him asa person and | buy all his
records.Ee,lamahorrible,
wheedling person.

Lonnie Mack
ELEKTRA

Joe Smith, isit? It sounds like him.
Billy South?

7 Clapham South?
Ray Stevens? John
Lennon? Hell, he's
been listening to

€4n g0 into the studl
pley &k, Like, mo"\ml: L

Ou ki
s5d he't not got lang hate
Mlu VERNON: * Lae's Yry
e Apain® (Mue Jor
son)

God-4t's o lowd of 1ubbish
1s It that guy from Walep—
Dave Edmunds? It's o
group? Fideowitis? It's agq
thet rugdy player & 19 |
think {t's fentsstic. Aue
don't real)y Nie fo

Joe South.He
sounds white.No
idea.But!'d prefer
to hear thison
Radio One than
some of the things
they play. You hear
amillionrecords
like thisinthe
States every week.

Whoisit? Lonnie, | love
you! He's retired twice,
youknow. We used to do
one ofhisnumberson

stage. Good luck to him.

Cilla Black

PARLOPHONE

(Strides over to the hi-fi
anddeftly removes
recordfromturntable
dfter afew moments)

Iknow that voice. What's
she doing? Whata drag.

Al Stewart

CBS

Nice bit of piano.Isit
Entwistle? The lyrics
and voiceremind me
of him. Oh, anick off
the Ox [anickname
for John Entwistle,
bass guitarist with
The Whol. Perhaps
it's John Entwistle’s
dad? Verymuch like
Who Sell Out. OK,
lknowit's not Cilla,
I'mintrigued. Now
it'sreally Blonde On
Blonde.lt'snot Rod'’s
brother, isit? That always
makes me laughwhen I'm
reading the music papers
and | see bits about “Stewart off
ontour”.lalwaysassumeit’s
aboutRod.Longinnit? | prefer
his brother. Poor old Cilla. I still

have asoft spot for her, youknow.

Cat Mother
UA

I'd say... Everly Brothers.No,I'm
only messingabout. Letme see
now... Status Quo! I'mjust
imagining myselfreading this
back - withoutall the gaps.
Y'know what | mean. Have | heard
ofthisband? | can'timagine who
itis. Thatain'tbadatall.Inever
realised how hard this was.I'm
finding this baffling. I say thatby
way of explaining my ignorance.

Paul Simon
CBS

Oh, it'sreggae.l don't mind that
atall. What | like about good
reggaeisthe feeling thatit's all
goingto collapse at any moment.
I can'tunderstand how they can

Thank you, thank you! Oh,

gointothestudiosand
play it. Like, the guitar
partis very strange.It's
very developed music.
They're just picking up
onreggaeinthe States,
andit'sjust overthe
water for them. Listen to
that drumming-it
comesinfromnowhere. It
couldn’tbe Alphonse the Greek?
Whoisit? REALLY? (Jaw sags)
Speechless,and you can quote
meonthat.He'sreally gotinto
reggae.He must have an original
reggae drummer there.Now|
knowit'shimldon'tknowifllike
it. He's multi-talented, thatboy.
Them's all his own words, you
know, and he's not got long hair.

Mike Vernon
BLUEHORIZON

God,it'saload of rubbish. Isit
that guy from Wales -Dave
Edmunds?It'sagroup?
Fibrositis? | think it's fantastic.
Butldon'treally likeit.

Hookfoot
DJM

Oh, I like that. A few yearsago
Iwould have said it was the
Buffalo Springfield. It ain't Poco
and itain't Neil Young, butit’s
something to do with Buffalo
Springfield.It's not Buddy Rich?
No,no, | didn'tthink it was. Who
isit? Oh, good luck to Caleb
Quaye [MrQuayeis the leader
and composer with Hookfoot].

Huddersfield Transit Authority
POLYDOR
It’'s Mario Fabrizi! Del
O'Shannon? Gawd! Oh, horrible
production. Definitely a hit. That
wins the prize for scapegoat of
the week. Werecorded thissong
with the Small Faces. Oh, what
ahorrible overstatement of the
chord changes.l'd give that
nought out of 10. Oh, nice
strings. What lovely windy
sounds. They must have been
eating Mexican food.
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Wings

Il APPLE

I don'tlike this for astart.
Idon’ think McCartney
should do this kind of thing.
llike McCartneybut | don't
think he should getintoa
political thing, becauseitis
not hisimage. Thissong
has amessage more than
amelody andit's more of
aJohnLennontype of
number. Some of the
thingshe has done since he
left The Beatles | have
liked, and although this has
acatchy chorusldon't
think it's his kind of
material. This hasbeen
banned, hasn'tit? | don't
think anyrecord shouldbe
banned, butits good
publicity to be banned.

Uriah Heep

BRONZE
It's nice production but
thatbitsounds abit
gimmicky.Isitan English
group? The backing is far
too loud butthe beginning
was great. It's not Blue
Mink, isit? | can't getinto
thisoneatall.ldon't think

it's that commercial. Uriah
Heep?It'snotheavy atall.
Idon'tthinkit'savery
goodrecord.

Chelsea Football Team

PENNY FARTHING

Jesus Christ.Isitafootball
team? Forgetit. They
should stick to playing
football instead of getting
intorecords.l don'tbelieve
it.It'sunbelievable. It
wouldbe better if people
inagroup started playing
inatop football team.

Cher

'MCA
Thisisa cover of another
songlhave heard.Isit
Cher? Thisis the first
time | have hearditbut|
recognise the voice. This
is abeautiful song, but
Idon'tlike the backing to
this very much. It could
easilybeahitbutldon't
like the production. The
productionseemsabitdry.

OpenRoad

GREENWICH GRAMOPHONECO

Isit American or English? It
mightbe agoodalbum
track, but | don't think
it's good listening.Isit
Creedence Clearwater
Survival, or Revival or
something? It sounds
like aheavytrendy

singer.| can appreciate
heavy musicbuthisis too
busy. There is too much
goingon,anditdoesn't
mean anything to me.

Glen Gampbell

CAPITOL

Thisis American.lsit Glen
Campbell'sbrother?It's
awrite-off. Whatever heis
doing,heisnotdoingit
very well. The backing is
nice, but so many records
have this sound. By some
freak it could make the
charts,but again, thisis
terrible production.

The Deltones
TROJAN

Idon'tlikereggaefora
start.|respectall kinds of
music butldon't like this
atall.ltsoundslike an
instrumental version of
Mungo Jerry's “InThe
Summertime”. It's just not
significant, and this type of
record brings any music
downand down.

Dave Clark & Friends
COLUMBIA
This soundslikeavery
Englishtrack.ls it Wayne
Fontana or Crispian St
Peter?It's Dave Clark.|
don’tthinkitwillbe a hit
butit'sanicerecord.lt’s
very average and mediocre
andthereisnothingtoget
you.Dave Clarkisanice
fellow and I would like to
see himinthe charts.

Norman Hitchcock
POLYDOR

[Produced by Maurice
Gibb] | haven't heard this
before.lsit English?It's
very commercial. There
are some nice key changes.
Who isit? (Onbeing told!)
My brother produced this.
It's very Radio One-type
material. Thisis the first
time | have heardit.It's not
my kind of music, or the
Bee Gees kind of stuff, but
it's gotall the ingredients
of ahitrecord.

SINGLES & ALBUMS

ALBUMS
Neil Young |

REPRISE

The MonaLisahas
nothing on Neil Young.
Enigmaticis probably
too preciseawork fora
manwhose songs defyany
attempt topin himdown.Heis all things to all
men:loner, martyr, Christ-figure, poet,
mystic. The archetypal, all-purpose outsider,
with whom any screwed-up, alienated kid can
identify and through whom countless more
canwallow in sweet, vicarious sadness.

Heisalso one of rock’s greatest song-
writers, wrapping up smallnuggets of
truth and pain and beauty in melodies which
have the haunting simplicity of songs half-
remembered from childhood and lyrics which,
like the best songs of Dylan and Lennon, can
be interpreted on many differentlevels.

Itisthe elusiveness of many of Young's
songs that makes them so precious. Because
they are notexplicit, each listener can
interpret themin away which ismeaningful to
him or her. Listening to the songs on this
album, [ find itimpossible to set down on
paper what many of themare really about. Yet
meaning is there, tobe divined instinctively.

Afew ofthe songs, superficially atleast, are
more explicitthan others.“The Needle And
The Damage Done”, recorded live at the
UCLA, California, is a quietly poignant lament
for adeadaddict. “Alabama” seems to
continue the theme of “Southern Man” on his
previous album, albeit more obliquely. “A Man
Needs A Maid"” is about the pain of love, of
beinginvolved, and the impossibility of living
withoutit: “To give alove, you gottalive alove/
Tolive alove, yougottabe ‘part of .

The other songs are harder to pindown.
They tell ofjoy, sorrow, love, old age, half-
describedincidents and meetings -all
expressedinoblique, fragmented lyrics
which create anindefinable atmosphere of
regret and nostalgia for asimpler, happier
way of life which probably never existed.

Musically, the songs here hold few
surprises, except for “AMan Needs A Maid”
and “There’s A World”, which were recorded
with the London Symphony Orchestraat
London’s Barking Town Hall, with some
majestic string arrangements by Jack
Nitzsche. Therestfeature the fairly familiar
mixture of plangent rhythm guitar, wood-
chopping drums, stinging lead guitar and
touches of steel, harmonicaand piano.

Melodically, Young's songs seemto have
been getting gradually simpler, and some of
the songshere, notably “Heart Of Gold” and
“Are You Ready For The Country”, are simple
tothe point of being facile.

Andyet...he makes them work. That
desolate, vulnerable, painful voice compels
youto listen. And
when the voice,
the song and the
arrangement come
together as they do
on“AManNeeds
Maid” theresult
is... frightening.

Alan Lewis
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MELODY MAKER

andwatched aman clambering on to theroofof the
Italian Embassy. Shehad justbeen discoursingon her
past activities as herpetologist when her attention
wasdistracted. “That’s the same man who waslying
on the floorinmy bedroomjustnow,” she exclaimed.
The smalllunchtime gathering, inveigled for the same purpose of
eatingsaladandjoiningconversation with Miss Sill, a native of

DON’'T LIKE REPTILES any more - they’re so
indifferent.” Judee Sill took a spoonful of yoghurt

California, looked puzzled.

“Perhaps heis an electrician,” suggested somebody. “Ora plumber.”
Miss Sill announced her intention ofmoving from the house, provided

forheratacostofsome £200 perweek, duringherstayin London’s
Mayfair. “I'm moving next door,” she said firmly.

Miss Sillis a firm youngladywith a plump face, owl-like glasses
and abusinesslike manner. Her conversation is college-cultivated,
humorous, dryand frank.

Atone pointshe stretched out in herchair, gazed at the ceilingand
uttered an expletive that would have shocked Germaine Greer. “Oh, that
f——spoiltmyimageofyou,” sighed ayouth, toying with his chives. Judee
looked suitably blankand then gentlyexplained thatshe usually did her

besttodispel her publicimage.

“Dog pUk " MM APRIL 22

roomtableinher luxury antique furnished mews cottage. That’s good - there's some bad

1] |BET Idon’tknow many of them. l haterock bands,” said Judee Sill sitting at the dining

rock foryou. “Oh, God. | hate it,but | have to be honest,” replied Judee.

Earl Scruggs & The Earl Scruggs Revue
CBS

lloveit. Sounds like “Foggy Mountain
Breakdown”-Earl Scruggs. Orisit someone
else?llove this kind of hoedown music.l get
theidea.llike this very much. Hoedownis
something |l like in much the same way that
Ilike classical music. | think the music

comes from these parts, right? Comes
fromthe oldjigsin tune.

David Cassidy 'BELL

He'sona TV showinthe States. That'sright,
The Partridge Family. Listen, I'll pretend
Idon't know who itis. Good production.
The string parts are nice. But that's all | like
about it, I'm afraid. Eleven-year-old girls will
loveit. It's silly, it's silly.

Help Yourself UNITED ARTISTS

That's cute. | like the piano lick in this one,
but | find the song monotonous. It's the
same old stuff. | really think the piano lick
is nice though.[MM:the piano’s abit Leon
Russell-ish.] I don’tknow whoheis. s he
afamous piano player? It could be a hit,
but who knows.

Curved Air WARNERBROS

Oh God! What aweird song. Soundsallittle
stringy, doesn’tit? | don’t think it willbe
ahit. Alittle dancey, isn't it? It sounds like
allthe middle voices are missing. Oh dear.
Oh dear.Pretty bad, isn't
it? Poor record, poor
song.Toobad. |
don't think that
was too good.

—— SINGLES
Anne Murray

CAPITOL
She'sakind of
female Glen
Campbell. Pretty middle
of theroad. I like the
sound of her voice. She's
got good pitch. It's well
produced and the
strings are nice.Doesn't

knock me out, but at leastit’sintune. Very
pleasant.Nice song. She’s got anice light
voice. [t doesn’t stabmeinthe heart like an
arrow. It's always refreshing to hear
someonebeingintune.

Alice Gooper WARNER BROS

It's terrible sofar. Oh God, disgusting. Dog
puke. It's so unoriginal. Who is this group?
Agggh, | can'tlisten any more.Maybe that's
the worstrecord | have heard in my life.
Alice Cooper,uggggh.

Joan Baez Song A&M

I've always liked her voice. It's not that | have
anything against people starving in
Bangladesh.llike her voice, but she's
aterrible songwriter.I'mprejudiced.
Political songs always turn me off. Oh God.
Yes, | know aboutall these things.| can listen
to the newsifl wantto getallthese things.
Shebelievesin whatsheis doing, butit's
suchapoorsong.

Aretha Franklin ATLANTIC

llove Aretha Franklin.I've always loved her
piano playing. Who wrote this; do you
know? Oh Aretha, what happened? What
happenedto Aretha?It’s going to get
better,isn’tit? Doesn’tknock me outso far.
Hey, | have apiano over there, can you help
me liftitoverhere? | expected thisrecordto
bebetter than this.

Carly Simon ELEKTRA

Have you noticed she always hasher legs

apart? Actually, | don’t really like this. | think

it'smediocre. Itjust doesn't doanything
for me. Good production, though.l can't
believe that Alice Cooper voice;is he like
that all the time, or does he doiton
purpose? Well, sorry, Carly.

Hurricane Smith
COLUMBIA
What's all this? It'snota
single,isit? It sounds
like old movie music. |
like this. It's ridiculous;
sure does sound like old
music doesn't it?

Judeeisasinger-songwriter, who played
asell-outconcert with Americaat the Royal
Festival Halllast weekend, and is heronthe
crest ofawave ofinterest in her debut album,
justreleased onAsylum.

She follows in the illustrious footsteps of Joni
Mitchell, Judy Collins, Judy Henske, etc. “Yeah,”
she says thoughtfully. “Did you know there is
anew female singer-songwriterwhoplays
guitarcalled JoniJudy?”

Judee'salbumis ahighly developed musical
statement, surprisingly matureandrounded
foradebut performance. ButasJudeehints, she
hasbeenaroundalong timeandbeen through
anumber of maturing experiences. Her songs
haveagraceful, formal constructionbased, as
she explains, around the concept of four-part
harmonies, and this stems fromher twoyears’
studyat Los Angeles Valley Music College.

Although the albumis notable for its sensitive
stringarrangements, which enrich her
compositions, she works asasoloartistontour,
accompanying herselfon guitarand piano.
Oneofherproblems inthe Stateshasbeen
clumsybooking, being putontoopentheshow
forteenybop rockacts.

“I'reallywanttosell somealbumssoldon’t
have todothatanymoreandIcangoouton
myown. Please buy the albums!” she pleads.
Itwas the second day of sunshineinacityjust
recovering fromashowerofsleetandaplague
of power cuts when Judeearrived ather
temporaryhome.

“Iheareverythingwasindarkness,” shesaid
sympathetically. “How awful.” She welcomed
usintothereceptionroomand we satdown
while she moved sheets of music outofthe way.
“I'vebeenwritingsome songs,” she explained.
“You know, 1did the album 10 monthsbefore it
was released.Idon'tknowwhyitwas delayed,
butldiditallineightdays. Thearrangements
took about twoweeks’ workingout beforehand.
Isangtheparts of the orchestraand they
workeditout.Ireallylikestrings, but nexttime
I'll use the humanvoice more. Vox Humana!

“Before the album was finished, Thad done
hardly any gigs, but since thenThavebeenon
theroadlearninghowtosingin frontofpeople.”

Whatdid Judee doinher formative years?

“Oh,Iwenttocollegeandstudied
Pythagoreanmusical theory.Thad strongideas
thatIwanted to putintosongs, ideasonreligion
thatIhardlyeverytalkaboutbecauselIsay
them somuch betterin my songs.”

OneofJudee’s most popularsongs from the
albumis “Jesus Was A Cross Maker”, produced
forherby Graham Nash, which typifies the Sills
style—gentle, melodic, mysterious.

“It'snotareligious song; it'saboutabandit
whostolemylove. In fact, it'sanunrequited



love songabout aromanticbummer of great magnitude! One of the
biggest romantic bummersof mylife. Yes, he'sheard it—we're good
friendsnow.”

“I'mreallyexcited aboutsinging ‘live’ —Ilove it. Idon't worryabout
anything regardingmusic, I haven'tstarted torecord my nextalbum
yet, butanew one will be outon October 7, like mylast one, onmy
birthday. Thelast one has sold about 40,000in the States which isn't
bad. Theykeep puttingme on with rockbands in the States, which is
appalling.Itreallyis the limit.] come on and there's 11,000 screaming
groupies takingreds (amphetamines),andred wine.” Chris Welch

NME

CCORDINGTOJUDEESill: “Out of mud grows alotus.” In
Aolher words, somethingbeautiful comes from something

unpleasant. The phrase applies well to her own life. Judee,
yousee, has seen some rough times. Born in Oakland, California,
she was broughtupinher father’s bar, where the customers
gambled illegally and she hid under the tables to avoid the fighting.

After the fatherdied, her mother died ofalcoholisma few yearslater,
andJudee took drugs—principally heroin, whichled toalife of petty
crimeand prison. Yet, remarkably, she pulled herself out. She became
thelotus. After kicking drugsand discovering certainreligious,
spiritual feelings within herself, she now writes songs of rare beauty,
fullofimageryand symbolism tiedinwith her spiritual beliefs.

“IwasalwayssingingwhenIwas akid,” she told meinanexpress-
traintorrent of words. “Ialways wanted toharmonise with somebody
butIcouldn’tfindanyone, sollearned toplay the pianosoIcould
harmonise with that. It was the same with the guitar.

“Ididn’tknowwhetherIwas goingtobeasongwriteroranything
like that, but Talwaysliked writing songs and it slowly started
evolving. Itwasthe only thingIwasanygoodat.

“WhenlIdecided to quitbeingaheroin addictIrealised had to
make some kind of rash move that would give me the same kind of
thrillbutatthe same time be ofa positive nature. Irealised writing
songs wasthe thingI did best, soIdecided to
pullmy fullenergyintoit.

“Musically, probably the turning point was
whenIbecameinterestedinalchemyand
spiritual thingslike that. Itinfluenced my
musicalot. Althoughitwasn'tasuddenthink, I
didn'twake up one morningandsay. “Oh, I
see.” I beganto wanttoentice thelistener to
openhisheart.

“Generally, spiritual thingsare the
maininspirationformysongs.Itrytoget
inspirationinother ways, butIusually find
thissoinadequate.Ijustwait formyinner
voice totellme, ‘Thisisasubjectto writeon.’

“Always, though, I've had thisleaningtowardsa professional lifein the
music business. It'sjust thatThad such ahunger with thisdrugaddiction
thatIthoughtmaybelIcould use thishungerto pushme forward. SoIjust
started workingashardasIcould, andfigured thatwhenthe time was
right things would happen.

“Oneday,I wassittingathome thinking, ‘Gee, it’s about time something
happened’, and David Geffen rangto say he'd fixed me up with
everything-recording, publishing, thelot.”

Apart fromlookingafter Miss Sill, Geffen in the pasthas handled
peopleofthecalibre of CSNand Y, JoniMitchelland Laura Nyro. These
connections led Judee to her first major tour with Crosby and Nash. Did
shefindithardtogoonstageatthe beginning?

“Yes, butl knew it would be alright eventually. At the start, itwas hell.
AsIwalkedonstagelusedtothink, ‘Oh God, I'dratherstick aknifeinmy
heart than gooutandsay, “Nice to be here!”

“Gradually, though, my nervousness turned to excitement. Istarted
outontheroadaboutayearand fourmonthsago,andit’sjustbuiltup
steadily. Oftenit’'s been with good people, like Cat Stevens, Gordon
Lightfoot or Tom Paxton. Unfortunately, sometimesI've played with rock
groups, whichis—urrrrgh—
terrible, ridiculous, in fact.

“If success
was my goal,
my songs
would be shit”

4 -
JudeeSillinLondon %

in1972,ontourto
promotehersecond
album,HeartFood

stimulated. It's asking too much of anybody to
suddenly switchround and have another partof
them stimulated by somethingelse.

“ButIlike playinginBritainanyway. People
over here are much nicer. Ithinkmaybe their
taste is more culturally mature. Sometimes
everythingin Americaseems tuned toa much
grosserlevel.”

Judeeisat presentinBritainmakinga few
appearances and promotingheralbum. Also
she’s workingon some songs, but says she’s not
averyprolificwriter.

“Allmysongshavebeen writtenoveralong
period.IwishIcould write faster.I've tried, butIjustcan't. Theydon't
allcome up tomystandards. They sound crummy, soIreject them.
Sometimes it feelsasifsomethingoutside meis writingthe songs.It’sso
thrillingwhenit comes through me. But whenIget my own personal
ideasItrytorejectthem.Ithinkthereare enough people writingon that
level. Iwant to write songs when the inner voice in my heart tells me there
issomething to write about. There are plenty of people writing songs
about ‘youand me, baby'. Solet them. Good. Probably I'm most
influenced by Pythagoras, Bachand Ray Charlesinthat order.”

Is there notaconflictbetween the subject matterofhersongsand the
factthat she has tosell them onacommerciallevel in the form of albums?

“Well, I'mjustconcerned with doingone thing, which iswriting songs.
Butobviously to get your songsheard youmustbe successful. Being
successfulis more orlessasideline.If success was my goal, of course, my
songs would beshit... they'd be worthless. Songs usually are when that is
the foundation for theirinspiration. That'swhatIfind, atleast.

“ButIwouldliketoask peopletobuymyalbum.Iftheycan'tafforditl'd
likethemtoaskthose whocanaffordittobuyit. ThenIwon'thave to open
forrock groups whenIgetback. Mydestinyisinyourhands.” Jamesjohnson e

)
[}

—

“Ifsomebodyisready tohear
rock’n'roll they'rereadytohavea
certainpartoftheirmind orbody

DEE SLL

~brought up in her father’s bar, and
hid under tables to avoid the flghtlm
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Readers’ letters

MM JAN-MAR
LETIT ROCK

Do you ever wonder why, after
somanyyears,agreatmany
people hangontotherock'n'roll
thatwas?Youcan'tdismissusall
asnostalgic Teddy boys orhippy-
hatingrockers.

Togetanideaofwhatitwaslike
whenrock'n'rollwas new, when
Brandoand Deanwereyoung...
thesenseofthelossfelt whenin
suchashorttime the Great Ones
started todie—Chuck Willis,
Buddy Holly, BigBopper, Ritchie
Valens, Eddie Cochran... Chuck
Berryjailed, Jerry Lee Lewis
ruined by avicious press... Presley
afterthearmyastarwhereoncehe
hadbeenalegend... Little Richard
turned toreligion... AlanFreed
banned from USradio... watching
the goldlamé change tomohair...

Forgetall those rock books
written by guyslookingback. Grab
aglimpse throughDon McLean's
eyes; he’sbeenthere.It'sallon
“AmericanPie”-goand find it.
SHAKIN' STEVENS & THE
SUNSETS, Queens Road, Penarth,
Glamorgan (MMFeb12)

With the tremendous success of
therecent ChuckBerryconcertat
Coventry,wearedelightedatthe
prospectof “authentic” rock’n’roll
music makinga seriouscomeback
with today’s contemporaryrock
audiences. Ifthe powersthatbe
onlyhad enoughinsightto
re-release, muchofthislegendary
sound-—withenoughradioairtime
—wouldsoonfinditselfin the
charts. Take, forexample, the half-
dozenrecords Presleycut for Sun
with Scotty Moore and Bill Black,
surely the most excitingsound of
the century. Take Rick Nelson’s
earlywork withtheamazing
guitar pickingofJames Burton.
Listenalso to JohnnyBurnette's
Rock'n'Roll Trioof 1956/7
featuringPaul Burlison's
incredible guitarlicks. Whatabout
CarlPerkins and Buddy Holly’s
originalrockabillysound?
Today's rock generation has
never heard it. One thing's for
sure: whentheydo, they'llrealise
what they've been missing.
MEMFIS BEND (Rock’'n’roll trio),
Cardiff, Glamorgan (MMMar11)

YER BLUES

Having been unfortunate enough
to watch Top Of The Popstonight,
Iwasdisgusted to see the Chelsea
football team singing their

appallingrecord. Surely the
Chelsea football clubare a profit-
makingorganisationand
thereforeitisridiculous for them
tobeable tosing theirown praises
onthe BBC? Butperhaps the BBC
can'tfindanythingelseapart
from thistriviatoplay?MayI
suggestthe McCartneyrecord?
GERRYHEAL, Victoria Road South,
Southsea, Hants (MMMar11)

SAX APPEAL

What type of saxophone was
played by David Bowie on his
album Hunky Dory?

MICK WARD, Sheffield

ItisaSelmerwhite plasticalto
whichI've possessedsincelfirst
beganto play the saxophone when
Iwas 12 or13yearsofage.Ibegan
mymusical education playing
drawing-roompiano!As plastic
saxes haven'tbeen made foryears,
mineis now extremelyrare.Thad
lessons foratime from Ronnie
Rossbecauselwasintothejazz
thinginthose days. Thealtostill
has the original plastic
mouthpieceandIalwaysuse
plasticreeds.Iboughtupabig
stock of these some yearsagoand
haven'tyetexhaustedthem. They
were calledroc’n'roll reedsand
wereintroducedtomebya
memberofSounds Incorporated.
Theyonlycomeinone thickness
andareashardashell -like
playingthrough apiece of
mahogany! Youcantrysanding
them down, butifyouwantatight,
thick soundlike King Curtis,
they'refine.Idon’tthink youcan
buy theminBritain, but they
mightbeavailable in the States.
DAVID BOWIE (MM April 29)

JAM TOMORROW

Jamming With Edward (Rolling
Stones COC 291001, featuring Nicky
Hopkins, Mick Jagger, Ry Cooder
andothers, received a harsh review
inNME recently. Mick Jagger gives

his own pointofview here:
Here'sanicelittle piece of bullshit
about thishotwaxingwhichwecut
onenightinLondon while waiting
forourguitar players to get out of
bed.Itwas probably forgotten
(whichmayhavebeen forthe
better) untilitwas unearthed from
the familyvaultsbythese two
impressive entrepreneurs—Glyn
Johnsand MarshallChess.
Itwastheywhoconvinced the
artiststhatthishistoricgem of the
giants should be unleashedon the
unsuspecting public. Asit cost
about£1.10 tomake therecord, we
thoughtthatapriceof £1.49 was
appropriate forthe finished
product.Ithinkthatitisabout
whatit's worth. No doubtsome
stores mayeven giveitaway.
Thealbum consistsof the Rolling
Stones’ thythm section plussolos
fromtwo instrumentalists, Nicky
“WoofWoof” Hopkinsand Ry
Cooder, plus the muffled
bathroom mumblings of myself.1
hopeyouspendlongerlisteningto
thisrecord thanwedid makingit.
MICK JAGGER, Rolling Stones
Records,London WC1{(NME Jan29)

TROUBLED WATERS?
TOPAULSIMON:
Asonewhohas
purchasedallyour
works, seen your

concerts and followed your career

withadedication borderingon
abnormality, ithurtsmetowrite
thisletter, Paul, butif yourlatest

LP, PaulSimon, reallydid take two

years to put together, thenI'mone

customer you haven'tkept
satisfied. Iknow you're swimming
in troubled watersince Art's
departure from the seemingly
inseparablepartnership youhad,
butIdon’tthinkyoucanexpectus
toacceptsuch mediocritybecause
ofhisabsence. The phenomenal
success of “Bridge Over Troubled

Water” hasnotbeenforgottenin

yourlatest work, hasit?Inever

thoughtI'dsee the daywhen the
penofPaul Simon gaveup the
search fororiginality, newsubjects
andnewdepth.'monyourside,

Paul, butwhen times getrough

andevening falls so hard, follow

Dylan andlaylow forafew years.

Remember: whenaman gets tied

upto the ground, he gives the work

hissaddestsound. Please don't
become another destroyed genius.

COLINBRINTON, Harwich

(NMEFeb 26)

972

JANUAR{ - WBOH

MEN'S SHORTY BOOTS
ONLY £10 rusT seel
MEN'S HION BOOTS
ONLY (12 PosT FREC

Give
Ireland
back to the
Irish
Wi'r;gs
W o o o o

New
McCartney
single

BANNED EVERYWHERE

Moar 9 uncenenred version
ot your
iocet record shop

PRINCE of WALES

BEANARD DELFONT & LESUIE GRADE present o
FOR A LIMITED SEASON ONLY? = .

STEPHANE
GRAPPELLI

v and great
. company

DUVANEWTON 0

OPENSTHURS APRI6 19 =, 5 2s”

BOX OFFICE NOW OPEN ~Tel /01- 930 8681

HISTORY OF ROCK 1972 | 41



Why rock
is on the
breadfine

ELP . new
album —
exclu§we!

IGGY POP, HAWKWIND,
LED ZEPPELIN, ROLLING
STONES AND MORE

“ldeasmainly come
fromthetitle™
RogerDean’s
illustration
fortheinner
gatefold of Close
ToTheEdgeby Yes
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"The music
- has never
influenced me”

MM APRIL29 ntro ucing...

Rodcer Nean et

VULl U LUl Tud Aliv VJdiviv.

most times by the strangelittle jagged

monsters that work their way outofhis
prehistoric fantasies. Over thelast three years
Dean has become one of the most sought-
after album sleeve designers, workingon
albums thatrange from Osibisaand Yes to
Motown Chartbusters. His work iseven being
sought after by some London art galleries.

Deanlivesinalarge workshop flat nearSouth

Kensington tube station ina small community
ofartists, including his brother, whodesigns
furniture,and adressmaker. Through theflat, »

YOU CANTELL aRoger Dean cover




GETTY, REX

pastthediningroomwhichactsasa
dressmakingworkroom and youenter
intoafantasy world thathas beencreated
by Dean foralbumsleeves. Aworld that
iseverybitascompellingas
thestandard ofthe musiche
is packaging. Little books of
drawings donewhenhe was
studying furniture design at
CanterburyArt Schooland
the Royal College OfArtin
Londonsitonshelvesin the
room, withhisbed builtup
above the floorona
platform. Openthemup,
andtheideasthat nowsiton
covers areinside.

Until three years ago, Roger was working
exclusively onfurniture design with his brother
Martin. They were commissioned towork on
the furniture forthe upstairsat Ronnie Scott’s
clubinLondon, bumped into the manager of
The Gunand Rogerasked to design the cover
fortheirfirstalbum.

Thatcovernowlooks abitlikeaverybad copy
ofaRoger Deancover. Butat the time it carried
alotofinfluenceincover designing. Itmoved
away from the standard picture-and-graphics
cover thathad beenpopularforadecade. Dean
managed tocapture, probably more sothan the
music, the fantasy world of rock.

November 26,1972:

CarlPalmer withELP
atthe Hammersmith
Odeon,WestLondon

-
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“With illustrations
you can have
any fantasy.

Graphics are used

for the quick idea”

s E

1972;{left)one ofhis

Osibisacoverswithan

elephantoriginating
fromanearlyadfor
VirginRecords

Dean-aquiet,
unassuming, almost shy
person nursingabroken
wristat the moment—
wondered why we should
want to interview him. But
hedoessee theimportance
ofagoodsleeve, and believes
thatitcanhelpbands who
arestruggling tosellrecords.
Retailers, he says, like touse
sleevesinwindowdisplays.And the betterthe
sleeve, the more chanceithas.

“Some peopledon’'tseemtorealise the
importance ofasleeve,” says Roger. “l have
no ideahow useful the Osibisasleeves were
for them, but they must have made some
impressiononpeople.”

The flyingelephant on the Osibisacovers,
flyingthrough afantasy world, about to make
contact withagrislylizard, wasoriginallyan
idea for Virgin Records. It was used for one of
theirearly adverts, but when Virgin droppedit
infavourofthe double-sided girl, Dean
resurrected theanimal from his sketchbooks.

MM APRIL22

The music that is going tobe inside his
covers doesnotmeanalot to Dean; he
doesn'tlisten to the soundsand thendesign
theillustration to fit. With Osibisa, though,
he wasdrawn into their music by David
Howells, A&Rmanat MCA. He went along
togigswiththemandbecameacquainted
with their music.

“Ithink, tobe honest,” said Dean, “the
music hasneverinfluenced me. ButIdolike
tohave the musicaround.I think Osibisa
wasa classicexample of someone making
meawareofthe band.Idon't find music
inspirationalatall. Jldeas mainly come from
thetitleorsomethingelse.

“Withillustrations youcan sayanything,
you canhave any fantasy. Graphics are used
forthe quick ideas; it’sa joke, it'sanidea.
Ithinkalotof the stuff, like the Osibisa idea,
has togive someonea fairyland, instead of
justAfrica—anAfricathatisasmuch
fairylandasanythingelse.”

Aswellascovers, Deanhas designed logos
forrecord companiesincluding the Harvest
logo forEMIand the grotesque flyonthe
centre of Flyrecords. The Harvestlogo perhaps
captures Deanathis inventive best—although
the graphics, which are nothis, are not so good
as thelogoitself.

Deanisexpensive now, charging three-figure
sums. And he thinks that perhapshe, too,
should getapercentage of the album. He feels
thatwith certainalbums, hiscovershavehada
lot to dowith getting them off the ground. And
sohebelievesaroyaltywouldbe fairer. But that
brings in problems: Fragilesold more thanany
other Yesalbum in Britain—andisstill doingso
—butitwasdefinitely not due to his cover.So
where would record companies draw theline
andsayroyalty for this and not that? Roger
doesn’treally know.

Healso owns the copyright tohis designs,
and makes sure he getshis original artwork
back from record companies—whichis not
alwayseasy. Therearelabelshe especiallylikes
to work for, who allow him time to get acover
done without hustling him over timetables.
Keepholdof Dean covers, forif specialistsare
right,heand other designers are producing
sought-after collector’s pieces. Mark Plummer

—
“Businessisn’t

dropping off”

MERSON, LAKE & PALMERwill play aspecial concertat London’s Crystal
Palace Bowl on June 17, part of a European tour. The group finish their current
American tour on April 23, and then take two weeks’ holiday. Their European

tour will start on June 5 andinclude concerts in Paris, Rome, Zurich, Copenhagenand

are on with Bruce, West & Laing.”

Berlin. They then return for another tour of America.

Carl Palmer told the MM on Monday from Detroit: “Our tour is doing very well,
although we are playing quite a few small-town venues this time, so more fans in
remote areas getachance to hear the band. We sold out in New York, so businessisn’t
dropping off. We've been doing some gigs with Dr John supporting and next week we

Carl promised that the group had “afew ideas” for their presentation at Crystal
Palace, but wouldn't divulge the details. He is also planning a solo album on which he
will feature hisnew drum Moog and invite guest stars. Carl would like to invite such
‘ giants as Buddy Rich and Oscar Peterson to take part.



Neil Younginhis
1972film Journey
Through The Past

“We'll definitely be
electricin January”

JUNE 10 Back in good health, Neil Young plans his return.

EIL YOUNGIS planning amajor
NBritish tour - and now thatheisin

good physical condition after a
spinal operation, he will be playing electric
guitar. On his last British concert, at
London’s Royal Festival Hall in 1970, Neil
confined himself to acoustic work because
it was less strenuous.

“I've wanted to do a proper tour with
electric and now my back’s OK we cango
ahead.” Neil told MM editor Ray Colemanin
Hollywood last week: “So we'll definitely be
electricinJanuaryinEngland.I've had back
trouble fortwo years, so I'venotbeen able
tostrain myself andit’sbeen frustrating.

It should be anew dimension for me next
time in England.”

Neil said he wouldbe accompanied on the
tour by the musicians who were featured on
the Harvestalbum. “I'dlike to do afree
concertin Hyde Park - that really appeals to
me. But we'llbe coming atthe wrong time of
the year.ltwillbe freezing in England in
January and| can’t play with gloveson!”

He added that the idea of doingaHyde
Park show was still not being dismissed. Neil
and hismanager David Geffenstressed that
the British tour - aweek playing the major
cities-would be planned with low prices for
seats. “We feel strongly that audiences
should notberobbed,” said Geffen. “Neil’s
fansdeserve areally good deal and that's
what they'll get.” The British visit willbe part
of Neil's first major European tour.

Re-equipped free of charge

MM MAY 13

following the theftof their equipment last week, have been completely re-equipped

H AWKWIND WILLNOT splitafter all. The group, who were threatened with extinction

free of charge by AKG and Vox. All existing gigs will be honoured, and an additional
two appearances have been fixed for the group supporting The Doors in their two

concertsat Birmingham Town Hall on Friday.

Theirequipmentand avan, worth £10,000, was stolen from Russell Road in Palmers Green,
London. A£500reward is offered forinformationleading tothe recovery ofthe gear. It will be

awkwind stay

together

impossible to dispose of inits
present form becauseitis elaborately
paintedandstencilled with the
group’sname. Hawkwind's singer
Bob Calvert was released from
hospital this weekand he willbe
rejoining theband onall future gigs.

Sunk on a
technicality

MM MAY 13

aweek agolooked certain tobecome law,
was dealt aseemingdeath blowin the
House of CommonslastFriday night—only
hours after the governmenthad announced
the appointmentofacommittee to adviseit
on pop festivals.
Thebill, promoted by Tory MP Jerry Wiggin,
was sunk onatechnicality. Several Labour

'|'HE NIGHTASSEMBLIES Bill, which only

MPs, includingJohn Golding, Leslie Hucksfield

and Gerald Kaufman, succeeded in “talking it
out” —discussing the bill's various clauses at
suchlengththatitranout ofits allotted
Parliamentarytime.

Time permitting, thebillcould be
reintroduced on two further Fridays—but the
consensus of opinionis that the bill is dead.
Itsdefeatisthe culmination of weeks of work
by peopleinside and outside Parliament—
notably theLabour MP forAccrington,
Arthur Davidson.

Thenew committee, which willreport tothe
Secretary forthe Environment, willbe headed

by 26-year-old Dennis Stevenson, chairmanof

agovernment workingpartyontherole of
voluntaryorganisation and youth, which
recently producedapaperseverely criticising
theaimsofthe Night Assemblies Bill.
MrStevenson, directorofa marketresearch
company, told the MM onMonday: “As1
understand it, the committee’s first objective

will be todraw up acode of practice for festivals.

Secondly, as festivalscontinue, we willbe there

togive adviceto people-localauthorities,
promoters, residents’ associations and soon.
“IT'hopethat, asaresult, someofthesteam
willbetaken out of the situation. The silent
majority, whoare quite justifiably worried,
willbegintoseethat festivalscanberun
properly.lalso hope that promoters will start
disciplining themselves more effectively.”
MrStevenson added thathe hoped the
committee wouldberepresentative ofall
the factions interested in festivals —local
authorities, the Red Cross, Release and “even
some promoters. The keynote willbe people
whoareinterested in the nutsand bolts of
festivals,and whoaresympathetictothem.”
He was present at the Wesley Festivallast
year, and described it as “agood example of
the problems involved, and of the mistakes
thatcanbemade”.
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ouhg Germans have ceased to
be bound by Anglo-American pop

guitarist with Can, that the band sounded
like the Velvet Underground. “Yes,” he
retorted, “butafterall they’rereally not
Americanbut a European group.”
It'saninteresting, if debatable, viewpoint.
Karoli wasattemptingto explainnotsomuch
thatAmerican bands have neverlooked to
Europe forinspiration, but that Europeanrock
groupsarenolongeripsofactoinfluenced by
whatisgoingdowninthe UKand US. He'sright,
as British audiences will see for themselves
whenCanarrive inthis country, tobe followed
atsome future date by Amon DUdlII.
It'snocoincidence thatboth thesebandsare
German. Ofallthe Continental countries trying
tocreate theirownrock situation, Germany is
the one thatseemsmost fertileand
experimentallyinclined.It'san exaggeration to
say that Germanmusicians have formed their
ownscene, independent of outside influences,
butatleastahandful oftheirbandsare pursuing
paths thataremoreadventurous thanthe
majority of theirAnglo-American counterparts
andvirtuallyallthe other Europeans.
It'simportant that theybe encouraged, that
theyhave the successinthe Britishand
American markets which theysodesperately
want. Ata time whenBritishrockisso
insistentlyharkeningback to the past, these
are possible pointers for the future. Thisisno
attempt, however, to foster the ideaofa mass
rock’n'rollmovement; just to indicate that
there’s good music across the Channel whichis
notreceiving muchrecognitionin thiscountry,
even though the Germanrecord marketis
considered to be the fourthlargestin the world.
Itshould be stressed that the main percentage

SOMEONE ONCETOLD Michael Karoli,

ofGermanbandsare essentiallyimitative of
Anglo-American pop.It'snotanabsolute ruleof
thumb, but these second-raters tend to adopt
Englishnames, like Birth Control, Lucifer’s
Friend and Epitaph. Inamoreobscure, Freudian
sense, there'salso a predilection forhorrific,
somewhat stomach-churningalbumsleeves.
Thecoverforan LP by Lucifer’sFriend, for
example, shows twosinister-lookingmen, onea
Napoleonicdwarf, standinginapoolofblood
andsurrounded by severed hands and fingers.

Themusicofthesebandsisderivative of
Anglo-American popinthatit’susually
dominated heavily by guitarand soundsasif
the musiciansarejust going through that period
from 1965 to 1966, when there was a transition
frombluesand R&Bstyles tohard rock.

Theanalogies canevenbe extended tothe
degree that these groups generally singin
English, mainly with appalling
misunderstandingoftheidiom. The most
popularoftheseis Frumpy, whowonapollnot
longagoinaGermanmagazine, butthe most
accomplished thatI'veheardis Improved
Sound Limited, whoare so confident of their
mastery of the Englishlanguage thatthey go
sofarastoprintall thelyricsoftheir double
album. Theresults vary.

Thisis the chorusof “DoctorBob Dylan” (alot
ofthelyrics echo Dylan’swork and include
some of his phrases): “Last June, at Princeton's
commencement/ Dylan'sgotadoctor'sdegree/
Down in afilthy Bronx basement/ Perished the
last US flea”. Curious, you have to admit.

alanguage foreign to theirownis due
partly to adesire to be instantly accessible
tloAnglo-American
audiences. Many of
these bandseven

U NDOUBTEDLY, THE DECISION to singin

andRalfHiitter of .~

FlorianSchneider(left) ‘f
RYTLAr

Kraftwerk: " “some truly

strangemoments” 2

A survey of the German scene.

“It doesn’t matter where the music goes,”
Karl-Heinz Stockhatisen explains.*‘What’s
important is that it goes in new directions.”

include English or American musicians, like
thelead vocalist, for instance, in Twenty Sixty
SixAnd Then, aLiverpudlian named Geff
Harrison. As with so many others, he went to
Germany with an English band and finally
stayed on.

There'sanotherreason, too, however.
Afterthelast war, the Germans became so
demoralised and disillusioned with theirown
culture thatthey turned to America,
particularly, for theirideasin popularart. This
rejection has been so complete that it's not until
recentyears thattheyhaveregained some
initiative.Jazz musicians have nowtaken
independentdirections, andinanotherarea
young Germansanxious to express theirown
conceptshave ceased to be bound by the
framework of Anglo-Americanpop. Theysee
the rocktagasa convenient way of packaging
theirownideasto get them over tothe masses.

Thisis particularly true of the musicians
with politicalmotivations, like Ton Steine
Scherbenwithits utterly left outlook, Thre
Kinder, and the Marxist Floh De Cologne. Their
emphasisonlyricsratherthanmusic,and their
subject matteris frequently a diatribe against
the capitalist system. This isnotably the case of
Floh (English translation “Flea”), whohave
released analbum with the translated title of
Conveyor Belt Baby's Beat Show.

These polit-rock bands, though they
represent food for thought, are not particularly
ratedin their own country.Infact, Winifred
Trenkler, aleading Germanrock critic wholives
in Cologne, described Ton Steine as “completely
leftand unintellectual.” The main torch
carriers forintelligent Germanrock musicare
anucleusofgroupsheaded byCanand Amon
DudlIl These include Embryo, Kraftwerk,
GuruGuruand Tangerine Dream. Between
themtheydefine thebestof Germanrock.



T'SWHENONE talks in terms of “rock” that

itbecomes difficult describing their music.

Thelabel has tobe used loosely. Although
they’re avid followers of Anglo-Americana,
the majority of “thinking” musiciansdon'’t
convince me that they have a properrock
feeling. They don’t swingin the slightest, and
they don’t possess an understanding of the
dynamics of rock’n’roll. At the risk of being
accused of xenophobia, I'd put this down to
the proverbial Teutonic stiffness and self-
consciousness al havingto express
themselvesin alight, easy way.

Inaway, thisis agood thing for theirmusic.
Atleastwhatemerges isnatural, and what is
naturalrevealsitselfasa preoccupation with
uncompromisingrhythms, withdrum
patternsthatare asrigid as piston strokes and
justasinexorable;and, moreover, with sound
perse. Although most Germanrock groupslack
the financial supportto equip themselves with
the VCS3sand Moogs thatbandshereacceptas
almostobligatory, they show a fascination with
electronics, and use sound effectsnotas
embellishmentbut for themselves. It’s not too
far-fetched tosuggest that Stockhausenisthe
father figure of Germanrock, especiallyas
IrminSchmidt, keyboards playerwith Can,
and Holger Czukay the bassist, are both former
students of the composer.

Bothmenareintellectualsand perhaps see
therocktagasa meansofpackagingmusic
whichisnearertotheavantgardethantothe
Top 20. Thisisnot the manipulation it sounds.
Stockhausen, talking earlier this yearabout
Can, said thattheirmusic was presentingitself
underthe name of pop orrock topeople who
were expectingsomethingready-made. This
was very positive, he explained, because it
annoyed anaudienceas muchasitpleased
them: “Youonlylisten tosomething when
you're surprised, whenit'snewand changes. It
doesn’tmatter where the music goes. What’s
importantis thatit goesinnewdirections.”

Enough hasbeenwrittenaboutCan'snew
albums on United Artists, Monster Movieand
Tago Mago, but mention should be made of
Czukay's Canaxis5album, which he made with
anotherGerman called Dammers for Music
Factory,a privaterecordcompany ownedbya
freak whomade the original limited pressings
of Monster Movie. The firstside, “HoMaiNhi”,
(“Boat WomanSong”), consists oflaments by
Vietnamese villagers sung (orrather wailed)
overatapeloop of voicesand orchestra. The
latterrepeataline of virtually descending notes
throughout the side, stronglyatfirst, then
receding, but always there in the background.
It’svery formaland eerie.

Onside two, called “Shook Eyes
Ammunition”, aseriesofelectronicbleepsare
suddenly interrupted by the mightycrashingof
agong, whichintroducesa man'svocal, then
various “galactic” sounds precedeachoir
chantingacontinuous passage comprising two
notes. The effectis tranquil, conjuring up
Buddhist monasteries, andsilent, aloof
ceremonies in mymind, although Czukayand
Dammers style themselvesonthesleeve the
Technical Space Composer’s Crew.

Can’s performancesareas unflaggingas
theirrhythms. At Cologne’s Sportshalle in
lateJanuary theydidafree concertinfront of

10,000 people —thecity councilhad given their
blessingin the name of modern Kultur. The
group played foraround fourhoursinall,
including intermissions forjugglers, acrobats
andaguywithasingingsaw. Tohearthem
thunderingawaylike a non-stop express is
somethingofanexperience, buttherepetition
oftheiropen-endedactwas finallyalittle too
much for these English ears at first go. Their
enthusiasm seems towork betterinthe edited
contextofanalbum.

called Embryo’s Rache

(“Revenge”) on United
Artists, who, alongwith
Philips and the avant-garde
label Ohr, release most of
the better-known German
product. They'rerather
jazz-oriented, with a
soprano sax, flute and
organ, but unmistakeably German, with that
heavy, insistent drum rhythm. While they
singin English they’re basically
instrumental, but they’re not averse to
political songs, like “Espagna Si, Franco No”,
with itsline about “evolution is the only way”.
However, the most interesting track is the
last, “Verwandlung”, with its use of Mellotron
and pianoleadinginto Edgar Hofmann’s
violin, which sounds asifhe’sbeenlistening
to Don Harris.

Kraftwerk (“Power Station”),l understand,
havereleased twoalbums, oneofthem, Torne
Float (as Organisation), on RCA, theother,
simplybearing the band’s name, on Philips
(whose English officesay they'veneverheard of
them). The band revolve around Ralf Hiitter on
organandFlorianSchneider-Eslebenon flute,
violinand electric percussion. Though some of
the Philipsalbumreflectsatrivial use of sound,
there are truly strange momentslike the heavily
phaseddrummingon “Ruckzuck”, which fades
inandout ofthespeakers with the cold precision
ofamachine. Infact, they've got the most
“mechanical” energised soundI've everheard
inplaces. Theirname couldn'tbe more apt.

Tangerine Dream, onthe otherhand, a Berlin
group, are farless earthbound. If “space music”
isnot too overworked an expression, that's
them. Sort of Pink Floyd-minus-tunes meets
King Crimson's21st-centuryschizoid man.
They've gottwoalbums out on Ohr, Electronic
Meditationand Alpha Centauri,andI've
recently heardasingle, “Ultima Thule (Parts
Oneand Two)”, whichifIrecollectrightly,isa
phrase fromVirgilmeaning
“Furthest Thule”. Most of the
musical substanceseemstobedone
withaMellotronandanorganbut
it’s pretty effective, evenif Part Two
does bearacertainresemblance to
“Set The Controls”.

GuruGuruare alsoon Ohr (it
means “ear”, incidentally) withan
album called UFO, and they should
becheckedoutbecause of their
drummer, Mani Neumeier, who
playselectric percussion, which
severalotherofthese bandshave.

Leavingaside Amon Diidll], there
areanumberofotherbands and

EM BRYO HAVEAN album

“Many German
groups use sound
effects not as
embellishment but
for themselves”

|\

musicians whoare worth checkingout. There’s
Parsival, who play somethingakin tochamber
rock, andarelight, airyand pastoralin
approach; Georg Deuter, whocombinesa
mixture of electronic sounds, bongos, straight-
forwardguitarandsitar—one trackis called
“Krishna Eating Fish And Chips”, Klaus Weiss, a
prominentdrummerin Germany whohas
recently recorded a super-percussionalbum,
Niagra,withotherdrummers

from the States, England,
Germany and Venezuela;
there’s Eiliff, whohavea
bassistnamed Bill Brown,
andareorgan-dominated
withratherorthodox
arrangements;and then
there’s Et Cetera, Gila, Xhol,
Cluster, Popol Vuh, James
Jackson, Sweet Smoke, Paul
andLimpeFuchs (alive
record cutin Ossiach,
Austria) and Ash Ra Tempel (whoare supposed
to be ferocious).

most assured is Amon DidlI1. If they can

maintain an equilibrium within the band
and continue toremain unaffected by the
various personnel changes, there seems no
reason why they should not become a positive
force on theinternational rock scene.

Interms of awarenessoftherockidiom they're
headand shoulders above the competition.
They'reless “alien”-sounding than Canand
Kraftwerk; they have absorbed the transatlantic
musicalvocabulary. But theirmusic has
remained theirown, despitereferencestothe
Deadand theAirplane on the first twoalbums,
Phallus Deiand Yeti,and Hendrixand the
Floyd on Dance Of The Lenmnings. Theycan
encompass anastonishingly widerange of
sensations, from the far-out space rock of
Lenuningstothe tinglingacid rock of
“Archangels’ Thunderbird” on Yeti, which
made one ofthe best hard-rock singlesever.

Theirnew album, Carnival In Babylon, is their
mostcomposed.It'salmostgentle even, with
rather pastoral-soundingvocals from theirgirl
singer, Renate, newlyreturned tothe group. The
musicisnot as experimental ason the previous
albumsbut there’'smoretexture: nice bass
lines, particularly on “All The Years Round” and
deftstrokes fromthe two guitarists John
Weinzierland ChrisKarrer. With thesetwolies
the future of Amon Diitil. Michael Watts

OFALL THE German bands, however, the
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“Vﬁe Wwere
all pretty
welrd by
thistime”

IGGY POP

— APRIL1—

S MARC BOLANswung his hips for the benefit of Ringo Starr’s

camerawork, did any of the 9,000 upturned faces notice the auburn-

haired American fifth row from the front? From his seatin Wembley’s

Empire Pool, Jim Osterberg, alias Iggy Pop, alias Iggy Stooge, was

checking out an aspect of the English scene as from one phenomenon

to another, and thatsinger he couldn’t believe! “Kinda chipmunky,”
hewastosaylater.Iggyissortof, uh, more extrovert.

Hesings abitbuthelikes toexpress himselfin other ways as well. You know, bash his head
against the stage, pound his teeth with the microphone, draw alittleblood. Anythingcan
happen atanIggy Stooge concert. Everythingdoes.

It was unfortunate thattime he played with the Stooges in St Louis. The time that the mic
stand broke, and he was rhythmically smashingthe jagged edge on the stage, and henever
saw the chickclimbing towards him until he felt the metal slamintoherhead. When he
pulleditout there was—ugh!-all thisblood everywhere. Nastybusiness. Butlike Isay,
funnythings goonwhenhe’sstoogingaround. »

© MICK ROCK 1972, 2016
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July15,1972:billedasasoloshow,
IggyPop and The Stoogesplay
abriefmidnightgigattheScala
cinemainKing'sCross, London.
Inthe audienceare US
leyenalistswhoearlierthat
evenisighadwitnessedDavid
Bowiels AylesburyFriars show
" beforsbeingbussedback to
town hy manager Tony DeFries
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Iggyisliving in England right
now. Hesayshe'llbe makingsome
appearancesnextmonth. All you
Britishmums havebeenwarned.
Anlggy Stooge performance is the
physical, visual culmination of that
longlineofbumpsand grindsthathas
distinguished rock’'n’roll since Presley
putlead pipingdownhis pants.Iggy
hasgone furtherthananyofthem
alongtheroad ofaudience
participation. Afeature ofhisact has
beentojump fromthestageintothe
armsofhis fansandinvitethemto
beathimupalittle. Itsoundslike
the fulfilment of sadomasochistic
fantasies. It probablyis.Iggyjust
saysit'simpromptu. Whatever
happens, happens. Quesera, sera,
rock'n'rollstyle.

Beforelggy'sband disintegrated, the
act would gosomethinglikethis. The
other three Stooges would arrive on
stage, plugin, and proceed to play with
thetotalimmobility that'sassociated
withBillWyman. Farout. Butthen,
whois thisbare-chested kid with the
bugeyesand the flappingarmsandthe
bashed-up two front teeth where the
microphone keeps lashing?See him
floplike anobscenejellybeside the
guitaristbeforespringingout overthe
spotlights onto theheadsofthe
groupies. AndJesus, is thatreally hot
waxhe's pouringover his torso? Ladies
and gentlemen, isIggy Stooge your
kind of meat?

But tellme, Iggy, is everything they
say aboutyoutrue? “Yeaaah, pretty
much. Maybeit getsalittle distorted.
Like, ifIwassittingonsome guy'slap it
comes outthatlwasf-————him, and
ifsomeonegetshurt theysayI'minto
injuring spectators. But that’s cool.

“Letme tell you astory. One time
onstageldid thiswindmill thingwith
awinebottle, bashingitonmy chest
untilitbroke.Ican't tell youhow
beautifulitwas, tosee the glass Re-formedbutnot

shatteringand thelightsreflectingit. ;eformefﬂggy&The.
AndthenIlooked downand there's f:::ft’:;')';:ﬁ;ﬂgze
thischick, who's been tellingme she James Williamson, .

loves me, holdingupherarmandit’s SEatiAshatontlggyBop

covered inblood. She'ssaying, Thate
you.' The cops cordoned the place off. I justabout gotaway.” beat up on them. It was beautiful. You could feel the electricity.” He
Iggy, orJimasherefers tohimselfoffstage, snickers gleefully. He's smiled, slow and impishly. “Alottatimes youstart playing and justgetin
wearinga wide-brimmed black hat overaface coarsened with excessive themood.”
living. He sitsin the London office of hisnew manager, puffing cigarettes Iggyand TheStoogesattained national prominencein the summer of
andspittingoutanecdotes with the smoke. 1970 whenthey played a festival held at the Cincinnati Redlegs Baseball
Peoplehave egged himon, he says. The Stooges once played this open- Stadium. Traffic, Mott The Hoopleand Alice Cooper were also on the bill,
airfestival, and the organisers kept tellinghimnot toincite the kids to butitwasIggywhomade theheadlines. Picturesof himleaping, tongue
bustdown the perimeter fence, else it was going tobe hisass that wason flickinglike... aniguana, and the people handinghim round on their
theline. Naturally, herecalled, by the time he wenton that was just what shoulders, were syndicated throughout the States. He was bound for glory,
heintendedtodo. however spurious. Less thanayearlater The Stooges were all washed up.
“Solmade theselittle gestures, pointing to the wall, and then they tried There werelots of problems within the group. Musical ones. And: “I got
torevolve me offthe revolving stage they had. Butour equipment guys arealman-size habit,and thenIdidn't wanttobe on stage any more ‘cos

ock 12p your daughters, Togs's

S MARC BOLAN busine.
38, But, {lhe 1 &
. funny things oy, same ‘guy's lap h gom
swung his hips hes stoogin FC 0 LT 1 i i N SR el o!'lsno when they played ey i clesn now,
the benefit of rglEy 8 living in Englang 804 If someone gets hur( Basatival heid at the Cln-  didn't g0 10 any clinie, ','; Musicians  wes o B

cinat
g Starr's camers.  mibine i e save hell e they say I'm into injuring g U Redlegs Basebal  took himaelfl off the hock. &t M8Mfown word to G I o nd levprets) i

© MICK ROCK 1972, 2016




IknewIcouldn'tdomybestunder thosecircumstances—Ialwaystryto
domybest for my music. SoIstarted trying to get out of playing, but what
withmanagers and audiences that'smore easilysaid thandone. It gotto
the pointwhereI'd get onstage and then puke. The peopledidn’tcare.
Theirattitude would be, ‘I've seen him do so many far-out things, now
let'ssee him killhimself.’

“I'tried tofail sol'd just fade away, but they wouldn'tlet me. We just kept
getting bigger crowds. SoI quit. ‘Goodbye, world, f——off. I bombed out
forsixmonths.”

Iggyiscleannow. Hedidn'tgotoanyclinic, he took himselfoffthe hook.
Itwas sheer, schizoid hell, herecalls, but he dropped the habit. And for
that, he says, hehaslargely his parents tothank.

Iggygrewupinatrailer park. Hewasacaravan kid. He was brought up
inAnnArbor, Michigan, and at high school there he joined his first
rock'n'roll group, Iggy & Thelguanas, asadrummer. Later, playingin
Detroitwithabluesbandcalled The Prime Movers, he met Mike
Bloomfield, then with Paul Butterfield. Bloomfield liked him, he says, and
gavehimSam Lay’saddress in Chicago, sooffhe went to the Windy City
and bummed off Layfora while, picking up tips on playing. There
followed anumber of one-night stands with
mostofthe black bluesmen there, such as Walter
HortonandJB Hutto. About hisdrumming, Iggy
ain'tmodest. “Wherel came fromIwasa
legend,” he says sincerely.

Henever played more thanone or twonights
with thesebands, butthey got him cut-rate. The
more hehungaround the Chicago bluesmen
the more contempthe got from all the white
guys trying to play the blues. Theyhad no
personal presence, whichwas whathe was
looking for. He wanted to play music that
drippedrightoffhis fingers, like these black
guys. He headed back to Detroit.

Itwasherein '68 that he formed The Stooges
with three friends. These were the two Asheton
brothers—Rononlead guitarand Scott on drums—and Dave Alexander
thebassist. Musicians wasa pretty high-flown word to use in connection
with them. They'd had virtually no previous musical experience. Iggy
had toteach thedrummer the rudiments, and the bassistlearned by
himself.Iggy wanted people who were untutored. All the guys who could
actually play, herecalls, were “stupid and unbeautiful”.

Theywentout on the road as the Psychedelic Stooges, aname vaguely
connected with the Three Stooges, and fora time were involved with the
MC5 (also from Detroit) in John Sinclair's multi-media community,
TransLove Energies. The Stooges did a couple of benefits for the
community concerned, butit wasn't their scene. They never got paidand
Iggydidn’tlike the people who were involved. “I'm waiting forthe day
whenImeet someone who's neverheard of John Sinclair,” he says.

Theninlate '68, the band wassigned by Elektra Records. DannyFields,
possibly the most famousrock’n'roll publicist ofall time, wenttoAnn
Arbor forElektra to look over the MC5.

Atthistime, saysIggy, The Stooges were realbad, not justbad. Fora
start, theyhad hardlyany equipment. Atthe end of their set, however, the
band left the stage with the amps feedingback and Iggy was wandering
around the audience beingIggy. Fields came by, toldhimwhohe was, and
talked aboutsigning them.

Iggythoughtitwasaput-on: “Ibelieved he wasanoffice boy, who just
wanted tomeet me and impress me. Hedidn't look like whatI thought
arecord company executive should looklike. He was dressed like us. In
jeansandajacket.”

He was finally convinced of Fields' serious intent, and notlong
afterwardsElektra’s co-owners, JacHolzmanand Bill Harvey, came to
seetheband. The performance they gave was not exactly smooth. “Iwas
reallysick.Thad atemperature of 101. There were bruisesonmyhead ‘cos
I'dhadakind of afit,and myone earwas gone. It was atthistime thatI
wrote TAm Sick’ and ‘Asthma Attack’. Before I went onIwassitting in this

blanket,shivering, and then whenwe appeared

I keptfallingdown. It was reallymacabre.Iwas in
unbelievable painandthey thought, ‘This guy’s

intoit.” They were sototally freaked they thought
theyshouldsignus.”

The firstoftheirtwo albums for Elektra, which
was simply called The Stooges, was produced by

T!"'." Square in New York.

“When I met
my manager
I was on the
bum with no
plans, no food”

IGGY POP

JohnCale. “We were areally strange band, and Elektrathought they knew
astrange producer,” hesays. “We werestilllivinginAnn ArborandJohn
cameout.Iteallyliked him. Hejustletushave ourheads. Hisjob was to
protect mymad ideas fromoutside influences.” Iggy snickered again.

“Wedid thatalbumin fourdays. We'd never played a note at that time
and theband hadn’t writtenany songs before, sol boughta guitarand
learned these chordsin two weeks. Iwrote the songs in three daysand
then werecorded them. They were allabout 10 minuteslong.”

Thealbum wascutat The Hit Factory, which is above Times Squarein
New York. JerryRagovoy wason the sessions. Iggy remembers him well, if
notwithany fondness.

“Itwas an R&Bstudio, and they thought we were horridlittle creatures.
ThenHolzman hearditandsaid, Tdon'thearanything but three chords’,
solsaid, ‘Ifyou don'tlike it we gotlots more material, let us goin again.' He
setitup forthe dayafter tomorrow. We were at the Chelsea and it was
there we wrote the otherhalfof the songs. ‘Little Doll' Iwrote in the lobby.
Allitisis ‘1969’ changed around.”

Secondtime around, he says, Holzmanliked it, but they haven't
remained the bestoffriends. Iggyisnow finalisinga deal with CBS.
Itdidn't work out too well with Cale, either.Iggy
wound up mixing the tapeshimself.

“John’s got areal genius forarrangements,
like on Marble Index, but thatstuff’stooshiny
forarock’n’roll band. WhenIgotthe tapes they
cameoutsoundinglike Marble Indexagain.In
general, he doesn’thaveafeel for the fluidity
anddynamicsofrock’n’roll-oratleast, asIlike
toplayit. He's gota classical background andit’s
madehimstiff.”

Thesecond album, Fun House, made at
Elektra's studio in Los Angeles, was produced
this time by Don Gallucci, who had recorded
TheKingsmen's “Louie Louie” whenhe was 17.
Elektragavethema practicestudiotorehearse
in.Itdidn't work out that way: “We wereall
pretty weird by thistime, and instead of working we picked up these
instrumentslikeatubaandasaxophoneand marchedaround doing
‘OldJoe Clark’. Werefused todoanythingbutsetup ourinstruments
andrecord. Eventually, the sound we got wassoridiculous thatitwas
physicallyimpossible foranyoneelse tolike us.”

Yes, it was weirdness and more weirdness all the way.

By now Our Hero, hat pulled low overhis forehead, isslumped in his
chairwith his feet stuck on the windowsill. His voice comesoutinaslurry
drawl, like alooser version of James Stewart. Under the shadow of thathat
heseemsnomorethanakid.

YoungJim Osterberg is explainingwhyhe’s Iggy Stooge. He will, he says,
doanythingto gethimselfoff. It’s absolutely necessaryforhimtohave
kicks, tomove hismind, and ifpeople are upset, well, he'ssorry, but right
from the word gohe'sbeen used tooffending them.

People who “orient themselves intoart” arealways tellinghimhe's
soabstract. He's notantisocial, not unlessit’s cops or characters with
no brains. And then, someone willlook into his face and see... beneath
the brim his eyes take on that psychoticlook. Don’tlookat him, kids.It’s
notnice.

Minds arealive, he explains. They see picturesand make up stories. He
sees big picturesand makes bigstories; hisaudience seeslittle pictures
andinventsbigstories. A performance isawhole mixture of these
pictures and dreams. Youshould have the gutstoletthe dream flow.

Iggysayshe'shadalotofluckin hislife, too: “I'vealways been lucky.
I'vewanted everythingin the world. I've wanteditall. 'masdishonestas
the nextguy, y'see.I'mgreedy, crooked and vain, andIlike to profile.
Everybodyhas ashadowandIlike to projectabigone.

“WhenImetmy presentmanagerI wasonthe bumwith noplansand
no food, and allofasuddenImet this dude, said Ttrusthim’and signed
withhim. The nextthingI knowI'mtalkingtothe presidentof Columbia
and he’ssaying ‘yeah’and nowI'min England. That'sawful good fortune
forapoorboy!”

IggyswitchedonTVtheothernight, justintime tocatch Judee Sill
sayingshe preferred to playwithout arock'n’roll band, whoare so
“young, loud and snotty”, or somethinglike that. Iggy haswritten
atuneaboutit,he was socreased. Because, ashesays, that’sthe way it
iswhen you're having fun. He'llbe coming your way soon. Have fun.
Michael Watts ®
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— \MEFEBRUARY 5 —

IKE THEM OR not, you must admit that Hawkwind
are honest. Guitarist Dave Brock is not loath to
admit that most of the band’s musicians are at best
mediocre, while Nik Turner (sax) never ceases to
be amazed by theirsuccess.

Partly, it'sall due to the band beginnings. When
theyfirstcame together, Hawkwind was justa means of having
agood time—“apleasurablesideline”, as Brock puts it. Only when
peopleactually seemed tolike their musicdid they begin to takeit
seriously. And even now the main motive ofthe band is to provide
funboth for the audience and themselves.

“Ithink that’s the only reason why we get across to alot of peaple,”
said Turner. “Theysee that we’re obviously havingagood time,
and they getsomethingoutofthat. In the beginning I never
thought our music would appeal to anybody, simply because
we’ve never pandered to public taste, never compromised and
justplayed exactly what we wanted. By ahappyaccident people
seem tobediggingit.”

Nowtheband are probably moreinvolved in theirmusicand
inassorted projects than everbefore. Upmostin their mindsis
aspaceoperatheyhopetotakeontheroadinlatespring.

Thebrainbehinditallis word man Bob Calvert, who explained,

)

HAWKWIND

peoplemighthaveifthey weresuspended inanimationindeep
space. Whereas ourlast album concerned a journey into space, this
ismoreaboutactuallybeing there.

“Onstageit’llbeatotally theatrical event, with dancers, nt
and anew way of usinglighttechniques which willcoverthe whole
audience. Hopefully we want to get together the best everlight show
ever puton theroad. And it won’t just be complementing the music
butactually partofit. The guy operatingthe lights willbe playing
them, ifyoulike, just astheothers play theirinstruments.”

“Ireallydon’tthink groupsgive enough to their audiences,” said
Brock. “They don’t seem to have much contact. Ifyougo round
dancehallsin the country and see the miserable conditions people
arein, youfeel youshould give them asmuchinaliveshowas you
possibly can. Mostgroupsdon’tdoit. They go through thesame
routine so muchthat theymightaswellbe workingin afactory.”

Hawkwind, of course, have always had special connections with
what’sloosely called the alternative society. Again it stems partly
from the beginnings of the group-as Brock explains: “When the
group formed we were all hustlers and dealers onthescene, and
now westill see thesame people and go to thesame places.”

Butdo the group see themselves as any different from others?

Bob Calvertreplied, “I supposeiftheunderground hasany

> “Itdoesn’thavea plotlikeatraditional operabutisanopera
& neverthelessinthe wayit presents asituation. It concerns dreams

meaningatallwe’re partofit, simplybecause we don’tsee ourselves
as partofthe musicindustry or aligned to the profit motive »
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“Somethinglike
IsaderaDuncan’:
Staciaonstage
withHawkwindin
Denmark,1972
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whichiswhatthatindustryisabout. All
generations have had some sortofrevolutionary
feelingin them, but thisis the first thatisn’t
based onany political deals or programmes.
Consequentlyit’sthe jobof the musician to put
these feelings intomusic that people can
recognise. Gigsseemtogetintoavery
ritualistic, tribal thingwhere people come to
lose their personalidentityand expand their
consciousness collectively.”

Probably the greatestlink the band have with
the underground is through playing numerous
benefit gigs forvarious organisations. Trouble
is, though, as the group become more
successful, more requests for them to play
benefits pourin. Obviously this presents problems.

“Quitehonestly, the benefit scenehas got completely outofhand,” said
Brock. “Because so manybands don'tdo them, peoplerely heavilyon
those that do. Then when you can't manage, all of them people sayyou've
soldout.

“Alsotherearealotofrip-offsatbenefitswhenyoujustcan't tellwhere
themoney hasreally gone. It’s apity, because thereare somanypeople
whoarereallyintonice things butcan't get the bread to do it that we feel
weshouldtryandhelpasbest wecan.”

MELODY MAKER

UPERFICIALLY HAWKWIND MAY be thought of as onelink in
S agrowingchain of space consciousness. Thetitle of theirlast

album, In Search Of Space, is an artfully ambivalentindication
of theideas they reflect. On the one hand is the space out there past
the Van Allen belt, the ethereal space with which one associates their
music. On the other is the search for space on ourownlittle planet.

Therelationship between the twomeaningsis one that Hawkwind is
very muchinvolved in. For while this new age of mechanical space
travel suggestsunlimited horizons, the situation upon Earth promises
the opposite.

Thealternative widely prophesied is betweensevererestraint on
material growth ordestructiononaworldwidescale. The fact that
doomsdayisall tooviable sets the background forthe group's activities.
Theyregard Hawkwind as primarily a mobile communications system
which can function through its music.

Itsounds avagueidea, but thatflexibility is probably its main strength.
Aconcreteideology could be easily attacked. Asitis, the group speaks of
its efforts atcommunicationas helpingto spread the new consciousness,
whichisfairenough since, untilit hasreplaced the old, no one willknow
whatitactuallyis.

Thereisalittle more body behind the group, though, than afewpeace
signs and well-meaning pleas forlove and brotherhood. In Search Of
Space, whichwas theirsecond LP, included a formidable booklet called
The Hawkwind Log Beginningwith acreation myth, this log sketched
phenomena frommany cornersoftime in an effort to show maninsome
kind of perspective.

Itcame uncomf{ortably close to overshadowing therest of the album
package, although the music'sappealincreasessteadily as therthythms
become memorised. Thelog writer was Bob Calvert. Currentlyhe’s in the
country, recovering from a more recent psychologicaladventure—or
moreaccuratelyinthiscase, misadventure.

Hawkwind, being more ofa community thana compactunit, are
able to carryon gigging with their musicallineup down to six—Nik
Turner (altosax, flute, audio generatorand vocals), Dave Brock (vocals,
electric guitar, acousticguitar, audio generator), Lemmy (bass guitar),
Del Dettmar (synthesizer), SimonKing (drums) and Dik Mik (audio
generator).

With Calvertout of
circulation, Turner,
Brock, Lemmyand
manager DougSmith
weretheonly
Hawkwindites to
assemble for
interviewing
purposes. Thelog

-the joke
band that
made it

“We've never
pandered
to public
taste, never
compromised”

andlastalbum cover, I suggested, seems to
containinfluences from Buckminster Fuller
—inparticular the use of phraseslike “Space
ShipEarth”.

No, theysaid, it'smore a question ofmoving
inthesamedirectionat the sametime. Calvert
isnotthe sole reason for theirinvolvementin
space:ithad been thrivingeven beforehe
joined the group.

“Itwaslike thatall the time,” confirmed Doug
Smith. “Itwas justthatsomeonehad tobethe
Captain. Theyhadalways played space music
andspaced-out music.”

Smith devotesagreat deal ofenergy to
describing the group, their musicand their
significance.Since they don'tregard themselvesand theirideasas too
sacred tolaughaboutonceinawhile, listening tohimisn’t the ordeal it
may sound. He has some coherentideas about the inevitability ofasmall
minorityacquiringfinancial poweronbehalfofafarlargersectionofthe
population. Itisthe consequence of Hawkwind's need for betterand
more ambitious equipmentto extend theirmusicalideas, and thereby
theirattemptstospread awareness.

“There'sno political motivation behind it.It’samoral motivation,”
Smithmentioned.

“Politics of freedom,” added Turner, to murmurs ofapproval.

The group hasareputation for possessing “grass roots support”. This
theyhave achieved without allowing the build-up of adividing barrier
between group and audience. The people many musicians would call
“fans” Hawkwind call “friends”. In Doug Smith'’s words, it’s “ajoint
awareness of people together”.

“Theaudienceshave changed now,” amplified Lemmy. “Theydon't say
‘me’. They shout ‘us’. It'sa growth ofacollective consciousness.”

The groupis very concerned to create an environment inwhich to play
toanaudience. Forinstance, theyare workingon aspace opera that will
use mime, dancing, lights, film and chemical smoke.

Theirspace opera hassuffered various setbacks, butis expected tobe
operative by the autumn. Calvert’s notes foritare stimulating, referring
prominently to the visual effects the audience could be subjected to. Its
basic themerevolves around the dreams or fantasies experienced by
seven space explorersinsuspended animation. Andrew Means

MELODY MAKER

TWASATrather hot and sticky trek across country, and the one
I thing that kept the stragglers shufflingwas the narrowing

proximity of music. Over the next hill, round the next bend, the
army of the new age had gathered halfamillion strong.

ThelIsle of Wight wasbeing graced with some of the greatest namesin
rock.Backstage the superstars were standingon each other's feet; front
stage the people were suffering from an overdose ofadoration.

And outside the wire fences some minor-league band from London had
thearrogancetoplayafreeset for people whocouldn’t, orwouldn'’t, or
didn'tchoose to paythe festival fee. It was Hawkwind's first major assault.
Wordspread about this bizarre travelling circus that played outside the
gates orin thesstreet; that blocked up pavements and made noise where
byelaws said noise wasn't meant to be.

It wasajoke. Hawkwind-the people’s band. It would never pay the
rent, and it would neverreach the vast majority ofnormal, well-adjusted
people’s people who naturally wanted theirentertainment dotted
withsequins.

Hawkwind grew. Nothingcould stop them. The myth developed.
There'saHawkwind cult nowthatis almost as vital to their gigsas the
music. Nomatter which partofthe country they playin, theaudienceis
basically the same. Every gigis astage forlocal fantasies. Bottled-up
extroverttendencies explode into fancy dressand painted faces, asif
some messiah had given the sign.

It’sa precarious position foragroup to be in. Hordesof dedicated
teenagersregard themas therevolution personified, and with “Silver
Machine” slicing through the chartsome of them must be ticking offthe
daystothetakeoverwith increasingimpatience. Somuch isimplied by
Hawkwind thatifyouthinkofthemasjustarockbandyouredeceiving
yourself. Theregimented peace signs flashed from the audience imply
more than that, and so does saxand flute player Nik Turner’s preference for
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ambiguous music. Youcansuggest everything, andsaynothing.Ifyoudo
itcarefullyyouachieve more thanyouever wouldif youlaid down dogma.

Thesuccess of “Silver Machine” islike avital chapter outof Animal
Farm.ltmakes Hawkwind analtogether more powerful prospect than
they were twoyearsagoasagroup forIsle of Wight outsiders. Their
expandingreputation and financial assets musthaveboosted the
expectationsoftheir friends and followers. Yet understandably their
singlehasn'taffected the group inthe same way.

Inthe wordsof Doug Smith, the group’s visionary manager, theyregard
itastwo fingersin theairtoamusic business that used to write them off.
Nothingmore.Itdoesn't trigger plans fora coup d'état, because there
never were such plans. The group's more conscientious members—Dave
Brock (guitar), Nik Turner (sax) and Del Dettmar (synthesizer) - insist
that their objectives and activities willremain much the same as before.
Theyaimat thehead. Once peopleare given the incentive they will
undertake their own metamorphoses.

This ability to plant theirmyth in to popularimagination has played
alarge partin theirmaking. Hawkwind is amovement, not just agroup.
Inaquitemundanesense, they have areputation forhavingone ofthe
largestretinues in the music business. Farmore importantis the
empathy theyachieve withmanyreachingin the samedirectionas
themselves. Some eminent people are apparently interested in their
ideas, among them Sir Patrick Moore.

The factthat they are now hot news has madelittle impression upon
theirgigs. At Hastings last week the atmosphere wasmuchasithad been
atsimilar gigs four weeks ago.

Dave Brockmanaged tobreaka couple of guitarstrings and Lemmy
evensucceeded indoingthe same with abassstring. The result was that
they played part of the set out of tune, to the discomfort of Doug Smith.

Buthangaroundat the close ofone of the gigs and watch the way
friendsand followers religiously make their pilgrimage onstageand
howtheysidle pastthe speakers and the roadies and the rubbishright
uptoNik Turner’sside. Turnersitsand peers vacantlyaround the hall,
while thelittle half-circlearound him shuffle uncomfortably into
incredulous conversation.

Probably the onlyaspect that comesoutin their gigs and which
bothersthe bulkoftheiraudiences isspace, butthe othersubjects are
there waiting to be explored. Maybe their teen following comes tohear
heavylift-off music, butit’s impossible toignore the imaginative ideas
ofthe group and of Bob Calvert, once a performingmemberand now
purelyawriteroftheirmaterial.

Iftheir preparations work out and the audience playsits part,
Hawkwind's first majorbill-topping concert—at London’s Rainbow
nextSunday-should reveal how far theirambitions to projectan
environment go. Andrew Means

MELODY MAKER

ORA GIRLbrought up by nuns, to strip off on stage before
Fhundreds of people may seem somewhat anomalous. But

Stacia, who performs with Hawkwind, goes intoheract with no
inhibitions and firmly butgently discounts any suggestion that she
fallsinto the “stripper” category. Not that she scorns strippers. She
would not dispute that “maybe 99 per cent” of such ladies’ acts are
motivated by erotic content. “But some of them are real artists,” she says.

“And they must fulfilaneed,” says Staciawith benign tolerance. She is
certainly not prepared to passany adverse judgementon them.

Staciacategorises heractwith Hawkwind as “freeform dancing”.
“It’ssomethinglikeIsadora Duncan,” says Stacia. And modestly adds,
“Though shewasamillion times better thanlam. Butsheismyidol.”

Staciaregards heroriginal motivationin disrobingasameansof
overcominganinherentshynessandlack of self-confidence. “Iwasalways
consciousabout myheight,” she says. “I'msix foot tall,and whenIwas
younger [she’sstillonly 19] Iwas always stooping todisguise myheight.”

Stacia, who comes from Exeter, had avariety of jobs before she joined
Hawkwind.She workedas abookbinder, inagarage, and inthe record
shop ofa department store in Exeter.

“ButIwasalwaysinterested in dancingandacting,” sherecalls.
“Anotherof my interests was classical music —Delius, Mozart, Verdi,
Wagner, Dvorak. That waswhenIwasabout eight.

“Thenllistened to The Beatles, and jazz starslike Stan Getz, Billie
Hollidayand Dizzy Gillespie. Dancingand acting were my main
interests, butIwasreally toobigand heavy to adopt these asacareer.
Ifirstheard Hawkwind at the Isle of Wight Festival -the one with Jimi
Hendrix. ThenImet themagain whenIwenttoLondon, where they were
rehearsing-atthe MiddleEarth.

“Thentheywent back to the West Countryagain, and they were playing
attheFlamingo, Redruth whenI got up onstage and started dancing. It
was one of those impromptu thingsthat justhappened.Iwasn't wearing
any clothes on thatgig;1had just covered my whole body in paint.

“No, people watchingdid notregard itasasexual thing. Hawkwind don’t
attractthattypeofaudience. Theyreacted tomy dancingasan expression
offreedom. That’s when Istarted to do occasional gigs with Hawkwind. By
then, T had started towear costumes. Before that, it was just paint.”

Staciadoesnot alwaysdisrobe. One gathers thatshe reacts to the music
asthemood takes her. Staciaadmits that other suggestions have been put
to her. “Somebody once approached me to do a pornographic film,” she
says. “Ireacted quite violently—not physically, but verbally. I would never
contemplateanythinglike that.”

And howdo the male members of Hawkwind treat Stacia? “I regard
themasbrothers, and theytreatmelike asister.” Laurie Henshaw e
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“Something

has really
= clicked”

— NMEAPRIL29 —

HEROAR OFthe crowd stillringslongin the ears

of Led Zeppelin. Record success continues to turn’em

on but nothingstands against the motivation of this

four-man crew to get out and make music. Led’s

larynx, Robert Plant, particularly exudes an

enthusiasm for his vocation thatone rarely
encounters among the rock hierarchy.

Why, only the other afternoonl encountered the man himselfand
Zeppelin’s master-at-arms, Richard Cole, conducting arip-offraidon
Kinney Records’ vastlibraryoftapes and albums and the singer
conceded that “musicis serious... butlet’s digit”.

1took the opportunity to talk with him, and like a wide-eyed
kidhavingbeengiven the freedom of Selfridges’ toy department,
Planty carefullystashed hislootinacornerand placed an Arthur
Alexanderalbumon theofficestereo.

“ArthurAlexander... now there’s anameto conjure with,” hesmiled
asthesmooth voiceof the almost forgotten rhythm-and-bluessinger
filled thelarge room and obliterated all nearby conversation.
Accepting awelcomedrink, Plantremoved thefilterfromacigarette
and confessed, “Youknow what? This record sounded muchbetter
thenthanitdoes now.”

Hewas, of course, referringto atimeinthe early’60s when the style
and songs of Mr Alexander and his contemporaries helped,insome
small measure, to blueprint the format of those Britishgroups who
were to completely change the entire course of rock music. »

IAN DICKSON
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“Thespiritwithin
thebandisjust
fantastic":Robert
Plantonstage with
LedZeppelin,1972
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Infact,I have the strangest feeling thatatone time or
anotherayounger Robert Plant possibly offered hisown
interpretations of “Anna” orthe like around the noisy
Brummie club and ballroom circuits.

Plant mayhave gone on to much biggerand better things
since those far-off days, butIfind it refreshingly tohis
creditthathestillhangsonto thatall-importantsense of
urgency thatinitiallymade him getup and sing. Today it
safeguardshimfrom complacencyand stagnation.

“Whenever possibleIreallylike to get out there with
thekids,” he told me, atthe same time taking the trouble
notto give the impression of some kind of condescending
antihero. “Onlyinthat way,” he continued, “canIgetto
knowwhattherecord buyers want. That'showImake up
mymind-from how the publicmakes up its mind. For
me, in fact, the most successful concert is the one when
everyone is up on their feet, smiling, yellingand getting
into the music. Personally, Idon'tlike things tobe too
straight-faced. Theideaof peoplejustsittingdownand
getting turned on without showingany signs ofresponse
—it'sjusttoo melodramatic.”

Like therest of Zeppelin, Plantlaughs at persistent
rumours thateachand everyalbum orconcert is their
farewell, although some of the stories he naturally finds
irritating: “The factis, we don’t flog Zep to death. Justlike
JohnLennononcesaid, 1fyou're on the road toolong it
becomes painful.”

Plant furtherechoes the sentimentsofthe band’s
drummer, JohnBonham, in pointing out that Zeppelin
havesettheirown pace, one which allows them sufficient
freedomand creativity. With discretion theband face the

publiconlywheneither (asarecordingactorasan December7,1972:LedZeppelin-
5 . . (I-r)JohnPaulJones, Jimmy Page,
in-person attraction) they feel theyhave somethingnew John BonhamandRobert Plant.-
and excitingto offer. backstage atthe HardRock

He told me, “Speaking formyself, I've always got Thsafes/Mapchesteri(inat)

S i SandyDenny, the ‘completely
the motivation to work, but like the rest of the band, differentvoice” Plantneededfor

Idon'twantto charge around the country every night. el et Eemmere”
What's the point? We only tourand bringoutanalbum

whenwe want to. Butas most peoplerealise, we're always popping up inthecirclewasallabout,” he pointed out, drawing myattention toone

allover the world todo concerts. Whenever possible we alwaysreturn of the four symbols that went up tomake thealbum’stitle. Alotof the

to those places.” trackson that album came from various moods where we just got together
Plantis proud, and quite rightly so, of Led Zeppelin's past achievements. | andstarted tocontribute tovarious basicideas.”

“We were the firstband to take over and play the Empire Pool, Wembley Undoubtedlya great deal of the success of the fourth albumcanbe

and presentnon-rockside featureslike circus attributed toRobertPlant's maturity as both

acts—although the pigs didn’t quite manage singerand writer. Take intoaccount, for

(1%
to getiton,” hesaid with alaugh, referring to g/ \/ henever instance, “The Battle Of Evermore” and

oneoftheinterludes atthe memorable “Stairway ToHeaven”. He told me, “Inthe case
Wembley bash. g bl I of‘Battle’,Thad beenreadingabook on the
Sincethey firstbecameairborne, Zeppelin pOSSl e Scottish Warsimmediately before. It wasreally

have of course been the subject of acertain . more of aplay-letter thanasong, andafterl
amountofcontroversy, ranging from them really 11ke to wrote thelyricsIrealisedI needed another
beingdescribed as the definitive all-electric completely different voice, as wellas my own,
band, purveyors of cock rock, to the togive thatsongits fullimpact. SoIasked

manifestation of JimmyPage'swon get Out there SandyDennyalongto singon that track.

personal egotrip. “Ifounditverysatisfying tosingwith

Iaskedhimaboutit, butagainPlantdidn'’t With the kid S” someonewhohasanentirely different style
show concern. He wrappeditup effectively: tomyown. WhileIsangabout the eventsof
“Alotofpeople draw their conclusions without the song, Sandyanswered backasifshe was

seeingenoughoftheband.Ifwe
cameover tothemas beingjust
arawbody, well then, it's OK.”

Ofthe fourLed albums-all of
whichimmediately turned gold —it
was their fourth which for the first
time minutely revealed the full
spectrum of their collective talents.

“Musicisverymuchlikea
kaleidoscope,” said Plant. “And I feel
thatparticularalbumwasjustacase
ofusstretching out.Itwas avery
natural development for us.

“Ilike people tolay down the truth.
Nobullshit. That’s what the feather

the pulse of the people onthe
battlements.Sandy was the town
crier—urging the people to throw
downtheirweapons.

“Stairway to Heaven'was the
resultofan eveningwhenJimmy
andlIjustsatdownin frontofthefire.
We came up witha song whichwas
later developedby therestofthe
bandinthestudio.”

MuchofZeppelin'sappealhasbeen
byvirtueoftheirconsummateability
to produce materialhanging on
instantriffs—acharacteristic they
developed to greatlengthson “Black

CAMERAPRESS/HEILEMANN
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Dog”, which, to theannoyance of their plagiarists, includes instrumental
passages whichare almostimpossible to copy.

“They'rereallyattuned toall those time skips,” Plantexplained
withdevilishdelight, “they” being therest of theband. “These things
aren'tintentional, justlittle whims which we'llno doubt expand onthe
nextalbum.

“Whenthey're doingthese kind oftime-skip riffs in the studio, Jimmy,
JohnandBonzo suddenly come up withsomethinglike that passage on
‘Black Dog " play t, fallabout all over the place forabout 10 minutesin fits
oflaughter.Playit again. Burstintolaughter. Then preserveit on tape.It’s
assimpleasthat.”

Sessions for the new albumare underway, and withoutdisclosingany
secrets, Plantdid say that it would include some things ofinterest. Like all
majoracts, Led Zeppelin have suffered from bootlegs and inreturn
attemptshave been made tocut alive albumofficially (thelastbeing
duringarecent tour of Japan), but Plant told me the soundbalance was
justasbad as thebootleg. It was therefore rejected as unsuitable.

He added wryly, “You know, we've recorded ourselves at the Farm on
justan ordinaryRevox, and achieveda farbetter sound.” There mustbe
amoral inthat statement.

Andwiththathewasupandofftograbanotherarmful ofalbums.

Roy Carr
MELODY MAKER

HENOISE CAJUNKED, and beefed outwards, filling each
| cornerof thecircular, space-aged Nassau Coliseum, Long
Island, New York State. Sixteen thousand people didn’t know
whether they were coming or going. Many danced, crazily, while
othersjuststood, stared and smiled.

LedZeppelinhad been off stage four times. Fourtimes they had fled
underthearchwaytothe side ofthe stage, and four times an unnatural
din of screamingand cheeringand unbelievable begginghad brought
themback out.

Now theirset wasapproaching fourhoursinlength-fourincredible
hours of the most wonderful music. Jimmy Page was on his toes, shaking

andtryingtopulloutalastbatch of magicalnotes. He'd
pulled somany thatevening, it seemed inconceivable
thathe could maintain suchapeak. Butsomething
tricked him, and he spun round, ran across to Robert
Plant, bursting, and slammingchords. Plantsmiled,
threwhis head back,and theband rocked so hard you'd
have thought there was no tomorrow.

Itwasoneofthe mostamazingconcertsI'dseen from
anyband, atany time. Nothinghad gone missing; it
hadbeen the completeact. Therehad beenpower,
climaxafterclimax, beauty, funk, rock, boogie, totally
freaked passages, and such constant, snarlingenergy thatonthis
eveningLed Zep could have provided enough human electricity to light
halfof America.

Doesanybodyreally knowhowbigLed Zepare?

Soyou'llgetreports of English bands doing “well” inAmerica, and
the reports willbelong. You'llhear about the Stones, Elton Johnand
the Faces before you hearof Led Zep. Somehow somebody forgot Led
Zeppelin when they were writinghome. And yet for four years Zep have
been slaying America. For fouryears they have met with the dooming
criticismthat they could never do aswellagain,and yet they've come
back, and donebetter. This present tour willmore than likelygodown
as theirbest ever. Theyare playingbetter than they've ever playedin
theirlives.

The peopleknowit. The scenes are just ridiculous. Auditoriumsand
hallsarebeingsold out withoutanyadvertising. Led Zep are delivering
the coupde grace. Unfortunately it'sbeing shadowed by the Stones tour,
and the garbage that The Moody Blues are the topband. But don'tbelieve
it. LedZeppelinare the ace outfit.

Strange how the Zep became unfashionable backhome. Sure, they sell

albums, and theycanfill the
Empire Pool -but where were

allthe trimmings, where was
therealflash, the excitement?
Itwasinthe audience, tobe

REX FEATURES

sure, but forsomereason the
mediatookitallwithapinch
ofsalt. ThatLed Zeppelinare
possibly the biggestbandin
the world never figured. And
that’sasad mistake.

It figures here, mind. Here
Zepare trulyrecognised. Why
doyouthinktheycomeso
often? Money, sure. Butalso
because Zepareabandthat »
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love playingandhere there are noinhibitions. They find theiraudience.
Here they playtheirbest.

“Thescenes have possiblyamazed you,” said John PaulJones. “But
thishasbeenhappening for four years now.I think weall feel abit
annoyed thatnobodyreally knows it backhome. Do theyreally know
whatwe're doing?”

This feelingis common within the band. Why, you might say, should
they worry? They dowell, the audience—whichis themain thing—shows
justhow bigthey are. Why should theybotherabout wee small England
andits fickle ways? Well, they're English, and like most people, theyalso
have egos. They'd justlike England to knowwhat they're doing.

“Ouregoshave beenhurt,” says Rob Plant. “Theyreally have. For some
reason English critics have never told the truth about us. For somereason
they'vebeenouttogetat usabit. Sothingsare clouded over,and nobody
getsto knowwhat'sreallyhappening. There's been so much bullshit
printedit’s justuntrue.

“Weread pageson some band—name not mentioned-sayingjusthow
bigtheyarehere. Youaskthe people here justhowbigtheyare. We know.
Yousee, it makes the English press look ridiculous.”

“It'ssoannoying,” added Jones. “Here weare slavingawayandgetting
consistently incredible reactions, and nobodybackhome cancare
anythingabout us.” He shook his head. “It's justnot right.”

Don'tgettheidea thatZepare just peevedlittle boys, with a chip on
theirshoulders. It’s not the case of them having theirownideasas tohow
bigtheyare. That positioncan be seeninamatter of seconds overhere.
Zepareace-thereareno twowaysaboutit.

“Maybe,” said Plant. “Ifwe were asbigin England aswearehere,
Iwouldn'tbe able towalk down abloody street withoutbeing stopped,”
helaughed. “Don’tknowifI'dlike thatornot.”

hot New York day. Manager Peter Grant
was stood with two house detectives
in a corridor. Hishuge frame dwarfed them
somewhalt. Therehad been some trouble
over the amountofpeople visiting Bonzo
Bonham'’s room, and as per usual, ahotel had
itin forlonghairs.

Thenightbeforehad seentheband play the
firstof twoconcertsat Nassau. Theywere
overjoyedathowithad gone.

“Somethinghasreally happened thistime,”
saidPlant. “Somethinghasreally clicked.

It’s fantastic; the spiritwithin thebandis
just fantastic.”

Plantis acheerycharacter, foreverjiggingand
rockingaround, spreading alaugh ortwo
with the firstcolourful Brummie accent
I'veeverheard. Talkcentred on Wolves,
and therise to fame of Midlands football
teams. Derbyand Wolves could indeed
rule,and it wasaGod almightyshame
thatForest hassunk tosuch depths
asrelegation.

Pagewasquietly goingabouthis
business, and then inafit oflaughter
Bonzoappeared. The grizzlyKing
Drummer.Anhonestlad wholikesto
swingstickslike furyand drinkatabout
thesame pace.

“Youwouldn't believe whatbloody
trouble was goin’ onwithmyroom.”
Itappears that trouble forever surrounds
dearBonzo.

Pretty soontheline oflimousines was
pokingitswayinandoutoftheabsurd
traffictowards LonglIsland. The three cars
were inradio contact with each other,and
thestate ofthe traffic soon decreed that
somebody'shouse could notbe visited.

“Makesurethespareribsare driven
to the Coliseum,” came a message over
theradio.

T HESCENE WAS the Waldorf Astoria Hotel on asickening, heavy,
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“We're getting
incredible
reactions, and

nobody back
home cares”

cones

AN EVENING WITH

SATURDAY, JUNE 17
PORTLAND MEM({S‘IAL COLISEUM
8:00

00 ADVANCE 36 00 DAY OF SHAW
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Now the Coliseumis astrangebuilding. Itsits seeminglyin
the middle of nowhere, loominglike aspaceresearch centre,
circularand concrete. Why didn't they play Madison Square?

“Because it costs $5,300 tobook that place,” says PeterGrant,
“and that’sjustabsurd. This is agreat place, and thisiswhere
the kidslive. Shame there aren't placeslike this in England.
It's gettingabsurd over there now. There's nowhere to play.
Butwe're goingtobe playingsomewhere inEngland at
Christmas,” he said. “Ithinkit willbe good.Ican’ttellyou
whereitis yet,butI thinkitwill be good.

“YouknowIwanted to put the band on at Waterloo Station?
You know, that massive area before the platforms.I thoughtit
was agreatidea-youknow, we could have Led Zeppelin
specials comingin on the platforms. It was goingto work, but
the station authorities said there wasonelate train that would
getinthe way.Shame, itwould have been great; imagine Led
Zep playing Waterloo Station—a completely covered hall, and
goodacoustics.”

They'vegotanice PAthere.

The Coliseum was beginningtofill, and whenIwalked out
with Planthe was metwith aload ofhand shakers. “Just want
tosay yourethe bestbandintheworld. Youjustare.Ijust want
tosay that,” said onelad. “Taverymuch,” said Plant, and gave
the guyabackstage pass. “You're the best band in the world,”
said another. Andtheyreally meantit.

Martin, one of the famous crew of Led Zep roadies, was
squeezingPlant'slemonsinthe dressingroom. A half-dozen
lemons, mixed with honey and tea to feed the Plant voice. How
itkeptgoing thatnightwasamazing.

Bonzowasjustcarryinghissticks, and the clotheshe'd
arrived in. “I got stopped backstage somewhere, you know,
and they wouldn’tbelieveIwas
withtheband. Theysaid, ‘Where's
yourstage clothes?’ Isaid, ‘Where's
mewhat?”

Thetime wasright, and theband madeits
way outoftheroom,andstoodinalargehall
backstage. The excitement just round the
corner was thickas 16,000 people made ready.
Therewas that hum, that frightening hum.

Anelectrical tone wasstarted. It sounded
like the rising drone ofa bomber. It got louder,
louder, tillit filled the whole place, and the
bandwalkedonto thestage. The place
collapsed and the band, without hesitation,
kicked intorock. Page stabbed outariffand

Plantyelledandsquealed,and glory,
allhell brokeloose.

Page is the complete guitarist. He
captures everyemotion thatsears through
hishead, and channelsit throughhis
arms. Whetheritbeachord,ariffora
gagglingneckful ofnotes, he is perfect.
Andwhen technical ability mightjust
swamp feeling, Page findsadirty
dischord, andletsitcut uglyand messy
through the tapestry. It sort of jerks your
bodyandthrows you,and thenhefindsa
truelineagain, and weavesoninastraight,
sharpdirection. Theirmusichasindeed
gotbetter. Thereappears tobe a deal more
open-ended excitement about the unit.

Pageisinfine fettle, swayingonhis
heels,and thenshakinghis mass of hair
into abluroftangles, which are picked up
bythe manyspotsand turned gold, and
thenwhite.Plantgetsallverysexual,and
mouthsheaves andsighs, and frenzied
gutteringdown themic. And thenhe
forces thatscreaming voicerightout,
Page ends theriff, Bonzo fallssilent,
Jonesstops, and onlyPlant’s crazy voice
insultsthesilence.




Three acoustic numbers give people time to breath, lie backand
relax. John PaulJones exhibiteda new electricmandolin thatgave
a good colourful feel to songs written on Welsh hillsides.

Thentheyalluppedandleft dearBonzo.

Heremained, and delivered the most wreckingdrumsoloyou'd ever
imagine. Hebeat the thing so hard, with sticks and hands, that I thought
his arms were going to fall off, ormaybe the kit would shatter. His object
was toreach grumbling thunder, and thathe did, a sortofcrazystampede
ofdrums, andsharp, slashed cymbals. It wenton over 15minutesand he
wouldn’tstop.

Bonzowould cool italldown to just one motion-he wasleaving out
whatwasalreadyboppingin everyone'sheads. Everyone knew what
Bonzowas playing, buthe wasn't playingit—ifyoucansee whatImean.
And thenhestruckback, and with no nervesatall just smacked
everythingtillithurt,and hurt. The tempo doubled, and doubled again,
andhisanguished face and black hair was wet throughand streaked
withburningskinand sweat.

Hisfinal crescendowas justnottrue.Istood and shookmyheadin
disbeliefas he panned everything insight. Toiland troubles, it just
hubbled and crumpeted outina monstrous form. PeterGrant was
shakinghis head too, and Jim Page, who had snuck back onto the side
ofthestage, wasalsostaring withadmiration at Bonzo. It explodedin
onemassoffireand flesh,and Page jumped intoview again,and played
withhisbuddy.

The Coliseum justcouldn’tunderstandit. They gotup and for five
solid minutesapplauded Bonzo. It washeart-warming; it almost
made youwanttocry, such wasthe emotionabout, suchwasthe
pleasure, and enjoyment of applauding something that had been
soincredible.

“Someone once asked me whattechnicalitiesIapplied tomyplaying,”
Bonzohadsaid tome. “Isaid, ‘Technicalities, what the hellare you going
onabout?'Isaid, ‘Thisis my technicality, and raised myhandintheair,
andletitfall. Head todrum, that’s what itis, head todrum.

‘I'mnot trying tobe anysuperstar.Ijust do my bitasone quarter of
Led Zeppelin. WhenIhaveasoloIdon't everimagine drummersaround
watchingme.Idon'ttryand impress people.Idon’ttryand performthe
mostamazingchangesin tempo, ormake people watch me. Ijust
couldn’tdo that-it would take away the essence of Jimmy’s guitar, and

May27,1972: Zepplay
the Oude RAlexhibition
hallin Amsterdam
beforeheadingoffon
theireighthtour of
NorthAmerica

Robert’svoice. JohnPaul and myselflay downathick backdrop,
that'swhatwedo.”

The place wasina fever nowofsheeradulation. It couldn’tstop,and
itdidn't. Thebandstonkedinto ‘Whole Lotta Love”, with Pagey
experimentingwith the bizarrevia thereverbunit. He stood there, on
his own, slashing and playingloud. The chords were heldinthe amps,
and thenshotoutwith echo, justashehitanother. Thenhetookacello
bow,andscraped and banged itacrossthestrings.

Now we're backstage, and the band run off, but Bonzo's saying they've
gottodoanother, and the screamingisreally painfulon the ear from
outside. JohnPaulJones takesthe stage onhis own, and sitsatanorgan.
Fromthat he delivers amedleyof songs, some old, some new, some
forgotten, andthenintospine-chillingreligious chords. Itsoundedlike
the Phantom organist, rushing forth with colossal organ chords, and
then Jonesbroke into “Amazing Grace”.

Soonallthe band were back on stage and Page laid aboogie out,and
Plant growled “Boogie Mama”, and what aboogie it was. It was like some
stoked-up trainbeltingoninto the night—Bonzobeing the pistons, Page
the driver,itgouged intoeverybody’s head.

Things were coming fastand furious. Next thing you know they're into
“Peggy Sue” and arock’n'roll medley. And America goes wild, and dances.

Sonowwe’reintothelimousineagainand Plantisshakinghishead.
“They'd neverbelieve how good itishere backhome. They'd just never
believe what happened tonight.”

Theway theyhad beenapplauded. The way the whole place had begged
everylastthingoutoftheband. The way theband had given everything
theyhad, andstill wanted to give more. Canyoubelieve how bigtheyare?

“TheysayJethroTullarebrilliant on stage,” said Jones. “Well, he does
the same bloody thingevery night, the same gags, everything, thesame.
Eachofourgigsis treated differently; we don’t have anyset, religious
rehearsed thing. And what you've seen tonight hasbeen happening for
yearshere.”

Ithas been amemorable evening. The memory of Plant there twisting
and turning, and screwing himselfup onstage. Singingboogie, and
singingrock, andsingingballad,and singinghisheartand head out. Of
Pagebeingthe guitarist, of Bonzoand hisdrums, and of John Paul Jones
onthe most pungentbass, and organavecadifference. And theaudience
lovingeverysecond of it like noaudienceI've everseen. RoyHollingworth @
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“Wealwayshad
commercial potential”:
MarcBolan andhis
congas-tappingsideman
inT.Rex, Mickey Finn

=~ MAY 6 —

OWISIT youand Ringo are
so sympathetictoone
another?Idon’t know. You
always getillusions about
people in the business, who
you thinkyou'll get on with,
but you never do-atleast, Inever do. One gets
agreat barrier, in fact, with everyone one
thinks oneis similar to. It’s always the people
Ileastexpect toget close to that Iend up
friends with. It happens. It’s not contrived.

Isitthat you're probably expecting too much?
Probably.I'd reallylike tomeet Edwin Cobblers
‘cos he’s such agroove and hewrites reallylike
me, and you get there and there’s this cat going,
“Hey, man,” and all that. Itjust doesn't work.
You botttSitthere going (whistles slowlyand
stares aroundtheroom). Oryou're Irightened
toplay songs 'cos he’s gonna stare or somethin’.
Alottathatgoeson.

Are youconsciousof thefactthere’s asuper-
eliteamongpop musiciansatacertainlevel,
asortofexclusiveclub?Idon’tthink thereis.

Don’tyou? Not the ex-Beatles, the Stones?
No.NoonethatI knowknows anyone.

I'mjustthinkingonthelines that when you
wereinLAJagger cametoseeyou.Yeah.

Andwhen youwerein New York there was
Lennon. Do you get theimpression that »

MICHAEL PUTLAND/RETNA/PHOTOSHOT
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morning.
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Jl
Bolan andRingoStarr
promotingthe
ex-Beatle’s highest-
chartingUKsingle,
“Back OffBoogaloo”,
inMarch1972

these people check you out, vet you for
membership, sotospeak? Thisistotal
journalesenow, isn'tit? That'snot the truth.
Thetruthis, there are sofew people, um, visible
thatone canlearn from automatically, so one
canonlygototheonesthatoneknows...
WhenIsawLennonwejustgotonfine. He's not
aclose friend of mine orany thing, but we just
immediatelyhad anice thing,andI'dmakea
pointalways in New Yorkofringinghim. But
JohnLennondoesn'trepresent tome whatyou
said, anymore thanIrepresentasuperstar.l
likehischords.AndhehasalotIcanlearn from.

Butthree years ago, whenyouwere
Tyrannosaurus Rex, thelikelihood of you
meeting onsuchabasis, was negligible. Oh,
Iwouldn'thaveapproached him.And he
probablywouldn’t have known whoIwas.

He does now because hereadsaboutme
orsomething. And obviously thereisa
competitionartistically. Before, people of that
calibre didn'thave that many people toworry
aboutwhen they putarecord out. Now they
have to consider T. Rexand possibly... Idon't
know, whoelse?... There must be someoneelse.

IfJohn Lennon, or Bob Dylan, or the Rolling
Stones, bring outanewrecord, is one of your
firstreactions tosizeup thestrengthofthe
new competition?Sure, Ilisten toall those
things. Whenthey'renewItend tolisten to
themall, as everyone does, butl don’t think of
itasinspiration. The first Lennonalbum, the
sound ofit, influenced me incredibly —the
drumsound. Verymuch.I heard hisnewone
andIenjoyeditverymuch, but there’snothing
ontherethat would
influence me.Theard
“Tumbling Dice” the
otherday for the first
time, andI'mnotsure,
personally speaking, that
they couldn’thave put
outanothertrackasa
single. “Tumbling Dice”
doesn’tstrike measbeing

MARG Bt oy
the strongest thing. But T.R E x
theystillboogie sowell.

Iwasveryexcited forthemto hearthatthatenergyis still there,
‘cos alottapeoplehave beensayingitisn't.
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Survivorsofthe’60s Britishrock scene? They're fragments, aren’t they?
ButIthink forthem that’s agreat pain—Imightbe completely wrongbut
theyseem veryaware ofthatall the time, that they've beenthere solong,
andalsothat they're notobviouslyas bigastheywere. They'reveryaware,
like Dylan, of notbeing the spearhead of something,and that'sadowner.

Canyoueverbuytheideaof The Who as the greatestrock’n’rollband
going?I wouldn't put The Who inthe same class as the Stones! No way.
That’sKit Lambert'sidea. The only thingwhere the Stoneshave never
compared with The Beatlesis they could never write as good songs,
nowherenear, and that'sstill a problem with them. It's veryhard for them
towrite. They come up with some great songs sometimes, butit's hard for
them. Theydon'tjustknock 'emout.Ittakesagesand agesand ages. It’s
nottheplaying,I don’t think. They're just not that important anymore;
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Ithink they re findingit difficult tolive with, in the context of
16-year-old kids. That's who they were important to, that’s what they
were about and that’s what Mick still wants.

Havingheard theirnew album, it'sapparent they were aware of T. Rex,
Slade and others.I know. The beginningof “Tumbling Dice” is abitlike
“GetItOn”.Infact, theyplayed it to me and watched my reactions. They
watched my face, they watched my feet, they watcheditall, whichis
great.Idothatallthe time.It meansthey're trying. They wanted to find
outwhatI'ddoonhearingit,andIdo that every time someone walks into
aroom;Iwatchwhattheydoallthe time. We have greattalks, Mickand
me, great talks.

Butmaybethey'veleftitalittlelate. I dunno. Not musically, butlike who
istheiraudience? You're paying tosee aphenomenon,andifitain’ta
phenomenonanymore... Youain'tgonnatellme, forinstance, thatone
cansit throughanhourofPaul McCartney andreally vibe peak.

Noonecancometoapeakonit’'cosit’sabummer, man. Youcan'thit
aconcertI'mdoingatthispointin timeandnot getoffonit, ‘cosI'llmake
‘'em!I'mstill fighting. Butafterthree years notworkinglain't gonnago
outthereand doawhole number, cosI'm notgonnaknow. Youcan'tgo
backtoit. There'snowayitcanberedone. Onceit’s gone, once youlose
thattrainofdoingit.

Like, there's 400,000 advance orderson
“Metal Guru”.Imeanit, it’s—phenomenal! But
ifwedidn't putasingle out forayearit would
bedifferent, I guarantee you. It wouldstill be
amonster Number Oneimmediatelyand



everything, but there'd be somethinggone.

Like, the Stones’album costa fortune, man-
and nowKinneyhave gottagettheirmoney
back. Theiradvance was twomillion dollars,
and they were offered much more by RCA. RCA
offered them five million dollars orsomething
like that. They ended up with quite alot, but what
I got wasnotveryshort, which issomethingto think
about, ononehitin America.

We were offered five million dollars, which
is two-and-a-halfmillionquid, by ajive
company, but youcan't. Youcan't play these
games ‘cos itain'tnogood. Like, assoonas you
gotyourmoney, end ofstory.

CBSoffereda fortune, but what doI want with
CBS?That’sthe thing. Ijust didn't wannaknow.
Idon’tlike what they dowith Dylan-all that
about “We're not gonnapromote New Morning
withoutads, reallykilled thatalbum, stone
dead. And puttingout “Wigwam” asasingle
ain'ttoohip.Imean, hangabout!C'mon!

Ifyou'rebigyoucangowithanyoneandsell
records, but youmust think of longevity. You've
gotto thinkoffive years’ time. Istayed with EMI
purelybecause they're geared to working with T. Rex. They've done it for
ayearandahalfandthey're totally equipped, and they paid what I asked,
soitwas cool, andI felt obligated artistically. We got the most they ever
paid foranyone, I think. Itwasworthit. We gotitbackin aday, I think.
Thatwhole period wassoluckyforme.

Isithereand thinkI've sold 18 millionrecords inayearand twomonths.
TworecordsIdidn'twantouthave both been enormouswith no
promotionfrommeatall; “Debora” doesn’teven get played much. “Metal
Guru” iscomingout and it’llbe a monster. You know, whenIsawthat
movie [ofthe Wembleyconcert] itwas weird, ‘cosIfelt exactly like what
you'dwritten, butthat wasn'tme.Iwaslookingat this thingup there.
That’s todo with me not going out anymore. To have everysingle person
lookat youand pointis veryweird, veryodd, and it gets so more and more.

Icanreally sympathise with Ringo. Electric fences and dogs, and all
that.I'mbeginningto really understand that, whichis cool, butyou
mustn'tletthekidssee thatside, ‘cos they don’t understand. Tothem
you'renotreal. Melody Maker comesout every Thursday, theysee the
picture,and what do they know?I'msomethingthatlives inatelevision.

Theonlysaving thingis thatI'mslightlylike what I'm supposed tobe
like. Canyouimagine notbeinglikeit, beinga manufactured product,
and every time youwentout people said, “Oooooh!” (givesaknowing
look).Like,AlanLadd was three foot talland was always eight foot in
people’s minds. Atleast] wave at people and poke me tongue out. For
whateverreason, it’s historynow. Itjustis, and we can’tchangeit, even
ifwewantedto.

right

said,

Do youever feel aneed to justify whatyou’vedone?Ifeel I'm
justification enough. ThatIexist is enough, forme. Any more thanthat,
itgetsverydebatable.

Whyshould yoube more successfulin Britain at this point than, say,
Slade or Black Sabbath, successful astheyare? Um, because we've
caughtthe public'simaginationattheright time. Weareaband that
started outasanLP group, basically,and whoalwayshad commercial
potential. Iwas always considered to be slightlyliterary, slightly mystical
ifyouwant, whichIam noless—I'm much more perceptive, in fact, than
Ieverwas.Becausel don'tchoose totalkinlong stanzas and poetic,
flowery prose doesn’'t mean one'sany thelessa poet; but I proved my
rootsby doingthat.

And then we were always considered the sortofband that wasnever
reallyasbigasit should'vebeenrightatthe beginning.Imean, wehad
aweek of being verybigright when we firststarted, butitbeganoverthree
yearsto wane. All1did, I think, wasfulfilalotof people’s ideas abouthow
maybe we should go by doing exactly whatI wanted to do.

It's the old story of putting guitar, bass and drumsbehind everything.
Notlike with Dylan, though-I've heard people say that—but 'cos we
grewintoit. Butwithout soundingarrogant, I've written some very good
songs.I'magood songwriter. Therearebetter, but there'salot worse,
man,Iwannatell you.

“I pu‘; rﬁyself
on view in the

and people

T. REX

Ithinkeveryone who'sa good songwriter
haspeaks of writing special songs. It'snever
continuous, ever. We all write less special
songs. Whatisexciting, andwhatmakesone

stay with anartist, isa pretty consistent
standard.Iwouldn't putabad songonanalbum.
I'm notsurel write bad songs, actually; Idon’t think
Ieverhave. ButI've writtenalot betterthanothers, by
myown evaluation.

It’s not youthat’s changed; it’s the publicand
theenvironment? Everything. Yeah.Isteered
myselfinan environment where it would
change, didn'tI?Iputmyselfonview in the
right placesand peoplesaid, “Hey!” There was
abubble. And then someone comesalongand
says, “Record that,” because pieces of plasticget
itoutto peoplewhocan'tbethere,andthenthe
machinestarts. Oritdoesn’t, dependswhere you
are.Itcanbe putoutand nothinghappens. But
95percentis ‘cosit’s bad promotioninthat case.

places
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y Whywould yousay The Beatles madeitatthat
particular pointin time? Why did the chicken

cross theroad? Yousee? Toget to the otherside. That's reallyit, man. They
didwhattheydid cos theyloved it when theystarted. They wereallin
skiffle groups. Butsuddenly, yourealise you've got to getajob, and thenit
becomes somethingelse. Onceyougettothisstageit's... hard, man. There
ain'tnotwowaysaboutit. Andifyou'regonnalame out you'lllameout.
Everymomentisachoice. The pressure of the whole thingis phenomenal.

Like, that thinggoes out thatI'msupposedtobeat Lincoln-nothingto
dowith me,outofmyhands!ButIdon’'tknowhowmany thousands of
peopleare goingtohearabout that, and youdon'tknowwhatreasons
they're going tosay forwhy theythoughtThadn't turned up. The might
say, “Oh, that Marc Bolan asked for too much money,” or “He pulled out,”
andit’s nothingtodowith me!I've never even heard ofit, right? But that’s
goingon,and nowI'llhave tothinkaboutitand howtodeal withit. And
there's millions of those. It affects anycareer. Obviously has to.

I'veworked eight years forwhatI've gotnow, butin the endI1don’tknow
whatit’s worth, howI'm gonna come outofthe whole thing, and what sort
ofshapeI'mgonnabein.Ijustknow that those thingsareagainst the
naturalwayleverdid anything, and thereasonI've beensuccessfulisI've
never screwed anyone.

The gods arestrange. They take itaway, baby, so fast. With no disrespect
to the Probys, forexample, there’s many people youcan think of that were
verybigatone time. And yethe disappeared. Why? The reasons behind it
arenot whattheyseem tobe.It'salaw ofbalance. Someone pointsa finger
atyouandsays, “You've gotit.” Thenyou get what youwanted, but
whatcha gonna dowithit? Every day, man, somany people scrapinghits
outofyou,andyou're there chopping 'em off.

Do you think the critics are goingto embrace youlike theydid Lennon
and McCartney?I honestly don’tcare. Like, take the poetry book
(Warlock Of Love). That goes out and it’s not reviewed in one paper, and it
was verysuccessful forapoetrybook. Now that makes the guyat The
Times, orone ofthose things, obsolete, man, as faras I'm concerned.

It’slike Grand Funkin America. That gotripped off rotten, butonecan't
deny their success. How one adjusts to that is somethingelse. Had we not
had the groundwork ofthree years ofmakingfriends on the papers,
having people be slightly sympathetic towards me and knowingthatI'm
notacreep, itmight'vebeendifferent, 'cos whenithappened everyone
knewwhat'd gone down.It'd beensince '65, man. But you'llnotice with
the Wembleyreviews not one of 'em actually reviewed the concert. They
just said whatwentdown, which is the way it should be.

Critics... Youknow, someone asked me today what “Metal Guru” isall
about. AndIsaidIdon’tknow. He said, “What’sametalguru?” andIsaid,
“Well, likeajeepster, actually.” Sohesaid, “What’sajeepster?” I said it’s
likeridinga white swan, and he went, ‘Oh.' He wrote itall down. Yousee,
it'sjust enough thatitis.Icansitdownforhoursandtell 'emallaboutit,
give peoplelike thatguyanswers they wannahear, butit’sawaste of
breath. Forme, it's not abstract. “Metal Guru”, inthe context of that song,
isaboutgodhead, I suppose. “Metal Guru, is it you?/ Sitting in your armour-
platedchair’. The otherlineis: “You'reall alonewithout atelephone”. »
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Imean, Godisn'tgonnahaveatelephone.ldon'twanttelephones, sohe guitarand playitwell; that'senough ofa message. Thereare many tracks

ain'tgonnawantone,ishe? onmyalbumthatare, shalllsay, autobiographical. “Ballrooms Of Mars”,
It'sveryhard, because one never knows outwardly howpeoplelook at that’sonetrack.

things.Imean,Iwasn'tthe “electricwarrior”. Electricwarrioris athing

outofastorylwrote,anlce Age warrior. I didn't feel itnecessarytoexplain | Doyoueverlisten to Slade, Black Sabbath, the Faces, and yourother

to people that fact because at some point thatstorywillcome out. Imean, contemporaries? Sure, I checkeveryone out.Ilisten toeverything.
what's “Tumbling Dice” allabout? Y'know, ifa guitarsound oralottabass Iknow Sladeain'tabouttobe competition. Have you heard the new
drumdoesn’tturnyouon, thereisn't much pointinlisteninganyway. If McCartney?He'slost, man, he'slost. He'snoidea what he'sgonnado.
someone doesn'tlike what you do, it’s really tough; they shouldn’tlisten. Ringollove, becausehe'sfineand he'llneverlet me down.Ionlysee
Orjustbecause one is successful that doesn't mean they should George occasionally. I don'tknow much abouthim. We're notoverly
necessarily feelinclined to dissect what youdo. Donald Peers was very attractedtoeachother, buthe seemsquiteanice cat. LennonIgetonfine

successfulinhistime, I believe, butthat doesn't
meanI'vegot togooutandbuyallhisrecords
andstartdissecting. Nodowneron him!

with,buthe’ssad, justsad. There'sagreat
sadnessabouthim.

“Have you

Doyouget theimpression thatthe Facesand

Do you-likeLennon,say-use musicas
ameans of puttingacross some form of
message? | have done onthe newalbum. Every
songisamessage, butit’sveryhardformeto
describe... And, personally, Lennon's thing for
mewasslightly too political. Rock'n'roll is
basicallyanup,andIlike music tothink to,
obviously,andIdon'tlisten tojustanything,

Rod Stewartbacked offfrom competingwith

he a;r d the ne ‘/ ‘/ you?I'mnot aware ofthematall, actually.

Honestly. I'm aware of Rod ‘coshe had abig

|\ /| C Cartne 9 record. I neversaw any competinggoingdown
y ° —andIknow whensomeoneiscompetingwith

me ‘cos Iget worried, yougetafeelingdown

He)S 1OSt) I l |an) here, ofexcitement.I knowIneverconsidered

thatwithhim, butwe mightcompete forthe

media. Whoeveris behind him was trying
hard.Rememberthat phrase? “We don’twanna
putsingles out, weonly wannamake albums.”
Thatseemstobethe overall approach. And
thensuddenly they makesinglesagainayearlaterwhentheyaren't
asbig.Ilikeall the Faces verymuchas people, butI never... Rod’s
albumsare better, obviously, much better than theirs. I've felt that
much more inAmerica.

butIfounditslightly depressingasanalbum.
Itwouldslightlylimit the timesI would play the
record. Rock'n'rollis enoughifyoupickupa

he’s lost”

. x)

Tell me, whatis yourreal strengthin America? Very new, but very
big. We've got agoldsingle now for “Get It On”, and that albumis
gold thisweek. “Telegram Sam” came in at 61 the firstweek. It did
250,000 the first three days. Yousee, whatwe haven'tdone, and1
hope the peoplerespect it, is we made noattempt to hypeit.Imean,
there are somany groups—andIwon't mention the names—that
Iread so muchabout and are supposed to be big there. That single
got toNumber Eightinthe singles charts after sixmonths,and the
album’sbeeninthe charts, I think, 40 weeks.

Whatclincheditin the States for you? The tour, really, butall the
good promotion aswell. Iwanted to find out whathad gone down
and the people just weren'taware of what was happening. I went
round all theradiostationsand said, “Howcome?” Theyhadn't
reallyheard “Get It On” there, but slowly it justhappened. We never
hypedanyone there, either, you see. Butevery concert we played
was totally sold out. Thatlast tour was incredible. We did 100,000 in
aweekonthealbumafterthattour.

Theaudiences were much less primed there, yousee. We'd never
beenontelevision. They didn’t really know what we lookedlike.

It's growing very fast there for us, because they're veryinto the
commercial thing. They cansee what'shappened here.I think, if
the thing is done correctly, it could be phenomenal there. Tjust
didn’twannasay, “Hey, we're T. Rexmakingitin America,” and all
that—'cosit'sbeendone somanytimesandIdon’'tthinkitmeans
anything. Ifsomeone doesn’thave the intelligence to look at
Billboardand Cashbox and see the placings, well... ButinAmerica
Iletthemseeallthe Number Oneshere, and keep seeing them, till
suddenly they couldn’tdenyit.

Y'know, Ikeepall the music papers everyweek, asI'm sure many
peopledo.I've got papers from '62.1've got agreatroom full of
music papers! ButI only ever goback onanythingmonths, years,
later.Iused toreferback to what guitar someone had inthe old days
—Istill do, actually.It'snormallypictures. I'm veryinto pictures,
and hand movements, all thatsortofjive.Idon’t doitany more,
that’s the sad thing.

WhenThadfive yearsin Tooting or whereveritwas, [ didn'thave
much else to do but droolover Les Pauls. At9.30 every Wednesday
morninglused to goto Tooting Broadway to pick up the music
papersandlused tohaveacoffee. I was very embarrassed about
going places—stillam,actually. ThenIused togoandread 'emonthe

T Rex in concert
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trainhome. It wasbliss, man. Heavenly bliss.
But going to America got me out of the habit.
When “Hot Love” came out we left Britain
whenitwas Number One and came back when
itwas NumberOne. For thefirsttimeIbeganto
realiseitall goes on withoutyou.I thoughtwe'd
goawayandbetotally, instantly, forgotten,
5,000 milesaway. We came backand it was
exactly the same.I'd always felt thathad Inot
read my music papers it would be all different.

How’s yourrelationship nowwithJohnPeel?
Fine.Fine.IseeJohnnolessthanIseeanyone.
Most of the people thatare my closest friends
I'haven'tseenformonths, especially when
they're workingas well.It’shardtoliaise. The
lasttimeIsawJohnwas three monthsago, and
thatwasfun.Isend himalotta postcards.

There’s afeeling that there’s some
estrangementbetween the two of you? My
relationship withJohnwasalwaysstrange.
We're notreally compatible people, although
welove eachother very much. Wehaveabond
whichisunbreakable, basically,as we started
virtually unknowntogetherand bothattained
success from nothing. We always had
differences ofopinion. We're both over-
sensitive towards each other. Imean, just our
tasteinrecords isverydifferent. Thereare
many things. But we've neverlied to each other.
We'vealwaysbeenvery straight.

Yousee, anytimelgetoffatallnowItendto
stayathomeonmyown, justbecauseldon't
want to see peopleingeneral, not necessarily
John. Normally, the timeswhenyoudowantto
see the people they're notaround. OftenI've
rungJohnandhe'sbeenaway. He understands,
ofcourse hedoes. Atthe beginningJohnhelped
meincredibly, and whenyousee something
like this happen...Iwouldn't say he feelsleft out
oranything, butthe thinghas grown much
bigger thananyofus ever thought. Times have
justchanged, youknow. The thingaboutJohnis
thathehasagreat mindandareallygoodhead.
Hewill always surprise everyone, always will.

Haveyouchanged, do youthink? Well, I'mstill

thesamelittleboyIwas.Istillgetoffreading
music papers. Istillgetoffon guitars. There's
this great block, yousee, betweenthe kidsand

“Allthiswillbe classeclas

aphenomenonalongside
theotherphenomenons™:
T.Rextasyinfulleffect

the pop star, which doesn’t exist, man, in
reality.Idon’tthinkI've changed sinceIwas
fouryearsold.Ithinklwashipperwhenlcameout, whenIwasborn, than
whenT'llgoback. Youjust get sadder. Yousee more painand suffering.
Lifeisloving people, screwing people, havingaffairs with people, seeing
old friends, goingback to your old home where you used tolive, going to
school... butyouend up disliking yourselfmost of all, probably.

You're the one that in the end youdon'tlike. Everyone is cool but you.
Your deficiencies bug you: the fact thatyourearsmightbealittlebigand
youwannachop emoff. Asakid yougetintothose things. Chicks—all this
stuffhangs youup, whichisrubbish, but that’s the one thingin theend that
consumes you, andifyou getoverthatoneitbecomesamental thing: the
fact that you're too quick with people, or youdidn't give someoneachance.

Whatdo youthink youwillhaveleftbehind asanartistand musician?
I'minclined to think it will be more than people will give me credit for,
becauseIdon't thinkI'veactuallydone mythingyet. It probably won't

be music. Writing, Iwould think, in 10years’ time. Allthiswillbe classed
asaphenomenon alongside the other phenomenons, asit’s being now.
Ispanalotofspectrums.I'mrightinthe middle ofitall. I've written some
very fine melodies, I think. “Cosmic Dancer” wasa verynice melody. 1 did
astringquartet recordingjust formyself, and it sounded very fine. I was

veryimpressed, much morethan
Iexpected tobe.And thereare
manywordsI'veliked onsongs.1
thinkpeople will always pick pieces.
Theypick the “newspaper taxis” and
allthatstuff. There'salinein “Rip
Off”: “macreature indisguise/ There's
amanwithawhiponhissilver hip!
Livingbetween myeyes”.1think that’sa
veryrelevantline.Iveryoften flash onit.

Youthink, therefore, that peoplewill pick up
onthelyricsand theimagery rather more than
the music? People tend to. Yeah, I tend to.

Iknow thatthe musicbusiness thinks that throughyourock’n’rollis
boogyingagain? Sure, I think so, too. But, y'know, all the music is exactly
the same. Everyone thinks the same thing. Itjust depends how youdoit.
We'reallfleshand blood, supposedly. Atleast, so the rumourhasit.

Chris Welch and Michael Watts o

REX
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Free FROMTHE
ALBUM FREE ATLAST,ISLAND

It'sFree. The style of the lead
guitar and the singer’s voice
givesitaway. s this theirnew
album? From the sound of it
theyarebackintothe Free
kind of music.| would like to
gettoseethem onstage.|
have never actually seen them,
but their musicto meis very
similar. Everything they do is
pretty much the same.

Roxy Music
FROMTHE
ALBUMROXYMUSIC,ISLAND

This sounds like something from
Crimson. That sax player from
Crimson. It'sthe same style. |
don'tfind anythinginthe voice,
but there is something about it,
though. It's a “Jumping Jack
Flash” kind of beat, a Stones/
Crimson sound. Very unusual.

~ Therearealotofinfluencesonit.

7 Thatwas aBeatlesriff from “Day
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his 1ISbooD...”

JUNE 24 Slade yobbo Dave Hill proves an astute critic
of the latest sounds. “| keep tabs on everything,” he says.
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mixed-up band.ldon’tknow who
itisbutit’s very interesting.

BeachBoys

FROMTHE
ALBUMCARLAND THE PASSIONS -
“SOTOUGH", WARNERBROS
The Beach Boys. | love their
music. Surf's Up was theirbest
album.Isthis their newalbum?
It's very typical of the material
fromSurf's Up.It'slikea
continuation of that album.
Virtually everything The Beach
Boysdoisgood. I think they are
more arecording group than

— SINGLEg __
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aliveact. Theirnumbers seem
tome tobe too difficult to
performlive.Theyare one of
the greats, though.

The Who
TRACK

The Who.l keep tabs on

everything, you know.

Thisisthe third timel

have heard this single and

eachtimellikeitmore. To
me The Who never have to
be as good as theirnext
single. They are established.

Creedence Clearwater Revival
FANTASY

Idon'tlike thisatall. The
backing isinadequate.
Creedence?lreally never
thoughtitwas them.ltisn't
the kind of rocking material
you expect from that group.
They have done some
incredible tracksin the past
but thisisaboob. They've
blown it with this one.

Jackie DeShannon
ATLANTIC

It'sagood song.lhaven't
caughtthe voice. It could be
someone | knowreally well.On
the first hearing it sounds
good. Apleasantsongbut|
don'tknowwhoitis.

REVIEW :

Marc Bolan
TRACK
Isitachick?Melanie? It sounds
abitlike Bolan, but there are no

riffs. Thismustbe anoldie

re-released. It soundsdated. It
sounds like something from his
Tyrannosaurus Rex days. It will

be ahit.

JonathanKing
UK

That intro sounds like Betty
Wright's “Clean Up Woman”.
There'sachange of key there.
ltdon'tgonowhere,man.ldon't
hate itbutitdoesn't knockme
out.It's got acommercial touch
aboutit.

Neil Young

REPRISE

Youdon'thave totellme who this
is.lhave always liked Young's
voice.Some of the songs onhis
Goldrush albumwere great. He
writes linesinto hismusic which
arereally commercial.l like this,
but it sounds similar to “Castles
Burning” or whatever it was called
[“Don't Let It Bring You Down™].
My favourite of hisis “Only Love
CanBreak Your Heart”.

Roger Cook

REGAL ZONOPHONE
Anice voice. | know that voice but
Idon'tthink I've ever heard him
singso high. Roger Cook? | like it.
Heis breaking away from the
Blue Mink sound. A nice song. It
willbe interesting tosee what the
outcome willbe.
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;. “Soundslike
Topol!”

JUNE 17 Black Sabbath
man Tony lommi recognises
melody, strings and Rolf Harris.

California Dreamin’ proge

The Mamas & The Papas (after
afewbars).llikeit.llike a lot of
things they do. | like the tune
and treatment.!'ll giveit five.
The Mamas & The Papasis
anice one tostart with.

I’ve Never Found A Girl (To Love Me
Like You Do) pve

I've heard that sound before,
butlcan'tthink whoitis.It's
anice record and would do well
indiscos, and it might just
possibly make the chart.

RubltIncoLumsia

I've noideawho this, either.
Dave Clark? Well, it'salot
different from what he has done
previously. It might be OK for
discos. | don't like the guitar
work; it could have been better.
It doesn’t sound like Dave Clark
atall, butitdoes sound like
something |'ve heard before.

OnFire For You Baby ua

The guitar sounds like George
Harrison. It's pleasant,but don’t
think it willmake the chart. I've
never heard of him.

Tutankhamun coLumsia

Rolf Harris (immediately). It
sounds like atheme for one of
those Bob Hope road movies.

Ibet Tutankhamun never thought
he'd make the chart. But this one
might. It's agood novelty witha
topical flavour, and Rolf has had
previous hits - so this could make
it. Butitdoes sound like a piece

of film music.

10nly Want To Say

FROM JESUS CHRIST SUPERSTAR

Jesus Christ Superstar... It
sounds like that fellow who did

“If | Were A Rich Man”-Topol.
llike the strings; they sound nice.
Butldon't care for the changes
inthe middle part. It's very
dramatie,but | don’t think it quite
comesacross. | thinkit's abit
overdone emotionally. It would
seem tobe more suitable as an
album track than asingle.

Jesahel coLumsia

I've noideawho thisis. It goeson
abit, doesn’tit? There'sanice
acoustic guitar sound but it’s a bit
monotonous. Those changesat
the endare abitcorny. The
Congregation? | preferred their
“Softly Whispering | Love You”.

Swan Lake sar

Take that off! It's spoilt abeautiful
melody. The Cats? Well, they've
gottherightname.

We’re OnOur Way appLE

It’'s very well produced. | like the
instrumental sound. As faras the
record asawhole goes, what is
there to say? | can’t say anything
fantastic aboutit.

Good Time ua

American, isn'tit? Butitreminds
me of anrecordingmade about
five or six years ago - something
fromtherock'n'roll era. It might
dowellin America, butldon't
thinkit will do anything special
over here.lt's quite pleasant, but
they should have done it four or
five years ago. The voice is nice,
but it could have been heard on
something more up to date.

ALBUMS

Roxy Music

Kari-Ann stares, with lustful expectancy, teeth bared and
surrounded by frosted deep-pinklips. Shereclinesona
counterpane of silvery satinin a halternecked pink-and-white
swimsuit, built strictly for the boudoir. There's a pink rose falling
fromone hand. A gold LP nestlesbeside her.

And allthatis just the cover of an extraordinary album, froman
extraordinary group.Roxy Musicis aconcept which not everyone
will latch onto at first,but which is asrichin performance asin
promise, carefully calculated yet simply oodles of fun. The music on
their first album consciously displays echoes of pretty well every
style of popandrock,butit'snotahotch-potch and they're notjusta
British version of ShaNaNa. Despite their general '50s orientation,
theresultisthoroughly contemporary,and they use their awareness
of earlier modes to inform and reinforce their ownunique ideas.

“Re-Make/Re-Model” (the first cut) isa good place to meet
them: over asteady, thuddingbeat, Bryan Ferry declaims his lyric
with the throwaway insolence of aLou Reed. Eno's synthesizer
bubbles and squeaks around him, Phil Manzanera's guitar winds up
through the gears to peakrevs, and Andy Mackay's alto gibbers
andjudders. The shortinstrumental breaks contain echoes of
Duane Eddy, The Beatles, Cecil Taylor, King Curtis and Robert
Moog-tossed outashumorousasides.

Ferry's compositions have an almost visual appeal whichis
beyond everyone elseinrock these days.“2HB”, for instance, is a
homage to Humphrey Bogart (including the famous “Here's lookin’
atya, kid” line), yet uses thoroughly contemporary means - like alto
with echo-repeat, and electric piano loopsreminiscent of Terry
Riley -to build the mood of asmoky Moroccan nightclub. “Sea
Breezes”, too, is startlingly visual -and not just through Eno's VCS3
wave noises. Ferry's wistful melody, embroidered by Mackay on
oboe, conjures all kinds of half-forgotten movie fantasies.

“The Bob (Medley)” is a portrait of the Blitz, with fearsome
synthesizer noises, while “Chance Meeting” has a fascinating fade,
the fuzz guitar screaming over lightly skipping bass. “Would You
Believe” develops into aBelmonts doo-wop groove, withmore
raunchy plastic-reed sax and some great singing-Ferry seems to
have halfa dozen different voices, none of which sound remotely
like anyone else. Best of allis “Ladytron”: it begins as alittle love
song, with flickering castanets, but soon shiftsinto a“Johnny
Remember Me” groove, all echoing hoofbeats and Manzanera's
guitar flying over the top like the horsemen of the Apocalypse.

OK, there'sa debit side too. Pete Sinfield's productionis
generally good, but the overall sound tends sometimes towards
mushiness (“Re-Make” has nothing like the energy of the take they
did for Top Gear), and the inclusion of Mellotron strings on “If
There Is Something” diminishes the song’s impact and invites
totally unnecessary and misleading comparisons with King
Crimson, whom they resemble not one whit. But take it from me:
Roxy Music can bring pictures to your head like no one else, and
they've onlyjustbegun.Hold itright there, Kari-Ann-I'mjust
finishing this martini, and then... Richard Williams, MM June 24
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NME

ROM LISTENING TO the entire four sides of the new
album, it’s evident alot of time and great deal of
personal effort went into achieving the somewhat
complex final mix-down. Howlong, in fact?
KEITH RICHARDS: About three months. The backing
tracks were cut verybasically in the basement of my
house in the South of France using the barest of equipment, so therefore
themixing was done in the opposite manner, using a lot of sophisticated
studio equipment.
AsfarasI'mconcerneditdidn’t seem anymore complexthananyofthe
previous Stonesalbums.Isuppose that’s becauseit’sa doublealbum. The
overall processof recordingand mixing just went on alittle bitlonger.

Was there much overdubbingdone on the original backing tracks?
No, not verymuch. Basically, the instrumental work is pretty well the
live sound that we got whenwerecorded the songs in mybasement.
Exceptforlittle things hereand there, the vocals were the only things
thatwere put on afterwards.

I'venoticed thaton theindividual track credits, various members
ofthegroup constantly switch instruments. Bothyouand Mick

-y

KeithRichards:
“Thetroubleis,
peopleexpect
toomuchfrom

bands likeus”
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Taylor play bass, Jagger adds some guitar and producer Jimmy Miller
sitsinondrums. Howdid all this come about? Well, making this album
wasamuch morerelaxedaffairthan usual. Not beingdone ina proper
studio, itwasa questionof whoever was around just picking up the
appropriate instruments and laying down the tracks. Forinstance, I
mightdothebass part or Mick Taylor might pickitup andplay. Then Bill
Wymanwould turn up three hourslater, but we'dlaid downwhat we
wanted to, soit wasn't worth doingitall overagain. Alot of the tracks were
cutwithjustthreeofthe Stones there.Itwas assimpleas that.

Onsome ofthe tracks you are heavily featured on guitars, bassand
keyboards. Was this intentional so as you would have ashowcase to
display yourversatility? No, notreally. Again, it wasjust amatterofwho
wasavailable torecord at that time, forthe sessions were veryloose. As
youknow, we cut the record at my house, sol wasthereall the timeand
Ijustkeptonblowing. Therefore, on one of the tracks,I've doneall the
guitar parts. Justoverdubbing themoneafteranother.

Unlikemostguitarists you never appear to push yourselfinto solo
prominence on the Stones records. Seemingly, youare content to work
within the context of the group, only comingto the fore to accentuatea
riffor tear offacouple of choruses.
Do you prefer this asopposed to
indulginginlengthyguitar
workouts?Idon't thinkinterms
oflead guitarorrhythmguitar.
TIjust thinkintermsofguitar
players.Imean, onsomeofthe
tracks on this albumwe've got four
orfive guitars goingand they'reall
playingdifferentlicks and counter
figures. We'renotintothattrip of
“you're thelead guitaristandIam
therhythm guitarist”.

NS

tumbling dice
sweet black angel

" THE ROLLING g
STONES @@

Onthevarioustracks youutilise

alotofdiverseguitartunings—do

youencounter any difficulties

whenreproducingthese sounds onstage? Yes, [use alot of

" old...alotofold blues tuningsall the time.I've been into
thatsincel firstused them onthe Beggars Banquetalbum.
Andsince thenI'vebeen usingthese tunings moreand
more. WhenIuse themonstagel find thatitcan prove tobe
quiteahang-up, becauseIhave tousenoless thanfive
different guitars all with different tuningsand I'm always
forgettingwhich oneiswhich. Quite oftenIpickup the
wrong one and have tochange it very quickly for the guitar
with the correct tuning forthe number we're playing. Also
Ihave tocontend with the heat and the atmosphere, which
quite often puts themoutoftune.

Do youlook upon the Rolling Stones as being more of
a“songs” group, instead of a vehicle foreveryone’s
individual virtuosity? Yes, we do concentrate on the songs.
We're intomakingrecordsand we make the best records
that we canand everybody plays what they think will be
thebest thing that fits in with either the sound orthe song.

Apartfrom the handling vocal on “Happy”, have youever
had theinclination tosingon more tracks?1did “Happy”
justbecauseIhappened tohave that together, and it would
have taken another four or five hours for Mick to have
learned it. Mick said, “Well, youdoit ‘cos youknowit.” And
soldidit.Imean,Ididsinglead oncebeforeonthe Let It
Bleedalbum.

There’sanoticeablesimilarity betweenboth yourvocal
styles? That'’s the Dartford accent, yousee.

There are 18 tracks on the new double album. Howmany
songsdid youin factrecordduring the sessionsfor this
release?Virtually everything that we wrote and recorded
isthere.Ithink thatthere were about three orfour tracks



leftover, which we considermore as
demos. Ifwe wanted touse those
particularsongsin the future we
would undoubtedly cut themagain.
Theyaresongsbut wedidn't finish
them offin termsofcomplete
recorded performances.

Theoverallfeelingl gotfromthe
album was thateveryonewas
playing out more and obviously
happy withthe outcome. Was this
mainlyanatural progression?
Aprogressionin that we use the
two hornsand NickyHopkins
permanently in theband.Isuppose the main
difference forusis thatnowadayswedon't
cutarecordasthe five Stones, butasan
eight-piece band.

I noticed thaton mosttracks Mick’s voice was
verywarmand infinitely more authoritative
(Laughs) Yeah... it's probably the whisky.

“IJustWant To See His Face” isn’t the usual
kind of material one might expectfromthe
Stones, in thatit'smoreorless arepetitive
chantsung against a percussion backdrop.
Howdid this track materialise? It was justone
ofthose things that kind ofhappened on asessionand wenton forabout
10 minutes. We justchopped the most interesting part out ofitand threw
awaytherest.

Apartfrom “TumblingDice”, thereare perhaps some moreimmediate
trackson thealbum whichwould have made an obvioussingle. Did you
intentionally choose amore subtle songlike “Tumbling Dice” that has
theeffectofgrowingonyou?lagree, there are some more obvious
singlesonboth thealbums, butthen thatalwayshappens. You'llalways
find those songs thatare very simple and grab youimmediately, then
thereare those that get you afteracouple of weeksand yousuddenly
realise, “Ah, that'ssoand so’snewrecord.”

Do youalwaysfinditadifficult task choosingasingle fromall the
material thatyouhaverecorded? Yeah... 'cos everybody has got their
ownideas about which songisthebestchoice forasingle.Ifeveryonein
theband drew upalistoftheir personal choice from the five songs which
asingleshouldbe picked, they're usually the same five. Soreallyit’s just
aquestionofpullingout what we think is the mostimmediate from four
orfive tracks.

After beingso closelyinvolved with thelengthy overall project—
writing, recordingand mixing-do youencounteranydifficulty with
regard to programmingthetracks for the album? We usuallyjust play
around with the tracksbybunging themonto tapesinadifferentorderto
seehowthey feel. Onthis particularalbum, we ended up puttingall the
acoustic-sounding thingslike “Sweet Virginia”, “Tornand Frayed” and
“Sweet Black Angel” allon oneside because they seemed to fall together.

While onanotherside you'll find the more uptemporock things.

Personally, Ifeel thatonsome of the tracks— mainly the uptempo
rockers—youfaithfully recaptured the same kind of intensityand
urgency thattheband had whenrecording your first two albums. Was
this arrived atsubconsciously?It'sveryhard to say, but knowwhat you
mean. Everything was veryloose whenwerecordedit, because asT have
alreadysaid, it was cutin mybasementand notinastudio, soit’savery
basickind ofalbum. It was 120 degrees; everyone sat around sweating
and playingwith theirpantsoff. It wasalmostlike arehearsal.

Youdon'trelease as many recordsasin your formativedays. Do youstill
havethesamekind of motivation to writeand record, or hasitnow
become moreofaneffort? No,Ifind it justaspleasurable as everto get
songs togetherandrecord them. Aslongas the Stonesare diggin' what
theyare doingthen they’llputitout foreveryonetohear.Ithinkassoon

“A lot of the
tracks were
cut with just
three of the

Stones there”

as theystopdiggin’itthey'll collapse.
Everyone digs to play justas theydid
10yearsagoandaslongas we've got
thatkind of spiritwe’ll keep on.

Whatkind of materialcan we expect
tohearonyourforthcoming tour?
Iexpectit'llmostlybe madeupof
stuff from thisnewdouble album,
and probably one or two things

from thelastone, because we've got
BobbyKeys, Jim Price and Nicky
Hopkins with us.

Willyoualso use someoftheback-up
singers who appear onthealbum?No. ButIdid
heararumourthat Martha Reeves might be
kicking offthe firsthalfofthe show and she
didsay thatshe'd singwith us. Though nothing
hasbeen fixed yet, we mightalso have Stevie
Wonderwithusonthe tourbecause he now
frontshis ownband.Iwouldn’'t sweartoit,
because you know how things change, but
itlookslike MarthaandSteviewillgo onthe
road withus.

Whatimmediate plans haveyoutorelease
albums by otherartists onthe Rolling Stones
recordlabel?I've got afewtapes coming from
afewnewbands in England, becausel haven'theard what’s goingonin
England for thelastyear. SoI've got thislittle campaigngoingtoheara
fewnewbands. Quite honestlyI'd reallylike to getsome new bands and
theyall sound so very much alike.I'm hopingthatI'll find atleast one
band whosealbumwe can put outinthe summer. The advantage in
having yourownlabelis thatyoucan put outalbumsby otherartists.
That’s the reason why we putout the Howlin’ Wolfalbum and Jamimning
With Edward!,but basically, welike togetareally strong act togetherand
puttheirrecordsout. However, you've got tomaintain the standard that
youset withyourlabel, it's no good just putting outanything.

As aband, the Rolling Stones through theirown musichave always
acknowledged theirbasicinfluences like Chuck Berryand other Chess
Recordsartists. Do youfeel thatalot of artists fail to admit this and
statejusthow importanttheseartists were? Most of those artists, like
ChuckBerry, BoDiddley, Muddy Waters and Howlin’ Wolf, are still
working. They're stillaround and so if people want to pick up onthem
theycan.

Your American tourisset. So what plans have you got for the Rolling
Stones toappearin England?I'd reallylike to doone of those big festivals
thissummer, ifonly to fuck
up thisbloody Night
AssembliesBill, soas we
couldsee what they'd do
aboutit. Atthe moment, it’s
justamatteroftiming. It
wouldbenicetodoLord
Harlech'sthing, butthe
timingofitmightbeabit
difficultforus becauseat
thattime we would be
rehearsing forthe American
tour.It would involve flying
fromI-don’t-know-where
to the gig, playingand
flyingoutagainalmost
immediately. However,I'm
tryingtotalkeveryoneinto
getting that thing together,
sothat’s a possibility.If
not, perhapswecando
somethingin August after
the American tour. »
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Mick Jaggerat
Nellcéte: “Ithink
Iwasthereforat
leastthreeof the
basictracks”

Youundertake approximately one tour a year. Would youlike todo
more gigs or are there too manyhassles involved nowadays?I'dlike to
domore gigs. Atour of America is soarduous thatit knocks youonyour
heelsfortherestoftheyear... Imean, thisone is goingto take two months
and take up the whole of June and July. At the end of it Ivery much doubtif
anyonewillfeellike undertakinganEnglish tour. They’llall feellike
crashing outforamonth orso. ButI'msure we'd like to get back together
againintheautumnand tour Englandand Europe. That would be nice.
The troubleis that people expect too much from bands like us. Roy Carr

MELODY MAKER

ICKJAGGERIS late, of course. But then does anyone expect
| \ / | him toever arrive at appointments on time? A chick who was
hissecretary once told me, “Ifhe says he’llbe there on
Tuesday at two o'clock, he’ll be there at exactly that time - aweek later.”
Itsagreatmoody. Butin theirheart ofhearts journalists like the game
ofcat and mouse. Evenifthey’re sometimesnot the cat.

But... “Only gotback from New York yesterday and I'm still feelin’
zonked.” Jagger bips like some conquering prince across the expensively
white, fleecy carpet in the capaciousoffice of the managing director of
WEA Records (aliasKinney, alias Warner Brothers). He glancesat the
surroundings, sniffs,and thenflipsopenhis canofbeer.It’snotlost on

himthatseveral years back this same office belonged to Andrew Oldham.

Thebeer, the big bowl of crispsand thelarge plate of brown sandwiches
are provided on the table. For this Tuesday
afternoonhe’srequired to performbeforean
audience of cassette micsand scribbling biros.
“Interviews? Naaah!” herepliesin that comic
cockneyaccent. “I've 'ad sixmonthsof 'emin
LA, ‘aven't1?”

Hesees the photographershapingup.
“Gonna 'ave me pitchertaken, then?” He flicks
hishand through hishairandsits forwardon
theleathersofa. Youcanseehim quite
unconsciously reactinginhis face and body to
thelens. As ever, he'scompulsive viewing. He's
talkingabout the music scene in the States.
“Ah,” hesays, grimacing, “thedifferenceis
there’s no poppy thingthere, it'sallrock.”
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“There’s not
much I listen
to except for
gospel music
maybe”

What about the David Cassidys, [ said. “Naaaaah, there’s only 'im, and
‘edon’tsellrecords.” The tone of disdainisheavy. “I'vebeenlistening to
Humble Pieoverthereand they're great, they're really heavy players. And
[Latinrockgroup alsosigned toKinney|] Malo, that'sagoodband.”

And T.Rex? He hesitates, his mouth screwingup at the corners.

“Idunno... 'E'salright.Idon'twannaberude about the band; Idunno...
italldependswhatstandard you'rejudgingthemby. WhenIsaw 'eminLA
Ithoughtthebestbitwas theacousticnumbers, whenhejustsatthere
withhisguitar. It wasgreat. Buttheband!Y'see, there'snopopinLA, no
teenybop. Youcan getaway with it up toapoint. MarcBolancan getaway
with it, but there'sonly him. If youdon'thave a good rhythm section,
forgetit. Yougottabereasonable, man;to play in frontof 15,000 people,
like there wasatthe Palladium. Inthe old teenybop days youdidn't 'ave to
playverylong. S'matter of fact,Idon'tthinkhedid.”

Hepulled hard onhisbeer, thenresumed: “Idunno, Idon’tlisten to
rock'n'rollmusicnowadays. There's nothingmuch1listen to except for
gospel music maybe. Have you heard of Dorothy Morrison [sic, actually
Norwood]?She's gonna be on the Southern part of our American tour,
doing Albuquerque andsuch. She sends us these great letters, endin’ with
‘the Lord be withyou' and all that. She'sreally sweet.”

He wentoffintoalong explanation ofone of her songs, “The Singing
Slave”, sounding unaccustomedly excited. Then he had another thought.

“JohnMcLaughlin!Ilike 'im. The things McLaughlin doesare
fucking great. God, I rememberhimin the old days.Iused to see him
leaningagainst the pillarsinthe Marquee, stoned out of 'is 'ead.” He
made the appropriate motion, asifhe were
holdingaguitar.

“ButIlike the stuffhe did with Miles Davis,
whichis theotherrockbandIlisten to.”

Byachain process, the conversationarrived at
the name of (violinist) Don Harris. Itseemed he
played onthe newalbum: “He played afew
notes, andIliked it, but the rest of 'emsaid, ‘Oh
no,chno.”

TherewasDrJohn, too, “doingsome great
stuff”. None of that went down, either. But then,
thereappearstobe someideathat there’s not
muchofMickJaggeronthealbumas well. Not
50, he says sharply, hislowerlip juttingoutin
alarmingfashion.



“Iwasthere foralotofthe timein France.IthinkI wasthere foratleast
three ofthebasictracks.”

And what about France? “Ugh, Ididn’t enjoyitatall, fuckingdrag
itwas.”

Hisexpression of disgustis comic. “Everyone elseliked it. But it was too
hot, and the fucking froggies are thieves. Thieves. The onlyplace that’s
nice thereisrightoutin the country, but you've got to get there. Isuppose
itwas OK ‘cos we werereally thrown together. If you think the album’s
good thenitwasn'tawaste of time.”

Thealbum, Exile On Main St, should have been out by now, but they've
putitbacktoMay26.1t'sdowntoAllenKlein, he says. Thatwaswhyhe
was in New York: “He claimed he had two tracks onit. We said we were
gonnapay him, butitwasn'tenough.”

Asettlementhas nowbeenreached. “Let thisbeawarningtoall
up-and-comingEnglish guitar players,” he adds, wagginghis finger.
Insouciant was the right word.

Wetalk about the Stones’ albumssince Satanic Majesties. If this one is
reallyboogying, he says, thelast one was “abit London”. “It should've
been called ‘Too LongIn London’,” he mutters.

ItellhimIthink thealbumshave become successivelybettersince
Beggars Banquet. He shrugs.

“Didyouknow,” hereplied, “that Beggars Banquet and Let It Bleed were
recorded around the same time?

“And that there are always tracks not used ononealbum carried over to
thenext, like ‘Sister Morphine’. ‘Sweet Virginia'and ‘Shine ALight’ on the
newalbum are both from the Sticky Fingers period.” There’s 50 hours as
wellofunreleased material, which he thinks they're goingto put out.

Lookingback, didn’the think Satanic Majestieswasalittle
inconclusively experimental - the Stones’ version of Sgt Pepper? Frankly,
hedidn't.

“Satanic Majesties was the mood of the times. You can’t play or write
outside the mood ofthe times, unless you liveonamountain-and even
inthe South of FranceI wasn't that out of itI couldn’t get the Melody
Maker.Inthose times it was flowers, beads and
starson yer face, that’s what itwas.In fact,I'm
ratherfondofthat album, andI wouldn'tmind
doingsomethinglike thatagain.”

Sobetween him and Richards he was the more
experimentallyinclined?

“Well, inapartnership oneofyouhastobe.I'm
justasmucharock'n'rollerasKeith, but one of
yerhas to be that way else it'd be too much for
peopletotake.”

Iwondered why theyhadn’t both written
outside the songwriting partnership. Naaaah,
thatwasjustanegothing, he snorted.

“Idon'tlike people saying, ‘This oneismine!’
Itdoesn’t matter what anyone fucking says.

“You can’t
play or write
outside the
mood of
the times”

ROLLING STONES

Hemadea face of mockdisgust. “’Ejustgoes in there withariffand
ifnothing 'appenshe goes back the nextday. It's alright for 'im.Thave
towritethe tune!”

There were songs, though, that they wrote independently. Like
“SympathyFor The Devil”? “Yeah.” He nodded disinterestedly. “I wrote
that-butit’s abitofa bore going through who wrote all the songs ‘cos1
haveto think about it.‘SympathyFor The Devil', that was abigdragthat
song.” Because ofits connotations at Altamont? “Not really. It’sall these
youngrock'n'roll singers who come up to yerand say, ‘Are youstillinto
thatdevilshite"”

The naughtyreputationagain-black magic, sexand drugs? Well, he
said, there were onlya few references to drugson thisnewrecord. This
wasaveryundruggyalbum forthe Stones. There wassomethingabout
speed, and oneline about “cough mixture”.

“That'saheavyaspirinsong,” he mumbled, like some Mile End
skinhead. Christ, he's crackingup me and the photographer.IsaidI'dlike
toclearupapoint,and askedhimwhyhe deliberately appeared to mix
down hisvocals.On “Tumbling Dice”, forinstance, the words were often
lost. For the first time he began tolook concerned.

“Ithink they used the wrong mixwith that,” he said slowly to himself.
“I'msuretheydid.Idunno...” Helooked up. “Well, with the fast ones
Ireallylike mevoicetobe partoftheband, butwith the slow onesI
generallylikeitupfrontabit.[thinkitall startedin the Andrew Oldham
days, whenIcouldn'treallysing.” Helaughed. “He mixed itdownso
Iwouldn'tgetbig-headed. It'sa matterof tradition.”

BynowJaggerseemed tohave warmed to theideaofaninterview, so
I put tohim the concept of the Stones, like The Who, being survivorsofthe
early-'60s rock scene in Britain. “Ugh, it's 'orrible,” he exploded, “tobe the
Grand Old Men. Ifall thistalk getsany worseI'll be gettinganotherband.
Idunnowhy, butit’snotnice tobeasked that question. It makes us sound
like survivors froma holocaust.

“Is’poselshouldbe grateful thatIsurvived the SwingingBlueJeansera,
butthatwastheerabeforeus, lalwaysbelieved.Ineverfelt was partofit,
theSwinging BlueJeansand that, doingme Top
20hitseveryevenin’ onstage. Wheneverlusedto
see them play they were justall them, standingin
linetogether, doingtheir hits. 1 think they were
somethingelse. We played inadifferentway.”

There wasthe question, too, about whether
theyappealed to the youngteenage T. Rex
audience. “Aw,Idon’thave to doeverything
twice!” he shot back. “We don’thave to go back
tothose people. Why,” helooked sardonic,
“some of ouraudience are much younger than
Iam. Manyof the kids who dig us in America
are 15yearsold. Christ, inItaly they're nine!
Hereit's students. That's who The Who and
Zeppelingetaswell.

Then yougetinthe positionof wanting
to be known foryourgreatness. Aslong
asyoucanworkwithsomeone...
you've got to 'ave someone to bounce
off. Youcan'tbounceoffyeroldlady
like you canyersongwriter.”
IsaidI'dheardittook themages to
writeanumber. Helooked sideways
atme: “Oooyou 'earing this from,
then? You getting these impressions
fromoutoftheair?” Hegrinned at
hissarcasm. “It’sballs. No, Iwrite
‘undreds everyday. Writing 'emall
thetime,Iam.”
Therewasalsoanimpression,
materialising outofthinair, that
heliked to go inthe studiowith
everythingplanned, oratleast
worked upon. “Ah, well, that'sright,
whereasKeith prefers tobe more
spontaneous. That'souronly
disagreement.” He chewed on the
thought. “No,Iwouldn'tcall it
spontaneousif you've been there
for I10hourson oneriff.”

“Naaaabh, there's nothinghappening ‘ere.
The musicisnegligible, it'sallnothing.
There'salackoforiginality, and that’s whyl
don’tcareabout it.I'm notinterested in going
back tosmall English townsand turningon
the 10-year-olds.I've doneall that.

“We'vealways hadamucholderaudience
than thathereanyway. We played to the
Richmondartschoollot, and they were 18
to21.I've considered ouraudience tobe
students,and that’s whowasthere whenwe
played Manchester, Newcastle and thereston
thatEnglish tourlastyear.”

Whatwouldhedoifhedecided tojackinthe
musical business2?Films?

“Ifljacked thatin,I'djackitallin.I'vebeen
wantingtojackitinforyears. But,I dunno.”
Hehesitated. “I'dlike todosomething
completelydifferent. There's too much
pressure beinginagroup;ifldon’twannado
something, theydoandviceversa.I'dliketo
takeayearoffand study.”

Study? “Yeah.” Back to LSE? “Naaaah.I've got
afewprojects.” Helooked reticent. “Ithinkit’s
alljusttalk,” hesaid finally. Michael Watts o
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== do Elvis next”

"|deally we'l

MM AUG 12

ofthe giant Wembley Rock'n’Roll Show

on Saturday, after 10 hours of music -
while Little Richard blew his prestige with
aflop performance thatdrewboos, jeers
and slowhandclaps.

Said promoter Ron Foulk: “Richard told me
he gave the worst performance ofhislife.
Icouldn’tunderstandit. Forme, BillHaley
was the kingofrock’n'roll.”

Billwas obviously knocked outby his
reception, which wasaccorded arock pioneer
who gavea “musicianly” and unpretentious
performance. Cheers for “Razzle Dazzle” and
“Rock Around The Clock”, with two encores,
were only to be equalled laterby Chuck Berry. |

“Obviously we had alotofproblemsatthe
venue,” said Foulk. “The main one was thatwe
could not offer one-price tickets. There were
several prices. Youcan't push people around,
and thestadiumpeoplerealised thatafter the
firsthalf-hour. We'lldo another concertat the
Oval, Kennington, in September, but whether
it’s arock'n'roll show, 1 don’tknow. Ideally, we'd
like to do Elvis Presley next, butwe haven't done
anythingaboutthatyet.”

Foulk paid tribute to the fansat Wembleyand
said: “They told me there would be alot of
trouble with arock audience, but there wasn't.
Iwasveryhappy about the concert.”

There were about60,000at the stadium to see
ChuckBerry, Little Richard, BillHaleyand Jerry
LeeLewis plusothers. Said Foulk: “Afilmwas
made ofthe show, butI've noidea whenitwill
be shownyet.”

The Ovalconcertwillbe onSeptember 16 and
the following day another concertwillbe held
atNottingham's Trent Bridge cricket ground.
“Weplanto putonthesameconcertatboth
grounds,” Foulk told the MM. “Itwillbea
similarbill to the concertat the Ovallast year
withtherockacts.” Lastyear The Whoand
Faces headlined thebillat the Ovaland raised
cash forBangladeshrefugees.

GHUCK BERRY WAS the undisputed star

i.t
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September 6,1972:

singer, Partridge
Family star and multi-
instrumentalistDavid
CassidyinLondon

successful. Before thathe had aneye muscle
that was malfunctioning. Another traumatic
experience was the divorce of his parents,
Jack Cassidy and Evelyn Ward, who splitup
when David was seven. His father has since
remarried, and Cassidy’s stepmother is
actress Shirley Jones -who playsthe part of
his mother in the Partridge Family series.

Atthe age of 18 David Cassidy decided to
splitand go toFloridato playinaband.He
never went, however, as mother Evelyn had
been offered apartinaplay entitled And So
ToBedand David auditioned for the show and
gotasmall bit part.

His first “big break” was with a Broadway
production Fig Leaves Are Falling, whichwas
amammoth flop but which indirectly led to his
landing the part in The Partridge Family. Asin
the best fairy stories, he was then “spotted”,
went to Hollywood, and subsequently landed
some TV acting. Youmay have seen David
Cassidy on British TV
before the Partridge
Family TV series-hehas
appeared in Bonanza,
Ironside and The FBI.

When he firstheard
about the part of Keith
Partridge, apparently he
didn'tliketheidea.He
told hisagenthe didn't
wanttodoitandonly
changed hismind when
he found out there might
be an opportunity in the
show for himto play

(14 ® | guitar and eventually
e neares m 0 make records. Wes Farrell only auditioned him
forasinging partinthe show out of “kindness”

® ° ) L) rather thananything else.He never expected
Cassidy tobe able tosing. For his audition
the ng Of r OCk nro Cassidy sang Chicagoand Crosby Stills &
Nash material.
Although Cassidy's official age is given as 22,
NME SEPT 30 rumour (hasty and wicked, perhaps) has it that

heisinfact24. NME’s Pamela Holman, who
interviewed him earlier this year, asked: “Are

HERE ARE AN astonishingtwomillion, | article one youngladyby the name of Jill was youreally 22?” Answer from Cassidy: “Yes.”
Tworldwide,fully paid-up members of quotedasreporting Cassidy “agoodfuck”. EveryactorinaTV series has astand-inwho
the David Cassidy fan club.In Britain, Cassidy'srecord producer, Wes Farrell, works on the setfor him. Cassidy'sisa girl -
although the clubhasbeeninexistenceamere | compareshimtoElvis- 23-year-old Jan Freeman.
10weeks, there are already 10,200. Withmore | “He'sthenearestthing . . Evidently Cassidyisnotthe
than athousandrequeststojoinperweek,it's tothe King ofrock’n'roll.” For hls Partr,dge least embarrassed about
abigbusiness. Andprofessionally Farrell : " aving afemale stand-in.
One British teeny magazine which was the has never beenregarded Fam,,y aUdItlon Musically his tastes
first publication torealise the enormity of asanidiot. [ vary: “| like jazz,blues and
Cassidy'sappeal ayearagostarted torun Accordingto available G&SSldy Sang rock,” he says. The singer
a“David Cassidy Writes For You” column.In informationthe first H he mostadmiresis Paul
the pastyear the magazine in question has instrument Cassidy took crOSby! Stllls & McCartney. Spare time s
more than doubled its circulation. While all up was violin, later 1 rare, so his love or sex life,
credit cannot be takenfor just the column, discarding itinfavour of NaSh and chlcago whichisreportedly so
an obvious part has beenplayed in upping guitar and clarinet. His active, has little time to gain
circulation figures. “favourite” instrument, however, is listed as momentum. There was asteady girlfriend but
Even the hip Rolling Stone carried afeature piano-until he took up drums, thatis. It's all sheisnomore - “There wasn'tthe time to
onthe “boy wonder”, finding areportedly very confusing,but evidently he's able to play develop agoodrelationship,” he says.
tarnishedimage of Cassidy and publishing an allthese instruments. And asfor hobbies or sports (other than
E almost full-frontal nude picture. He since One of the most traumatic experiences of birds, thatis) we do know that in his time
8 admitstoregretathavinghadittaken.Inthe his childhood was an eye operation, which was Cassidy has taken up everything from dancing

and tennis to karate. And
anote for astrology fans:

@"*@Vm CassldnsS loside —mmmman] v

facts and tigures on

-Qz America’s idal of th
LG AEDISTYRDEEINR YD o o0rn—asinan
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“The easiest job
've ever had"

MM JULY 29

three million Americanslike him

enough to put his new single at the
top of the UScharts. A year ago he was
making toilet seats for Jumbo jets. But
now he’svery famous, and ratherrich.

He’sBill Withers—abitofa
phenomenon. A34-year-old “under-
educated, unread” manwho playsa pretty
cheapguitar, and talks alot. Rumour has it
thatBuddahRecords chief Neil Bogart gave
Withers a gold-plated toilet seat tomark
selling alot of records for thelittlecompany.
Billdoesn’treally care; hejust wants tosing.
“It’sthe easiestjob I've everhad in mylife.
Man, itbecomes a good world when you get
paid for enjoyin’ yourself.”

When [stumbled into Bill he was being
plagued by thenasties. He was swearing, and
cursing, and givingheavy tongueto a poor
callow youth. The youth wasa young, hip
agentwho'd booked aload
ofdates forBill, and
thereforereckoned he
wasBill's mate.

“Heylook, sonny, you

M AGGIE BELLLIKES him, and nearly

Septembers,1972:

BillWithers,who
servedeightyearsin
theUSNavybefore
quittingin1965,
posesforaportrait
inLos Angeles

“Pm anewcomer,
sure, but ’'m an

anythingquiteas good asthat?” Itwas
indeed aremarkable album. Withers treats
rhythmandblueslike he’d invented it. There
was onetrack, Nilsson’s “Everybody’s Talkin",
Iremember, and that was justimperial.
When Witherscameoutofthe Navy a few
years agohedecidedhewanted tobeasinger.
Hemoved to theHollywood district, and got
ajobatanaircraftfactory. Hesaved enough
money to get arecordinglicence, and picking
musicians from names ontheback ofalbum
sleeves, hemade ademotape, andtook it
around.A while passed, and the demo was
heard. Thenashort
meeting tookplaceina
company office. Withers
was told: “This gentleman
hereis Booker T; you're

knowwhereyouhad me = oingtomakeanalbum
playin’on M()),(r))daynighl? OId, wise man. %vithghim.”
You know where you ] L1] Booker (ofthe MG’s) told
damned well hadyme I ve seen crap Withers he’d better write
playin’?” Theyouth didn’t ST . somesongs. Withersdid,
reallyremember. w"« and the firstalbum

“Well, sonny, youhad me ,f‘ B oni ¥ ", transpired.And then Withers
playin’achowhallataNaval becamefamous. And the
AirForce BaseinMaine. AMS 20064 rigmarole thatsurrounds
They’d onlyfinished . AMS 7004 fameis killingBill.
servingtheguys up chow - o “YouknowI played the
whenl goton this stupid & @8 BitterEnd theotherweek
stage. There was no public T andI couldn’tevengoto
there 'cos they weren’t ':':‘EE:’:: thetoiletbecauseofall
allowedin.Man, Iserved " el thegoddamnagents,and
eightyears inthegoddamn oy AL (RHERS promoter and record
Navy,andlain’t gonna put up O rnar ey Tothoon company people just
withbeing booked into places .;_.l‘m S “U:c‘ hassling around me. Everybody
like that. R was gettinginto thething.”

“Look, kid, 'mgettingon tobean old
man. Mabelly’s fat, and ma chest’s sagging.
lain’tcomeintothisbusiness all wide-eyed
andsilly.I'velived. 1don’t want any crap any
more.] don’t wantagentsand hangers-on
bustin’ into my dressingroom and sayin’, ‘Hey
Billy, that’s cool, man.’ Ifitcarriesonlikeitis,
then I'mout,andlain’tjokin"”

Thepoorkidwasshaking, and attempting
tomumble apologies. But he couldn’tdoit, so
hesortof made himselfvanishvery quickly.
Thefirsttimel everheard Withers wason
abeautiful eveninground at Maggie Bell’s.
She played the whole ofhis firstalbum, and
Iremember hersaying: “Did youeverhear

Hissingle “Lean On Me” had sold two
million, wasriding No 1 inthe US charts, and
heading foranothermillioninsales.
“Everybodyis trying to getmeon some sort of
list. Everyone wants toinstantly bagme,
instead of saying, ‘Heylook, thisiswhathe
does.’ Christ,and theyare peoplellove, they
arereally nice people, butI cannotstick what
they’retryingto do.”

Withers was sweating with some sortof
passionand fury. “Christ, 'm so goddamn
grateful to everyone. I really am. Christ, I feel
like gettingdown on myknees and thankin’
everyone forgettingme to this position, I
reallydo, but I'mno kid, I'm not gonna have

somekid fresh out of college booking me into
showhalls, and slapping meon theback. No,
hecanjustgetout.”

He'djust finished playingasetin Central
Park. He’s soulful, is Bill. He just sits on a stool
with a guitarand funksabout, while this
goodlybandbehind him thrive on his energy.

Lettingasonghang, lettingithang witha
back-funk, rather than “Yafeel aright?” isthe
Witherstrick. Hesimmers aheck ofalot, and
teasesbecausehe’s got thatlovely magic of
beingable toleave out the obvious—leaving
youtofillthatin, if yousee whatI mean.

“Isupposeeverythingis workingout just
likeIwanted it to, but the problem’s arising
becausethebusinessis treatingmelikea
young newcomer. ['m a newcomer, sure, but
I’'manold, wiseman. I'm uneducated, but I’ve
seen life, and I've seencrap, and I'mnot going
totakeanymore.l knowthatthese people who
comeand say ‘beautiful Bill’ain’t gonnatalk to
meifmynextalbumdon’tsell. Icansee
throughallthat.

“Itreally makes mesick, all these cheap little
maniacs hanging around mejust cos they
wannabeseen. Well, lain’t gonnalet these
cats beatmedown. Thisis still the easiest job
I'veeverhad, andifyoucanride theidiotsin
thisbusiness, thenit’sdarnedpleasurable.”

It’s all been a bit strange for Withers. He
actually gotlaid offat theaircraft factory but
his musicmadeit justin time. Now he getsto
ridein biglimousines and getsinvited to fancy
dinners, andhassomebodytocarryhisguitar.
And hestays in flash hotels —buthe’s 34, and
heremains thesameashealways has been.

It doesn’t pay to mess with Withers, because
he’sseenitall.

“You know, this businessisjust like the Army.
You getsome sergeantcomin’ up to you, and
hesays, ‘Son, youcanhave threestripeson E
yourarmifyougooutinto thatopenfield,and &

strafethoseJaps,and
creepround theback of

’emand shootthemup
theass’Ifyoureawise
manyoujusttell that
sergeantwhereto go.
Andthenyoutellhim
that you just wanna
bea good private.”
RoyHollingworth
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June 30,1972:
Alice Cooperat
the Empire Pool,
Wembley, for
thefinaldate of
theKillertour



ALICE COOPER

“On stage
™m Mr
Hyde...”

ALICE COOPER

= JULY1—

ADIESAND GENTLEMEN, you’ve seen him electrocuted,

you’'ve seen him hanged, and now you're about to see him

fired from a cannon. Yes, ladies and gentlemen, Alice

Cooper! The cannon had just arrived from Warner Bros,

Burbank, and stood impressivelyin the large ballroom at

Alice’s surrealistic Connecticut mansion. Alice fondled
the barrel, and burst into ascared laughter.

“Imabitworried about thisone. Gotafeeling that whenI'm shot from
this, Iwon’t comeback, literally
speaking.” Theforever-presentcan
of Budweiser found its way to his
mouth, and heswigged, deeply.

Abigroadie pickedup ahorrible-
lookingdummyand fedit, legsfirst, into
thecannon.Thenhebegan cranking,
and themassivespringsthatrundown

2. thebarrelwere pulled tight. Thenthe
& barrelwasaimedintotheair,and POW! »
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PETER MAZEL

1T WAS HOT; IS A WORNKING
SO WAS ALICK . . AL.S(A)NP?;A‘VAS'Q

Thebarreljerked and the dummy shotout, looking grotesque and
deformedin flight, itsarmsandlegs bonelessand spare.

Ittravelled forabout 20 feetandcrashed into the floor, skiddingonits
backside foranother 20 or so feet, andcame toa horrible, messyrest.

Obviously bearingin mind that the dummywas soon tobereplaced by
himself, Alice grimaced. “When we first did the hangingstunt, it took
them three days to getme on the gallows. ‘Alice we'vereally gottohang
younow, theykept saying. Well,Idon'tknowhowlongit’s gonnatake me
toworkmyheadupintoclimbinginside that. Still, it's going tobe fun.”

And funis the essence of Alice Cooper, although thisstrange, straggly
black figureis mostcertainly nojoke. Aliceisa superstar—areal, genuine
superstar. He is currently enormous business throughout America—
possibly the biggest American rock'n'roll act, actually, and certainly the
moststrikingly different. He is the complete breakaway fromthe
sophisticated, lame policy of stateside rock. Alice isugly, rude, creepy,
sick, sexuallyinsane,and a scourge and menace to the minds of middle-
aged America.

Andunderneath all that—he's abeautiful person.

Greenwich, Connecticut, is perhead of population perhaps therichest
communityin America. Asyoudrive downthe thickly wooded lanes that
dipand twistaround the town youcould well
beinsomelavish corner of Sussex. Incredible
houses peep out frombehindthe trees, and
even the mailboxesare built withlovingcare.
Alice'splaceis justround the corner from Bette
Davis, andJack Warner (nottheloveable
copper) lives opposite.

“Galise” isthenameofthe place; also the
name of the chap whobuiltit. Fromthe first
impression, Galise was an extraordinaryman.
It'sadeadringer fora VincentPrice film set.
Builtduring the '30s, itincorporatesthe
unmistakable style ofaman withmoneyand
asadlydemented mind. In the dark hallway
lurks Alice’s late, lamented Electric Chair, and
nexttothat the skeleton ofa pinball machine.
Throughtotheleftthe eye catches an ever-so-
slightly swayingbody, hungby the neck fromanoose
inthe ballroom.

Immediately above inabedroom, lies Yvonne,
seeminglyasleep now, herlong, lithe body, relaxed
and motionless. She is naked, andalmostchild-likein
sleep. Butone can sense the menace, powerand veins of

Ml PRODUCTIONS PRESENTS-TONIGHT

WS i 7z

I

LAST NIGHTI
ALICE COOPER
WAS IN ODESSA

-
HERE TONIGMT:
ALICE COOPER

8:00 P.M.

JULY 15—EL PASO

WITH SPECIAL GUESTS

J0JO GUNNE . CAPTAIN BEYOND

Tickets $4.00 advance $5.00 at the door
Tickets available until 5 p.m. at
_ Central Ticket Agency, Great Pant in Cielo Vista
Flipside Records al 6, Tickets available Cofiseum Box Office
Box Office opens at 6. Doors open at 7, Show begins af 8.

ALICE COOPER

evilrunningthrough herbody. Atany moment she could awake, and
withoneblowkill. For Yvonneisasnake, you see. An 11ft-longlady,
weighing40pounds.

Sheliesinaglasscase, and shivering in one cornerofitis alittle white
rat.It'seyesarefilled with terror; nomatter whereit treads, it treadson
snake. For somereason Yvonne hasn'ttouched therat, who'sbeeninthe
case fora few days. Butitknowsit's doomed. It really knows.

Nowalongthe dark corridors upstairs. Everynowand then there is
acreak,and thelights in the old candelabras flicker. The sound of crazy
talkingcomes fromoneroom. That’s Alice’sroom. He sits surrounded
by cansofBudweiser, watchinga MarxBrothers filmonavery small
television.

“Hello, please sitdown,” he says inaverybrisk, charming fashion.
“Found aMarxBrothers film —it’s fantastic.”

He'sdressed in amatt-black zip-up top, and jeans studded with
rhinestones. The fly-hole is broken, and held together by twolarge, white
safety-pins. Alice smiles. “Have youseen the cannon?Jesus, it’s fantastic.”

Without makeup helooks quite normal. Hishair'sashaderatty, but
hisvoiceiscalmand unaffected. Drummer Neal Smithliesonabed
watchingtelevision, too, as Alice cracks another canopen, and gives off
anairofsheernormality. Alice zips himselfup, and trucks
across theroom, his yellow painted boots a bit wobbly, and
his nonexistent chest and stoop give the appearance that

Alice Cooperin
Decemberig72:
“Idrink beerall
day...Ithelps
mecreate”



atsomestage he washollowed out, and they never
putbackthestuffing.

Inamomentwe'rein thebackofagiantlimo,
purringdownthelanes—Alice wearingablack
cowboyhat,andcarryingacanofBud. “Idrink
beerallday.IdrinkitassoonaslIgetup, before
breakfast, andI've forevergotanopencan.I
drinkacaseaday—whichisabout25largecans.
Beer puts youinagoodstateof mind-youdon't
getdrunk onbeer, just sort of permanently high.
It'sanice, safe feeling somehow.

“Yes, beer helps me create...'cos 'm hooked on
thestuff,” and hebreaksoutlaughing.

Thelimopullsin frontofarestaurant, and
outwe getin the middle of Greenwich. It'slike
Tunbridge Wells onaSunday. Alice clumpsinto
thebuilding, sitsatatable, and orders... guess
what? Hestarts talkingabout England.

“Thereviews, and receptions we got over there
werereal strange.I thoughtit wasoff; I thought
the English would be more opento what we are
doing.Imean, the English are farmore cultured than Americans; they've
had theatre forhundredsofyears, and there we were with theatre,and
rock’n'roll. Andyettheyseemed bewildered, and afraid of the energy
wehad.”

Energy? “Yeah, Imean Elton John has energy, butit’s not so obvious, not
sopow,ifyousee whatImean. AfterCarole Kingand James Taylor there
had tobesomebody withaburstofenergy, and that's Alice Cooper. But
Ijustcouldn’'t understand whathappened in England. Imean, the biggest
entertainerinEnglandonafamilylevel mustbe Danny La Rue —solreally
thoughtthey'd digwhat we did.

“Not that we've everdone drag. Weare nota dragact. Sure, we wore eye
makeup ages ago, butit was more a Clockwork Orangething. We'rea
musical Clockwork Orange, and we've been doingit for eight years now.
WhenIsawthe filmIreally flipped.Isaid, ‘Hey, that’swhatwe'vebeen
doing foryearsnow. Itwasgreatseeingit.”

Did youeverimagine you'd be sosuccessful?

“No, never. Whenithappened, it sort ofcaught us on alow. We'd beenat
it foryears, always doingthis theatre/hard-rock thing. Christ, waybackin
‘66 had abathtubonstage, with me init. People had always talked about
us; we'd always made some impression.”

Iknowwhatfinally converted meto Alice - it was recognition of the fact
thathe wasreallylayingoutgood hardrock. Alice’s newalbum, School’s
Out, sees the band embark into fields of music you'd have neverexpected
from them. There’sa heap more music around, and delicious production
from Bob Ezrin. “We work with Bob like Elton John works with Taupin.It’s
more thanaproducer/group thing. He'sa genius.

“Whenwe wrote ‘School’sOQut’ we neverreckoned onstrings and that.
But Bob putthemin-strings and horns. He made them just tasty. They
haven'ttakenathingoffthehard-rockapproach. Yousee, we'vehitalevel
now that people knowits Alice Cooper.”

School’s Qutsees the emergence of anew Cooper concept. After thelast
performance of Killer—in London this week - the newAlice Coopershow
willbetakingto theroad.

It's going to take the form of a Broadway spectacular - 10 dancers,
achoreographer, a pit orchestra, lavish backdrops, and touches of West
SideStory. And, of course, the cannon.

“GutterCat Vs TheJets” is atremendous Cooper interpretation
of Bernstein's West Sidescore. It’sagas on thealbum, andits
colossal, outrageous stage treatment looks set to stop
something.

“It'sadramathing, Ilove drama. People don't realise thatour
greatestinfluences were maybe the James Bond films-ie, the
JohnBarrydramaticscores.

“Ourhumouristhere, and people know ourhumour. Buton
stage, whatever we do, we mean. SoI'llchop up ababy,and the
audience nervously laughsit off—well those in the audience who
are close enough to us will. We have astrongurge to get across to
people, yousee. We do things for the public; the publicare
alwaysinourminds.”

Alicetalked aboutthe early daysinLos Angeles. Everybody
was doing Grateful Dead, Love, and Jefferson Airplane-
typestuff. Alice saw noreason toslip into that—as most of

bl ALICE COOPER ool
ELECTED! <3

“We seem
to be a vehicle
for people’s
exaggeration
and fantasy”

ALICE COOPER

the otherbandswere becomingdreadfully boring
andsamey.

“Itall came to the state where music was the
main thing; they'd juststandand play music.Itwas
inconceivable to them thaticingcould be added to

thecake. And even though it wasmentioned,
theyshruggeditoffas notbeingcool.”

ButAlicekepttohisguns,andatleastpeople
were leaving his gigs and not justsaying, “Yeah,
itwas great.” They wereleavingnotknowing
whattheyhadseen. “Youcouldn'tdefine us,”
said Alice, “and youstillcan't.”

Eventually the audience caughtup with
Alice,and began tobelieve thathe was
actually seriousabout whathe wasdoing.
Thenthe change occurred, andsuddenly Alice
wasverybig.

“Youcanonlyhearsomany guitarsolos, you
know,” said Alice, picking a shrimp to pieces
withhis teeth. “Youcanonlyhearso many
brilliantguitarist playing brilliant riffs, before

oneday theyallstrike youasbeingthe SAME. Sure, we play those riffs—
butlook what’s going on top ofthe music. We're entertaining. We keep
awayfromall other groups, we keep rightaway. Thatway what we come
outwithcouldn’tbeanybody elsebutus.”

DoesAlice feel he hasaheavy, evilimage?

“Mmmmmmmm.Idon'tknow.So many peopleseeevil inus. At
interviews we'llsometimes go out to insult people. If Glen [Buxton]
doesn'tlikeaguy, say, we'teall so close that we'llall put the guy down. We
love destroying people we don'tlike. ButifI believed everythingI'd heard
about myself, thenI'd killmyself.

“Weseemtobeavehicle for people’s exaggerationand fantasy. They'll
say theysaw us doing thingsonstage which wedidn'tdoatall. This biting
the head offa chicken bit. Christ, I've never bitten the head offa chicken. ..
Maybealegortwo.Butnotahead,” Alicelaughed.

Therewasalsothetaleabouthimhavingkittenson thestageand
hacking them to bits with asledgehammer. “Whoever thought thatone
up must be sickerthanme?Besides I'd use road drills. No, seriously, the
Aliceyousee here, talkingtoyou, is OK. You're comfortable, and eating,
andyou'rehappy. But onstage Aliceisasexually freaked creature. I'm
two people—onstageI'm MrHyde. Everybodylikes toseea MrHyde.
Everyone wouldlike torelease their Mr Hyde at some time.

“Irelease things for people.lactout their fantasies,andit’sagreat
release formetoo. You see, Idon'thave to answer to anybody up there
onstage; anythinggoes, and anythingislegal. But we donotcondone
violence in people. Ifthey can see us up on stage doing violent things—
doingthings for THEM-then they won't gooutand doitinthe streets.

“There's got to be more theatre,” Alicehad said. “It’s gottohappen; it’s
allbeen toostill for toolong. Groups have gotto go outand formanimage.
Christ, images are fantastic. The Beatleshad animage. The Stoneshave
animage. The people whoare making it now are people with images—like
Rod Stewart.

“I'see something more thanmost people seeinrock.Isee something
artistic, and—althoughIhate tosay it—culturalabout what we're doing.
We'reatleastastimulus.”

Alicesmiled afriendlysmile. He's no fool; he knows whathe’s doing.
Andwhat’s more-he's abeautiful person. Roy Hollingworth e

ALIGE COOPER
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Rainbow, U.S.
for Britain’s
high-priest

of Camp - Rock

DAVID BOWIE'S



“I held on.
[ knew it

would
happen”

DAVID BOWIE

— NMEJULY 22 —

HREE CHANGES OFdress and akiss from
LouReed. The waiters were horrified.
Jilland Lynare 17 and they’re into Bowie.
They’veboth seen David work three times
inas manyweeks. They’vebothgot Ziggy
Stardustand neither ofthemlike Marc
Bolan.Jillsaysshelikes the way Davidlooks. Shedoesn’t
necessarily think he’s good-looking; she justlikes the way
helooks. They and me and asweaty hallfulof other people
saw David Bowie and the Spiders From Mars work Friars in
Aylesbury atthe weekend. The phantom waver of the Ziggy
banner putinan appearance as well, and it was alright, the

“Ifwe havetheatricality

itcomesthrough from band were altogether and Ziggy played guitar.
usaspeople”: Bowiein »  TheSpidersareasurrealistic vision ofarockband. Trevor

earlyZi uise,1972 q q . .
Ve & Bolder’ssilvered sideboardshangseveralinches offhis »
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faceand WoodyWoodmansey'shairisanorange
VidalSassoon duck’sasssimilarto David's.
Through the showat top speed until the final
encore of “Suffragette City”, where David pulls off
his most outrageousstuntand goes down onMick
Ronson’sguitar. David isgonnabe huge.

Thedayafterthe gighe'sholdingan extended
pressconference at the Dorchester Hotel, held
especially forthe planeload of American writers
flownin forthe weekend. Inthe foyereverythingis
frosty, air-conditioned elegance, in slow motion
afterthe sweltering dusty street. Down the
mirrored corridorsofthe second floor through the
doorintoasuitably chicroomwhereassorted
media peopleare eatingcakes and sandwichesand
drinkingteaand/orscotch.

LouReedand hisband are there, all the Spiders,
andcurledupinacornerinaBolanT-shirt, eye

—

iID BOWIE

and weblewabit. Wedid itatsome of the gigs
where there seemed to be a lot of mods, sowe
thought we'd throwitin...Iad-libbed mostofit.

Iremember five years ago trying to runablues
band and failingcompletely because people
werestandingatthe frontshouting, “Geno!
Geno! Playsome Tamla!” Oh yeah, butl was
agreat soul merchant, aJamesBrownmerchant.
I'vealways dughisvery funky things, butI've
neverconsidered thatIwas capable...I'mnever
gonna tryandplayblackmusic, becauseI'm
white. Singularly white!

STARDUST

ZlGGXI
!ls(:l&ecovds and Tapes

There’sadistinct kind of white funk. Velvet

Underground, for instance. Goingby that

asayardstick of funk and notAlbertKing,
wouldn’t yousay that what you aredoing is

shadowandsilvered hairisIggy Pop. WhenIgot
there David was wearinganentirely different
outfit. BeforeIlefthe'd changedintoa third.

David's wife,litheand crew-cut, issmoothing
thingsdown, gettingtogetherdrinksandbeing
assaulted byLou’s roadie. Whenlarrived, he'd
justbittenherinthestomach, andasshe's very
slim, the bite had gone directtoherabdominal
musclesand everybody was fallingabout.
Woody pours me asumptuous Johnny Walker
Black Labeland peachjuice. LouReed s talking
quietlyto David. He'swearingshadesand
maroon fingernails. Periodically, horrified
waiters enter todeliver yet more scotchand
wineandsandwiches.

NME: Atthe moment, the most popular rock journalist words appear to
befunk,camp and punk. To what extent do you think you've brought
these wordsinto essential usage?

Bowie:Ithinkit’smost probably due tothe generalinarticulacyofthe
press. They're very small-minded. Theydoindeedrevolve around those
three words.

Notrevolvearound. Theycrop up... Yes they do. Funk, Idon’t thinkI have
anything todowith funk.I've never considered myself funky. Would you
say that?Iwouldn't...

Would youwanttobe? Yes.It’sa muddy kind of thing. Camp, yesI
understand the camp thing. Once upona time it was, I think, putdown
inthe category of entertainer but since the departure ofgood old-
fashioned entertainers the re-emergence of somebody who wants tobe
anentertainerhas unfortunatelybecomeasynonym forcamp.Idon't
thinkI'm camperthanany otherperson whofeltathome onstage,and
felt more athome onstage thanhe did offstage.

Nobodyever called Jerry Garciacamp. No, right, buthe’samusicianand
I'mnotamusician. I'm not into music, yousee, on thatlevel. I don't profess
to have musicas mybigwheeland therearea number of other things as
importanttome apart from music. Theatre and mime, forinstance.

Yousay you don’tconsider yourselfa musician, butfor somebody
who'’s producing music ofa very high grade, I would reckon that
you’re entitled to be called a musician. OK then, I'll shift my emphasis.
Iwouldn'tthinkI'deverbe considered a technocraton any instrument.
I'haveacreative force which findsits way through intoamusical form.

Youweresaying youdidn’t consider yourselftobe a musician.In that
terminology, in thatdefinition: thatamusicianisavirtuosoonhis
instrument? By no stretch of theimagination.Iplayagoodalto, I played
abitactually on the Mottalbum, whichis quite pleasing forme, having
nottouchedasaxforalong time.

Youusediton HunkyDory? Yes, but just fora few phrases.Iused it quite

heavilyonthe Mottthing. [Mick Graham: You used it on stage] What?
Yeah,IdidaJamesBrown thing foracouple of gigs. We did “Hot Pants”
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“I wish myself
to be a prop
for my songs.
I want to be
the vehicle”

intoacertainkind offunk?Yes, I couldn’t
putmy finger on whatitis. Ofthe rock’n’roll
things that we write, theywould definitely be
inthe Velvetsbag, because that’s mybiggest
influence inrock’n’roll, more so than Chuck
Berry, thearchetype.

I'dsaythat Lou Reed wasto youas Chuck Berry
wasto the Stones. Yes, very much so, that’s
averygoodanalogy,andlagreewithit

entirely. InfactI'vesaid the same myselfon
NUMErous occasions.

Thesecond preconceived questionIcame with
wasthatrock'n’rollisincreasinglybecomingaritual. Instead of the
verydown-to-earth stanceof, say, the Dead, it’s becoming very much of
aspectacle, veryformularised.I've notseenmanybandswhereI've
noticed that.

Aliceis averyextreme example.Ithink youcomeintoittoacertain
extent.Ithink Bolandoes. ShaNaNaintheirown particularwayalso...
Well, youmust firstly tell me your feelings on thisbefore I quite know
what yourquestionis...

IThave mixed feelings aboutit... Insome casesit works.Ithinkitworks
when youdoit, butsometimes I get the feeling that theaudienceisbeing
excluded. Yes, I feel thatagreat deal more theatre does not necessarily
mean props. As yousaw with us, we were usingno props. We're notinto
props.Ifwehave theatricality it comes through fromusaspeople, notas
asetenvironment or stage. Like playinganinstrument, theatre
craftsmanshipissomethingthatonelearns. Thereare goingtobealotof
tragedies and alot of clangers dropped over the next few yearswhenalot
ofbandstrytobecome theatrical withoutknowingtheircraft. 'mavery
professional person, andIfeel thatI contribute all my energies into my
stage performance, that whenI'mon stagel give more toan audience
than toanybody else whenI'moffstage. I've worked hard at it. I was with
amime companyandI'vehad othertheatre experience. WhatI'mtrying
tosayisthatit’'simportanttoknow about the things youdo and tohave
learntit, asitistolearn yourinstrument. Asthe theatrical expression
evolves, alot of it is going tobe ona secondary-schoolamateur-dramatics
level. There will only be the odd bands who have the knowledge to master
theirtheatre.Iggyhasnatural theatre.It's veryinteresting because it
doesn’t conformtoanystandardsorrulesorstructuresoftheatre. It's his
ownandit’s justa Detroit theatre that he'sbrought with him. It’s straight
fromthestreet. Remember we have onlybeen on theroad for three
months, soit’s stillcomingtogether, butI wish myselftobe a prop, if
anything, formysongs.Iwanttobe the vehicle formysongs.Iwouldlike
tocolour the material with asmuch visual expression asis necessary for
thatsong.

One thingI've noticed is the way you use words, like in “Andy Warhol”
where you transform the word “wall” into Warhol. Imean, theway
youlisten tospeech and incorporateitintosound. Onecansaya
sentence to three peopleandit’lltake onanentirely different meaning
foreachofthose three people.Ithinkifanyofmystuffbecomes atall



surrealisticit’s because that's the purpose of it. It’s to give people their
owndefinitions.Icertainly don't understand halfthe stuffI write.Ican
lookbackonasongthatIhave just writtenand it means something
entirely different nowbecause of my new circumstances, new thisor
that.Iget told by so many people—especiallyAmericans—what my songs
are about.

Youhad better watch outor you'll have your very own A] Weberman
rootingthroughyourgarbage.l have onealready! He'snot quite at
garbagelevel yet, buthe’s certainlyveryadamantabout whatImean.
It'sdisconcerting tosaytheleast. Alarming. ButAmerica ismade up of
academics. They're very Germanicin that respect. Because theyare so
subconsciously aware of beinga new nation thathasnoacceptedrootsin
the old world, they strive fortheirownculture as fastand as quickly as
theycan. Whateverisn'tneeded issoaked upbythe mediaandbecomes
partofthe American way oflife. They're terribly self-conscious about
everything. Thelevel to which rock musichasbecome an academic
subjectisjustincredible.Icouldwalkintoashop and see row uponrow
ofbooks aboutanyaspect of rock. Imean writers about rock. Imean
writers about writers. There are even bookson Meltzer. Layer uponlayer.
It'sabuild-up. They're making theirown culture.

Anotherline of yoursI wanted to ask youaboutisin “Five Years”. You
said, “I never knewI'd need so many people”. Basically what it means is
realising the inevitabilityof the apocalypse, in whatever formit takes.
Iwasbeingcareful nottosay what formit would take, because thattome
wouldbeincrediblysad, andIjusttriedtogetthatfeelingoverin oneline.
It'slike the things you flash on supposedly when you're dying, running
downthestreetand...

Hiswholelife passed beforehim... Yeah, really, it'slike that, the grasping
forlife.

Do youfeel worried by people whoregard youas aguru?I'mnot that
convinced, atthe moment, thatlam anybody’s guru.Iknowthereisalot
ofinterestin whatI'm doing, and we seem to be getting our goodly fair
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share of exposure, butI'mnotconvinced that weare leadingany
particularcult.

Butit’shappeningalmostinspite ofyou, peopleexamining youralbums
almostlinebyline. OK, wellifthis is goingto bean inevitablesituation with
thechroniclesofrock, and one must presume thatit willbe, thenIwould
strive touse that position to promote some feeling of optimismin the
future, which might seem veryhypocriticalrelated to “Five Years”. There
thewhole thingwas totryand getamockingangle at the future.Iflcan
mocksomethingandderide it, one isn’t so scared ofit. People are so
incredibly serious and scared of the future thatIwould wish to turn the
feelingthe otherway, into awave of optimism. Ifone can take the mickyout
ofthe future,and whatitis goingtobelike...It'sgoingto be unbelievably
technological. Thereisn'tgoingtobeatrianglesystem, wearen't going to
revert back to the realway oflife. That’snot going to happen. It's certainly
notanew thing. My god, I haven't gotany new concept. I juggle withthem,
butwhatI'msaying,Ithink, hasbeensaidamillion times before. I'm just
sayingagainthat we've gottahave someoptimismin the future.

“Five Years” struck me asan optimisticsong. Itis, itis. The album in fact
should be taken thatway. “Starman” canbe takenat theimmediate level
of “There’saStarmanintheskysaying boogie, children”, but the theme of
thatis thattheidea of thingsin theskyisreally quite humanandrealand
we shouldbeabit happierabout the prospect of meeting people.

Onthesecondsideof Ziggy Stardust, the songs seem to go inacycle. But
whenyou playlive youdon’t necessarily play them in thatorder.I must
admitIspeculate on the prospect ofashow which would be Ziggy
Stardust, but thewayIwanttodoitrequiresalotof planningand we
haven'thad time for that.I'd ratherleaveitalone untilit's gonna be done
properly.Idon’twant to doanything unlessit’s gonnabe done well.

Intheother roomIsawatapeboxofthe Mottalbum. Theonly title
recognised was “SweetJane”. That’sright, Loucame down.I've got Lou
singingitat the moment.I've got to putlan on, buthe doesn't know the
lyricsyet. »

© MICK ROCK 1972, 2016
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July16,1972:manager
TonyDeFriesbeamsinthe
backgroundashisclients
DavidBowie, lggyPopand
LouReedposeforthe US
pressatthe Dorchester
Hotel,London
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Soyourecorded it with Lou Reed singing on Mott’sbacking? Lou
phraseditsolancanpickuphowitwas.

How does it sound when Mott play it? Fabulous, it’s really good.T'll play it
foryou. Thealbumis fabulous. They've never writtenbetter stuff. They
weresodownwhenI first metthem.

Theywerehaving troubles with Island, weren’t they? Oh, everything
waswrong. Everythingwas terrible, and because they were sodown
IthoughtIwas gonnahavetocontributealotofmaterial. Now, they're
inawaveofoptimismandthey've writteneverythingonthealbumbar
one LouReed numberand the “..Dudes” singleIdid for them. They were
beingledintoso many directions, because of generalapathy with their
managementandrecordingcompany. Everybody was very excited about
them when they first came outand then, because they didn't click
immediately, it fellaway. WhenlI first saw them, and that wasn't verylong
ago,Icouldn'tbelieve thatabandsofullofintegrityandareallynaive
exuberance could command such enormous followingand notbe talked
about. Thereactionsat their concerts were superb, and it’ssad that
nothingwas doneabout them. Theywerebreakingup, I mean, theybroke
up forthree daysandIcaught themjustin timeand put themtogether
again, ‘cosin factall the kidslove them.

[Atthis point, Bowie put on the rough tape of the Mott album. First cut
was Louand Mott’s “SweetJane”. Itsounded the best MottI've heard.
Whileitwas playing, Reed entered the room.Thopedtogethimtojoin
inthe conversationbut he justcame overand kissed David. ]

REED: That’sit. [Exit]
Iwashopingtogetatwo-wayinterview.
BOWIE: Thatwasatwo-wayinterview.

Next week: The mind-shatteringconclusion of this glitzy, super-neato
interview. Be there orbe square! CharlesShaar Murray

NME

HESTORY SO far: Lord Ziggy and his pals are holding court
| at the Dorchester, drinking, looning, doinginterviews and

generally having a day ofgood jolly superstar fun. In addition
togetting her midriffbitten by Lou Reed’s manager Ernie, Lady Ziggy
(alias Angie Bowie) had fun by sinkingher teeth into the generously
proportioned left breast of American rock historian Lillian Roxon.
Amongawelter of otherhappenings which even Lou Reed doesn’t
want todiscuss, thisreporter (ashy, young small-town kid bewildered
by such extravagant debauchery) continued his epoch-making
interview with David Bowie. We enter the conversation after David
Bowie and LouReed had

conducted what Ziggy
described as “the shortest June1s,1972:Bowie and
interviewonrecord”. SpidersMickRonsonand

Woody Woodmansey
perform“Starman”on

BOWIE:Ilike tosee people Lift Off With Ayshea

pretending.

NME: Youretired after
“Space Oddity”; would
youeverdoitagain?
BOWIE:I can't envisage
stoppinggigging for the next
yearatleast, becauseI'm
having suchagood time
doingit.I've never enjoyed it
more.IfeelI'mone with the
bandI'mworkingwithand
thathasn'thappened before
forme.I'vealways feltIwas
dragging peopleintodoing
things.Ihadabandonce
before which had thesame
lead guitarist.

Yeah,Isawyouworkatthe
Roundhouseonce with
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CountryJoeabout two yearsago. That Roundhouse gig was the kind of
thingIcite, in thatI wasintosomethingthere thattheband wasn'tinto.
Theywere verymuchsstill only wanting tobe musiciansat the time, and it
cameoffasnomore thaneverybodydressing up. Was that the one you
cametowhereIwas wearingasilversupermansuit?

Youweren’t. Youdid [VanMorrison’s] “CypressAvenue”. We did one at
the Roundhouse about the same period when we appeared very much
the same as we are appearingnow, and that was with Mick Ronson.I was
inacartoonstripandwealldressed up asa different superhero.

Who wereyou? Noonein particular, but superhero-type figures. We had
silversuits, the thingI used towear for “Space Oddity”, that silver catsuit
whichisexactly the sameasthis.Ithasn'tchangedatallin three years, if
youthinkaboutit, butit’s different material. Iwas insilverlamé and blue
silvercloak andsilvered hairand blue hairand the whole thing, glitter
everywhere. The whole thingwason thatscale.

Were theyready to cope withitatthetime? No, they weren't. We died
adeath. And, of course, the boyssaid, ‘Look, [ told youso, let'sget back
tojustbeingabandagain.’ That's the period thatbroke me up. Ijust
aboutstopped afterthat performance, becausel knewitwasright, Tknew
itwaswhatIwanted to do, and I knew it was what people would want
eventually.I didn’t know when, though, soI held on. I knewit would
happen, becauseI've always been excited about seeing things thatare
visually excitingandit’salways knockingme out.Ilike seeing people
pretending. I haveagreatimagination.'m notavegetable.Iliketoletmy
imaginationrunwild andIthought, ‘Well, ifthat does thattome, ithas to
doittoother peopleas well, ‘cosI'mjustaperson.’ I'mnot quite that much
ofasuperman.And,anyway,I'mgladIstuckitout, really.

Could youname fourorfive specific records thatinfluenced you early
on? Yes, “Alley Oop” by The Hollywood Argyles —just a feeling that came
fromit.I'mafraidI'mnot verytechnical on thingslike thatandallIcan
say, atbest, isthatitwasa feel thatThad anempathy with. Idon’tknow
what it was, whetherit was the zaninessof the record, orwhat.

Isthatthe oneaboutthe caveman? Yes, and that was Kim Fowley as
amatterof fact. He was the Hollywood Argyle that did it, and I loved
parodybecause...

Zappa?Yes,Iadmire Zappa, butthere
againl preferCharlie Mingus.Ilike my
parodytobealittle softerbecauseI'ma
pacifist person by nature and hostility
inany form, evenonamentallevel,
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Ifind notendearing.I think Zappamay have a problem with feeling that
hewasnotaccepted ona Minguslevelandhehad tofindhimselfan
audience.Idon'tthinkhe’s ever forgotten that.

But“PithecanthropusErectus” is not quite the same as “Brown Shoes
Don’tMakeIt”? Well, that's the strength of myview on parody. I'm
asofterpersonbynature.I'mnothostile. I don'tbelieveI'managgressive
performereither. Ilike the situation thatseems to develop with the
audience, whichisgenerally onaveryhumanleveland they're quite
friendly.It’s neither screamy norrebellious: it justhas agoodfeelingtoit.
Ilove myaudiences. I thinkI've not been to too manygigs where the
feelingisnotnice. It'savery warm feelingI get from audiences.

CorrectmeifI'm wrong, butisn’tthere one cut on The Man Who Sold
The Worldthatis aparody of Marc Bolan? Oh yes. Yes. That was “Black
CountryRock”. 1Bolanised it. Idothat toalot of people.

Apartfrom the obvious one, “Queen Bitch”, which of the othersare
notably parodic.Idid alotof Newley thingsonthe very firstalbum
I'made, Love You Till Tuesday.

That'saverystrangealbum.Has itbeen reissued? It will be.It’s been out
once. They brought itout whenIhad “Space Oddity”, butitdidn'tdoso
well. Iexpectthey'llbringit outina few weeks’ time. I guarantee they’ll
bringitout. Other songs—d'youwantsome more songs? Of course
“Waiting ForThe Man”,I'llhave tosay that one.Infactalot of Lou's
material. Especially thatonebecause it sums up alot of his early writing
and hiswritinghas changed considerably since those days. I think his
newmaterial on thealbum thatwe're gonnadowill surprise alotof
peopleas well. Itsmiles different fromanything he'sever done before.On
“Waiting For The Man”Ithink Lou captured, formebetter thananyone
else, the feeling of New York, that particulararea of New York thathe was
livingin,and those times.

The othergreat New York record ofourtimesis
“Summer InThe City”. Yeah, I agree with that.
Iwasadevoted fan of the Spoonful. Iloved
them. Anotherrecord was the Mingus Oh Yeah
album, particularly “Ecclesiastic”, whichIdrew
anenormous amountof pleasure from.Ifeltit
very 1990s—very2001 -thatwholealbum.Iwas
intothatsort ofjazz. Before Santanacame, I was
intothe EnglishsceneandIwas neverableto
relate tothatstuffbecause of my earlier interest
inColtraneand Mingusas well. AlotofZappa's
thingsflattenme, actually.

Anyof Zappa’s stuff make it with you? We're

OnlyIn It For The Money,because I meanIsaw huge potentialin thatarea
forZappa, butIdon’t understand Zappaand I'mnot thatintrigued by him
to try to unwrap his problems or try to find out why.

Wereyouever tempted to getinto James Taylor thing of
autobiographicalsongs? Yeah, lhad aspasmofthat, butthankGodI got
outofit.

Outofall your material, withwhichsongs do you feel most
comfortable? D’youeverlisten to any of yourstuffand think that
youcouldhavedoneitbetterif you'd doneitlater? Oh yes, lots of times.
Alotof Man Who Sold The World, although that was one of the best
albumsImade.Itwas a whole traumatic period.

What'sgonnabe the next post-Ziggy development? Have youstarted to
think aboutanewalbum? No, not atall. 'm still totally involved with
Ziggy.1probably will be fora few months, gettingit entirely outofmy
system, and thenwe’lldonanothermask.

Thanksalot,and T hope youand Ziggy willbe very happy together. Oh,
no.lhope YOU and Ziggy will be veryhappy. Ziggy's my gift to you.

Ithadbeenthelastinterview ofalongday of raps, zaps and varied
craziness, and I was keeping David from animmediate departure to
enjoyafortnight’sholiday. Sowe shookhandsandsaid our farewells.

“It’'sa very
warm feeling
[ get from the

audience”

DAVID BOWIE

David's alright, you know. He may even be the “shining genius” his ads
say heis. Whatever, he's agas. Longlive Ziggy Stardust! We needed him.
CharlesShaar Murray

DISC
(( YOU CANASKmeifI'mbent,” said asomewhatsubdued

Spider From Mars, “butI'llonly say no.” Notlookingin the

leastbitbent, Mick Ronson had lately suffered atthehands
ofaninterviewer who apparently was interested in such matters and
was prepared for the worst.

The Spiders From Marsare the musicians who work with David Bowie,
andwhoareeverybitasoutrageousinappearanceand style. David once
said thathehasoneofthebest-dressed bands around, and he wasn't
exaggerating. Now, hisideasin dress are being copied fast. Gary Glitter
and Sweetareonly twoofthe bands whohave jumped onto theidea, but
neitherseem to have the panache or the grace of Bowieand hisboys.
Whenall three bands appeared onlast week's Top Of The Pops, the
Spiders and David underplayed theirhand tofine effect, sothat they
retained the aura of being the real thing,and notan overdone paste
glitter imitation.

Neither do the Spiders come over as stooges for David. Theyare talented
musicians in theirownright,and the band work asateam. Mick Ronson,
like therestofthe band, comes from Hull. He came to London two-and-a-
halfyearsago, afterhe and Woody Woodmansey had both been playing
inaregularbluesbandcalled The Rats. Mick heard that David was
looking foraguitaristand socame down toseehim. He wasasked toplay
onDavid's appearance onthe John Peel show, although he didn’tknow
the music, and as things worked out, he stayed. David hasmuch tosayin
praise ofhis band, who've been working with him now since Hunky Dory.

“Ididn’tknowalotabout Dave beforeI came down, buthad heard
‘Space Oddity’, of course, andIliked that.I'd been playingin this blues
bandandjustbeing aserious musician.I'mstill serious about my music,
but notinimpressingjustasmall group ofpeople.I'mout toimpress
everybody, make it ashow and give them their
money's worth.

“Wedid splitup forawhile, last year, because
everyone was battlingagainst each other
musically, but nowit'srunningverysmoothly.”

Bowie'sappearanceswith thebandaren'tjust
likeanyothergroup’sset, as you'llknow if
you've seenthem. Heand the Spidersmake a
productionoutofit, each person integral to the
movement and music. “We gettoa gigvery early
toset up the sound balance, and thelights, then
we eat, taking it steady, then puton the makeup
and thenroll onstageat thelast minute. Itall
takes about fourhours. Webuild up nicely toit.”

It was David who put forward the ideas on clothes to the group, and
although theymight have beena bit doubtfulat first, they haverealised
theimpact the costumes have on the audience: “When we were first
talkingaboutit, IThad afewdifferentideas, but [thinkI was caughton
anoff-time.Thadalot on mymind then.Ican getpretty stubbornat
times, butonce they were made it was fine. Some people think that
we're bent because of the clothes, but that doesn't worryme. People
justlike somethingtotalk about. Ifyouwant tobe successful, you've
gottobe prepared to do things youmightnototherwise do, takingthe
rough with the smooth, and be prepared tobe talked about. You can'tlet
itaffect you.

“Actually, itmakes me want tobe more outrageousifanything. Ilike
shocking people. If we didn’t want people to talk about us then we'd come
onstageinjeans. We wantto excite kids, make them feel good, and make
them feel they can'ttake theireyes offthe stage.”

It would appear that this policy is working, as the band get bigger
audiences everywhere, withhundreds being turned away, and Bowie
finally getting the praise he has deserved forsolong. All the adulation for
David doesn't affect the feelings of the Spidersatall.

“Itdoesn’tworryus Dave gettingthelimelight. He'sthe draw, it'shis
show. Basically the people come tosee Daveand he'sgood. Heisan
outstandingshowman, a true artist. 'mlearningalot from him. Hehas
taught me how to presentagroup andhow tokeep it together. Ifitwasn't
for David I'd still be a run-of-the-mill blues musician. We're allveryclose,

but not ascloseas hasbeenrumoured!” »
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Ithasalsobeen rumoured that with agradual fading of T. Rex publicity,
Davidand the Spiders could ably filla gap inthe entertainment quota.
Although notsimilar toBolan in musical style, they have the same
confidence andshowmanship that make the grade: “Well, Marc Bolan
hadalot ofdedicated fansand heisBolan, aswe're the Spiders.I'dlove itif
wetook offlike that.admire what they have done. Bolan has gone out of
the way to give the kids musicthey canrelate to, with simple sequences.
I'dlike to thinkwe could be different. It'sanolderaudience that we have.”

Apart from the group work, Mickand David have been co-producing
LouReed'snewalbum, following Reed’s seeming dissatisfaction with his
last, which was produced by Richard Robinson. Both Mickand David
havebeenintoLou'smusic foralongtime.Ihave been blasted more than
oncebysamplesofhis sounds whilevisiting the Bowie.

“Weare concentratingon the feelingrather than the technical side of
the music. Heisaninteresting person, butInever knowwhathe’s
thinking. However, aslongas we canreach himmusicallyit'salright.”

It's not settled if Mick or David will be playingon the album; theyare
puttingall theirenergies into the arrangements.

Theyhavealsojust finished workingwith Mott The Hoople ona new
singleandaretobegin arrangementsonanalbum. David and the Spiders
have cuta track that might well be theirownnewsingle, butit won't be
released until “Starman” hasclimbed ashigh asit’s goingto. Asit's just
goneinto the USchartsandissellingalot here, it may be some time before
wehear the new one. Rosalind Russell

MELODY MAKER
¢¢ H E’'SAREALstar. Notin asort of record businessstyle,

notaRod Stewart star, if you like, or aCat Stevens, but...

aMarlon Brando orJames Dean-type star.I see him more
in that category of large-scale untouchable. It'slike he doesn’t quite
belong here. You know, he's got those odd eyes. It’s very curious.” (Tony
DeFries, David Bowie’s manager).

“I'mnot content justtobearock'n’roll starall mylife. ThereasonI'm
trying to be one at the moment issothatIcan get off. Evennow,I've got
ontoother things, great massive plans for the future!” (David, a protégé of
Mr DeFries).

“OnenightI'm going to turnup ataBowie concert.I've known him for
alongtimeandallofasuddenhe’slikeIshould getdownand kiss his
feet.” (Rod Stewart).

The moment he hits the stage ofthe Rainbow this week itwill be
apparenttooneandallin thataudience that David Bowie is much bigger
than Homerand the Monuments ever were. Not just because from the tip
ofhisspiky, carrot-coloured hair to the soles ofhis shiny silver boots he
looks astar, and notjust because he'smadeitvoguish tobe theatrical.
Listen, the boy’s got talent. He'scome along way from the Bo Diddleybeat
and heavyharpworkon “Unwashed And
SomewhatSlightly Dazed”, whichissecond
track, side one, of David Bowieon Decca.

We thoughtitanauspicious time tochronicle
therungsoftheladderintheriseandrise of
Ziggy S.Forinstance, herearesome facts: born
David Robert Jones, 40 Stansfield Road, Brixton.
Attended Bromley Technical High School. Left
schoolat 16 withtwo O-levelsinartand
woodwork. Isan ex-mod. Reads Genetand
Hubert SelbyJnr. Played sax,and ledanumber
ofgroups, including DavidJones & The Lower
Thirdand David Bowie & The Buzz, with whom
hehada Marqueeresidency supporting The
High Numbers (“we did my materialbut I wrote
verymuch like Pete Townshend”).

“Ispentall those formative teenage years,” he saysnow, “adopting
guises and changingroles. One momentI was amusician and performer,
thenextamod, justlearningtobesomebody.”

Before he made “Space Oddity”, in fact, which sethimonthe course
alongwhichhe'scurrently progressing, he wasa directionless soul
movinginanartisticlimbo.He had his own mime troupe, Feathers, with
anacousticguitaristnamed Hutchand aballetdancer called Hermione
(“Letter To Hermione” is also on David Bowie).

Forayearand ahalfhe was alsoamemberofthe Lindsay Kemp Mime
Company. He'd gone along to one of the performances and found one of
hisalbumswas beingusedas interval music. He felt so flattered he went
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“I dont want
to be profound.
The aim of an
artist 1s just to

investigate”

backstage, and eventually ended up doing productions, too. And then
hewrote “Oddity”.

“Itwas myownidea of protest.] wanted tobe anewspaper.1think
Istillthinkalittlelike that.1 didn’tactuallywantto give too many views.
Iwanted to present the images oftoday, theimages by which we setour
standards andlive,andI wanted to present themina song.

“Yousee, the emphasis placed on what people are saying,and whether
they're profound ornot, annoys mealittle, ‘cosIdon’'t wanttobe
profound. Theaim ofanartistis justto investigate. That’salll want todo:
investigate and present the results.”

The factthat therecord gotashighas Number One here (and wasan
underground classicin the States) had a paradoxically near-disastrous
effect on hislife. He'd previouslybeen doing the folk circuit, but was now
suddenly booked intoballrooms and such venues asmade money forahit
artist. The environment was wrong. He was appearing at Meccasin front
ofteenage kids whowanted whateverthe current big artist was.
Unfortunately, the happening thingwas David Bowie's “Space Oddity”,
but nobodyrealised David Bowie wasa folk singerand “Oddity” wasjust
afreaksongthatheputinhisact.

“Itwasveryhard. It was 1969,and Iwentonin frontof these gum-
chewingskinheads. As soonasIappeared, lookingabitlike BobDylan
with this curlyhairand denims, I was whistled and booed. At one point
I'had cigarettes thrownatme.Isn't thatawful? (A biggrimace)Itturned
meoffthebusiness.Iwas totally paranoidandI cutout.”

Hedecided, hesays, tojust existasa personagain, and not a performer,
and gotinvolved withanartslab, held atthe Three TunsinBeckenham
High Street, near where he now lives. He was dogged, however, by his
image, which pursued him spectre-like inthe shape ofaudiences who
turnedup essentially to peruseapopstar.

Itwassuchabad period, he explains, thathe’sblanked most of itoutin
his mind. The awfulness was compounded by his father dying atroughly
the same time. The steady slide into public oblivion was halted by Tony
DeFries, ayounglawyerwhohassubsequently becomehis manager. He
consultedhimin 1970to seeifhe could straightenout the tangled
financial situationinwhich he found himself.

Bowierecalls the occasion well: “Hesaid I can get yououtofthat,and
Ijustsatthere and openly wept.Iwas sorelieved that somebody was so
strongabout things.

“Iwasalwaysstronger than everybody else around me, more
determined and wanting to domore things, and everybody else was
mousyand didn't want totake anyrisks. It waslike goingupahilltrying
to dragkids with you— “Oh, come on, will you!” (Hemimesdragging
someoneby thearn)-andnobody would gowith you. And there was this
pillarofstrength. It waslike everything was goingto be different.”

And itwas, of course. He made The Man Who Sold The World for
Mercury, and then the tworeally got into their stride. DeFries negotiated
anewcontract withRCA,and thenearlylast
year took him on a promotional tour of the
States. He cut Hunky Doryand Ziggy Stardust,
which isexpected to break inabigway when
he toursAmericain September (he plays
Carnegie HallonSeptember28).

InBritain the forthcoming concert on
Saturday wassold outsoquickly they're staging
anotherthe followingday.l understand both
shows willbelarge-scale production events
with dancersand mime.

Inthis scheme ofthingshis public persona,
withitsovertonesofcamp, hasbeendecidedly
crucial, althoughIthinktheatricalisa much
more aptadjective in the contextofhisstageact.

Hesayshedidn't want to have to dressitup,
but unfortunately it did seem that to make the kind of breakthrough he
neededhehad toinitially put onafewtrappings.

“Itwas verynaughty of me onalot of people.Tknow.” He doesn’'tlook
abitcontrite, allthe same.

To this end he has graduallysimplified hisappearance, dispensingwith
the long gown that was featured on the cover of The Man Who Sold The
Worldand cutting off the long hair. He'd set somethingin motion, he says,
and he wasn'treally quite sure which way this monster was developing.

Little bylittlehe hasstripped himselfdown tobecome a performer who
couldn’tbe copied, unless by outright imitation. “It waslike Top Of The
Popstheothernight. Everyone came on in what they thought was David



Bowie, and David Bowie came onand he was none of those things.
Hewasjustapersonwho performed.”

Butthe campness?

“I'mnot incredibly aware of it.I've always been camp since
Iwasaboutseven. That's notapose, really. wasoutrageous
then, onlybecause my interests weren't centred around obvious
seven-year-old interests, like cowboysand Indians. My things
were farmore mysterious. I would pull moodies and say things
like, TthinkI'mdying, andsit there for hours pretendingI was
dying.I'maperformer, yousee, but people only think in terms of
camp thesedays.”

Had hisavowed bisexuality made any difference tohis
publicreception?

(Much laughter) “The only thingit everdid was to sell albums!As
soonas your article came out in Melody Makerpeoplerangupand
said, ‘Don’tbuy the paper. Youknowwhatyou've done? You've just
ruined yourself.’ They said, ‘You told him you were bisexual. Isaid,
‘Tknow, he asked me!” Nobodyis gonna be offended by that;
everybodyknows that most people arebisexual.

“AndIbought the paperand itlooked alright. But fromthen on,
theway the otherpapers pickedup onitandjusttore
atitlike dogs atmeat! Theymade this enormous
thingoutofit.”

IsaidIthoughtmuchofhisappeallayinhis
sophistication. Butthelastthinghe wanted, he

that,and itwas one thinghe wasnot.

Bygeneralrock'n’roll standards he was, though,
surely? Well, he said, he'd neverbeen involved much
withrock people before, and he didn’tknow their
attitudesuntilherecentlystarted to meet them.
Therewasall this stupid, exaggerated studiedness
that they obsessed themselves with.

Bolan, hesaid, wasn'tcamp, he was prissy. Prissy
and fey. But that was right for the age grouphe wanted
toappeal to, ‘costhey wereall fey. He'dbeen fey
himselfat thatage, poutingand mincingaround.

Hehadn'tseen Marcsince he’'d become T.Rex, buthe’d knownhim
quite well before because he’d mimed ona Tyrannosaurus Rex tour.
They'dbeen terriblywaryofeachother, herecalled; embarrassingly
wary, he'dimagine, topeoplelookingon.

“We'dsitat opposite ends of the room justlookingat each other. It was
averykinda moody thing, Isuppose, onaninfantile level.”

Buthe'dseenaspark there. He knew Bolan would be enormousone day.
“We were just terribly polite to each otherall the time.I'd never say we are
competitiontoeachother ‘coswe're at opposite endsofthe spectrum. We
mightjusthave happenedin the same period.”

Hebrokeoffasalittle reminiscencestruckhim. “The funny thingis,
hemade Steve Currie gethishaircutassoonasIgot mine. Marcwas
furiousbecause Steve and the restof T. Rex came to see me at the Central
Polytechnicand theyasked if they could come tomy partyafterwards
to tellme how good they thought we were. Marc was mad about that.
AndthenIheardaweeklater that Marchad made Steve Currie gethis
haircut! (Great laughter)

“Marchas always dealtin extremes, you know. He hashis own fantasy
worlds, hereally does, in which everything is extreme. He's lovely. He's so
terrificallyaware ofimage. That'swhatI meantby prissy. Hereally is
engrossed inhisownimage.”

Another thoughthithim. “June [Bolan’s wife] had it in forme the first
time we met, you know, and sherealised  wasmakingrecords. She hated
itthat Marcwasplayinglead guitaron “Prettiest Star”. She camealong to
thatsession, satonachair,andsaid, ‘Ithinkit’s awful. Ithink the song’s
adrag.Idon'tthink Marcshould be playing on this atall. He's got somuch
work to do, youknow, hereallydoesn’'thave time todo your sessions.’ This
war's been goingon for four years now!”

Helaughed again. Hereally can be delightfully malicious attimes—
unexpectedlyso, because he’s mainly gentle and somewhat vulnerable.
Iasked himifBolan, though, was more committed to his music than he
was tohis. He paused, looked serious and finally said he thought that was
trueinaway. “Yousee, Marconlyhashis music, I think that’s probably
thedifference. He's seenme asamime aswell, he knows myareas stretch
out, and somy conviction formusic probablyisn’tasstrongashis. He's
totally holding on to his music, a totally convinced performer.I can'tsee

Afteryearsof
falsestarts,Bowie
finally connects,
early1972

i

myselfalways beingarock'n’roll singer.

Talking of otherrocksingers, hesaidhe’dgone tosee Presley at Madison
Square Garden. They hadn’tmetbecause he could imagine whathe was
likeas aperson... “averynice, uncomplicated kindof guy” —and that
wasn'tthe Elvis Presley he wanted tomeet. It was the image.

He thought it was superb forhim tohave come out of iceandall that.
Although, hereflected, he'd never boughtany of hisrecords. Little
Richardhad always beenhisidol, asfaras rock'n’rollidols went.

LouReed, whose secondalbum he's currently producingat London’s
TridentStudios, he'd metata party. He was fascinated by his stories of the
streets, which was whyhe also adored Jacques Brel. Theyboth worked on
asimilarlevel. It was very basicstuff.

Louhadsaid this fantastic thingabout Andy Warhol, heremarked-he
waslaughingagain. He said they'd once thoughtofdesigningan Andy
Warhol doll. You know, you wounditup and it did nothing. He thought it
wasaprettygood joke, Bowie. He hadn't actually met Warhol himselfuntil
afterhe wrote thatsongabouthim. He'd always been fascinated by his
artworkandhe wanted tosee ifhe could get near to his character without
meetinghim. Afterwards, he said tohimself, hedidn'tdoabadjob.

Butthere were shades tohim thathehadn't beenaware of before. Lou
had told himhe wasincredibly strong. Once he'd wanted Nicoto tickle
Lou, sohe’sgrabbed Lou's arms behind his back and got quiteabuzz out
ofgettingherto ticklehim. “Louisa well-built guyand he couldn’tbreak
free fromhim. Hesayshe'slike a demon. His strength isincredible.”

Bowie's meeting withhimhadbeenvery peculiar. Foranhourorso they
hadn’tsaidaword, and whenhe played the song tohim, he walked out of
theroom. Warhol eventually came back and said, “Well, that was great,
thankyou.” He putonataperecorderand sat taking pictures with his
Polaroid, peeling themoffandleavingthem on the table. Then they'd sat
looking ateach other forabitand all these other people began talking,
until suddenly Warhol caughtsight ofhis shoes, a pairof Caterpillars, and
hewent, says Bowie, bonkers about them.

“I'd forgotten that he used tobe a shoe designerbeforehe wasa
commercial artist,and he wentonabout that, and that broke theice.It
was fascinating. Hehasnothing tosayatall, absolutely nothing. And he
has this white, pudding face. He looks slightly out of this world, really
inhuman.” Michael Watts o
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“Icould buy
vour house,

man. So
be careful”

JULY 22 Marc Bolan wrestles with

his first post-superstardom album,
The Slider. “Pm not promoting it,” he

says. “It doesn’t feel it’s like my Imagine.”

lunacy;I'm not doing any business.

CCI ’M JUST DOING what1 did before the

RETNA

Imake a point of walking down the
streetsnow, which Inever did; even though
Igetabithassled sometimes, it’s nice. Iwent
down Petticoat Lane the other day, wherel
used to work when I was about eight, and it
was weird but so nice. I washeavily disguised.
IThad my hairuplike asamurai warrior, with
aknob on top and chopsticks through. It's the
new phase, man. [ wentinto my grandma's
teashop and had a cup of Rosie.

“Onereasonlhaven’tdoneinterviews fora
timeis I'vebeenveryworried thateverytime
Iopen my mouth I'mhaving to defend myself,
against people that have done things without
myknowledge. NowitseemsIhave tocleanup
allthe mess that went before me. Inow guard
mywords, whereasIdidn’tbefore.I believed
people wouldn't print 'em, whichis wrong 'cos
they're gonna have to.Ishouldn't have said
themin the firstplace. It’s just teasing. I'm given
to making extravagantstatementsall the time.
I'veneverbeenruthlessin mywholelife, ever.
I'mhonest. Not Honest Harry, but honestby my
standards. NoonelknowthinksI'mruthless,
butIonlysee my friends, soI don’tknow.

“TheonlythingIdon'tlike aboutall this crap
isthatitconfuses the record-buying public,
whodon’t wannaknow any ofthat stuffabout
me, other thanwhat’s in thatplastictheybuy.

“Youknow, Idon’t know ifI'd ratherjustgive
the whole thing up. Seriously. That courtcase
businessreallydestroyed me.Ihad two weeks
whenIwassuchamess, ‘cosI'dneverfeltlike
thatbefore.Iwas changingmanagersat the
timeandIwas veryemotional. 'mavery
emotional person.
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“I'dcutall the tracks for Sliderandl justsaid,
‘Screwit!’Idid aBrian Wilson. I said, ‘F——-the
album!Don’twannaputitout.Ijustdon’t
wannarecord everagain.’

“AndIwent away forabout a week, came back
and played the tapes, and thought they were
great. Sothere yougo.I'mnot promotingit. It
doesn’tfeel it's like my Irmaginealbum.It’s the
onlyalbuminwhichI'vesaidwhatIthinkIam.

“Things change around you when you
become successful.I'venotchangedasa
person.I've never spoken tosomeone.Ididn't
sack [publicist] BPFallon-heleft. He had
nothingtodo. Hewanted toleave verybadly.
He felthe'd done whathe wanted to do. We'd
been through thebeginning
ofthethingto the growth,
and hewasjustlike coming
inandsittingdownand
talkingto the Sheffield
Standard orsomething.

“Itwasrightthatheleft,
‘coshewasvegetating
almost,andhe'sanactive
young man. ButI was very
sad.Itwasnotanartist-press
agentrelationship, whichis
whyldidn'treplace him. Everyonearound mel

consider personally beforeI evenshoutat them.

Istillseehim. Of courseitwould make him sad,
‘cos italwayslooksveryeasywhenyou'reinthe
middle of awhirlpool madness. When you're
suddenlyoutside, nothinghappens.
“Ibelieveit’sasmall thing, but that through
beingaMarcBolanoraMick]Jagger one does
change things, insofaraspeople can’tdeny
you. For me to come from the backgroundIdo
—apoor, working-class background -and now

“l went down
Petticoat Lane the
other day. | had my

hair up like a
samurai warrior”
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beingable to get five suitesat the Hilton,

means something. I remember once going
therewhenIwas 15to seeafriend, an actor, and
the doormanthrewmeout-andatthatage,
especially, thatgets you. Iwentbackrecently
and theywouldn’tletmeinagain, either.

“Isaid, Twantthe manager,’ and pulled out
a$100billandsaid, ‘Youdotake American
money, don’t you?’ —made him hold it, went
and gotthe managerand just said tohim,
‘Tunderstand exactly what you do. You think
I'msomelittle punk, whichIprobablyam,
but meanwhilel could buyyourhouse, man.
Sojustbecareful.’ Andhewentallredand
apologised. ButIdidn't getin. It’sirrelevant,
becausenext week someone
else might goinand he might
lettheminwithoutdoing
thatnumber.

“Thebusiness needs
rock'n'roll fromanybody; me
and Bowie, of course they're
tryingto playusoffl They can
dowhatevertheywant.If
David andIdidaconcert,I'm
overthereandhe'soverhere.

“Obviouslywe're very
much biggerbecause we're twoyearsahead of
him, andit’s not the same riff, either. Him and
Iwould meetinthe middleandhaveajam
anywhere, and that probably would be the best
partofthe evening. Whatevertheywant,Idon't
care. They say Dave Clarkis goingto topple The
Beatles—that'sasbullshitas youpossibly get,
yetitwas played up, even nationally, press-wise.

“Now that’s bad, almostevil, todo that. And
that’swhyIwelcome David, ‘cosatleast [ know
he'sacool cat. He'sahip dude, which is groovy.



It’sgood tohave good people about. AllIwant to
seeis good hitrecordsin the charts and good
albums by good people. Butifit’s full of Ericand
his milkcarts thenl dunnowhat’shappening.

“There'salways The Beatlesand Stones. Butat
themoment theyare trying togetsomeone to
runalongside T.Rex, whichIthink isadmirable.
David is into a whole different school to us.

“I'thinkifAlice Coopereverhappens, David
Bowie would be much stronger, ‘cos he’'samuch
betterwriter. I'vealways said he should stay
thereononeline, buthe tends tolose interest.
Ifhecanhangoutlongenoughhe’llbefine.1
think ‘Prettiest Star’ isone ofthe best things he’s
everdone. [twasdaringatthattime, 'cosafter
‘Space Oddity’ itwould've been easier to put out
something with astrange Mellotron sound. But
I'mpleasedit’s happening for him. He's suffered
the fate of peoplelikemyselfand Rod Stewart.
Peoplesay foreight years you're going tohappen
and youneverdo.It'shorribleif you'relivingin
Balham orsomewhere like that.I've always
wanted rock stars tolook groovy. Youcaneven
wearadenimjacketifit'sgotanApollo'shead on
the back. ButIneverwearclothes onstage that
aren't functional. That's whyPete wore aboiler
suit for years; it's easier to play.

“Nooneever wore that glitter under theireyes
before.Soit'sbecomingtheatrical, butitalways
was. The thingis theartistsare doingitnow,
whereasbefore it was dictated by managers.
Ha, IseeJaggeris wearingglitternow. Butin
two monthsit’ll all be over, ‘cos everyone is
looking the same.I've done mybitand that's it.
Onthelast fourgigsIwas dressed very plainly.

“Despite what’sbeensaid, Ishall never give
up gigs; because that's the wayIneed to
communicate with people.Ineversaidit,
anyway.Isaiditwasgettinghardtoworkand
we'd havetorethink the way wedid it security-
wise, in termsofworkingoutastructure to play
in;notbefore 5,000 people getting crunched up.
I'dlike to play in abigstadium and charge about
25penceahead, maybeafootball ground.

“And thenI'dlike touse other people ongigs:
another drummer, back-up singers—Howard
andMark, ormaybe a couple of black chicks;
Iwanttospread out.I'dlike maybe tofind
another guitarist toplayunison things, to get
offoneachother.Istilldon'tbelieve we've even
started, but youcheckit out—every timeasingle
ofours getsbelow Number 12 on the charts,
someonesays T.Rex have passed their peak.

‘I'mnotajournalistwhenIwrite.Irecord the
eventsinmylife.Ifyouseesomething on the
news, you'reseeingitallthetimeandIdon't
thinkonereally wants the same coveragein
rocksongs. LouReed?I'veonly heard several
tracksat parties. Ineverliked The Velvet
Underground. Thesingeralwayssoundedlike
abadcopyofDylantome.

“There wasaperiod whenIcovered
everythinginaverypoeticstyle. Theimages
were poetic. They're noless now, but theyrelate
topeopleratherthanthelandscapesofmyhead.

“Ask me whatpoets Thaven't read? Beowulf... 1
wasreading him whenIwas nine. ButRimbaud
was the first poet that really rocked me. When1
read him1Ifeltlike myfeet were on fire,and that,
infact, altered my whole hairstyle, ha!

“I'mtold allromantic poetshave adeath wish,
andI'mdefinitely aromantic poet. Let me sum
up:Ifeellikearock'n’roll starwho'swriting for
the peopleaslongastheywanttolisten. Ifthey
don’t want tolisten,I'llbecomeapoet.”
Interview by Michael Watts

MM JULY 22

Metal Guru
“Metal Guru”is
aFestival Of Life

| song.|relate metal
gurutoallthe gods
around.lbelievein

onhis

newLP
aGod, butlhaveno

| see page 28
religion. With “Metal

Guru” it’s like someone special; it mustbe a
godhead.thought how God would be; he'd
be all alone without a telephone. | don’t
answer the phone any more.l have codes
where people ring up at certain times.

Mystic Lady

“MysticLady” has linesinitabout Bobby
Dylan.Inthe lettersin your paper they were
sayinghe was dead.|feel close to him'cos
he's anice man.Imet him two monthsago at
someone’s house. | didn’'t expecthim to
know whol was.

Rock On

“Rock On" was writtenina Cadillac going
between gigsinaplace called Chevy Chase,
outside Philadelphia[it's in Maryland].

The Slider

The album was originally gonnabe called
“Rabbit Fighter”, which is one of the other
tracks, but this came through. “Slider”
sounded much more sexual, sort of raunchy
young man. | wrote some of the lines when
Iwas about eight, actually: “All schools are
strange”. Lyrically, I really like it.

Baby Boomerang
“Baby Boomerang"” was written in New
York.| adore this. Thistome is
like writing a Dylan song:
“You're talking with your
boots/Andyou're
walking with your
mouth”.It's one of
the best thingsI've
written this year.

Spaceball Ricochet

It's totally apoem about
my life: “I bought acar/It
was oldbut kind"”.In the
filmwe used a200-quid,
beaten-up 1948 Cadillac,
whichis lying outside
Ringo's house some-
where. | bought it off him
and lhaven't picked it up.
It'sthe only carl've ever
driven.ldrove itdownan
aerodrome when we
were shooting.

Buick Mackane

“Buick Mackane” is like
ZepRex.It's like yer
heavyrock,it’s one of
those. It's dynamite.
Buick Mackane is a chick.

SINGLES & ALBUMS

“It's a song about me”

If youwannagetinside a chick, man, it’s
gottabe called Buick Mackane to get off
with me.

Rabbit Fighter

“Rabbit Fighter” has got the best guitaring
I've ever done onarecord, | think.

Ballrooms Of Mars

A very personal song. Dylan and Lennon get
inthere, and Alan Freed. “I'm talking 'bout
night-time/When the monsters call out”.|
believe Bob Dylan of all people knows about
that night-time thing. It comes throughin
“Johanna”. There are noreal monsters, |
believe, but | think one can make them. I've
manifested creatures when | was into magic,
but it comesfromhere, baby;it's up there.
The Lyceum always looked groovy, and this
isthat barren landscape, like a big Lyceum
ballroommade of silver. All the astronauts
getupthere and leave the whatsit, the
module, and it’s like “dum da dadada” - all
thisjiving and riffing going down. What
would happen to the world? Rock'n'roll is
here to stay, mothers.

Chariot Choogle

“Pasolini toad” - Pasolini is dynamite, man.
Yousee, | do getallthe journalismbitin, but
Idoitinadifferent way.

Main Man

“MainMan"isasongaboutme: “As achild
laughedalot... Nowitseemslcry alot”.
I've never cried so much inmy whole life as
this last year. “...giraffes inmy hair”. That's a
Top Of The Pops flash about having giraffes
coming out the top of my head. Ithought it
wouldbe funky.I'mweird, man. Let’s go.
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October30,1972: theNew
YorkDollsbackstage atthe

EmpirePoolduringthe
WembleyFestival of Music
-{l-r)BillyMurcia, Johnny
Thunders,DavidJohansen,
Arthur“Killer"Kaneand
SylvainSylvain

we had
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MELODY MAKER

HEYMIGHTJUSTbe thebest rock'n’roll band in the

world. And whether you believe that ornot, you're going

to have to take notice of them... The New York Dolls.

Musically, they hurt, because they don’thave any

manners. They can’t play very well. They pout, and

swank, and shake their bums with the hellish thythm
thrown up by their drummer, who wears driving gloves and smacks
aboutlikeamadman.

Thesinger, alovely young replica of Mick Jagger, shoutsas though each
word were a swear word, and the rock-a-boogie swears on tomeet its evil
end. These are young New Yorkers, seemingly unimpressed with the
switchesand swatches of progressive music—asis their growing
audience. Not for them any boring, endless singer-songwriters; not for
themany polite sobering up in the quality of rock.

Not for them anyattention towhatold men are flogging offas hip. No
class, little discussion, juststuff wild and unsubtle. And it makes
wholesome sense. The New York Dolls are a five-piece with nomanager,
no record company, no publicity unit,and preciouslittle equipment, and
yettheir quest mustbelogged.

Forinthem, and theirkind, lies the rebellion needed to crush the
languid cloud of nothingness thatrolls out from the rock establishment,
and fallslike endless drizzle onthe ears. Theyare growingup within the
hotswathe cutbyAlice Cooper. They have
picked up ontheremnantsof things that

Singer David Johansen isayoung, bubbling spot ofJagger, butinstead
of straight copying, he justcamps naturally, and shoutslike a bitch.
Then there was strange, supine bassist Arthur Kane, blond, and with
white makeup, tights, high-heeled shoes, and a mouth full of surly
posing. He struck loud patterns, while drummer Billy Murciadrew
savage percussion.

Youhear thisband fora minute, and there’s one thought in yourhead
—youwanttodance.

And the people at Mercerleaptupanddown, sideways and went well
crazy on the flooras The Dolls’ music gotlouder,and sawed about the
room.It's simple music, just rock and blues, but it's played right, and
played withmonsterarrogance.

Theylookyoung, too. Nolazy, bored 30-year-old in jeans, picking notes
and theirnoses, but kidshaving agreat time, playingheavyrocklike it
hadjustbeendiscovered. They're goingto make greatsingles, are The
Dolls. Now theylive inan attic, juston the Bowery, inadimlylit, seedy
area, whereactivity consists of pool rooms, and standing with little or
totallylostambition on street corners. Bo Diddley was on the stereo, and
acouple of big dogsfilled the staleairin theatticwith doggysmells.

Acoupleofladiesarebusyin darkcorners, and the toiletisa sink. For the
Dolls, moneyishard comeby, butevenwithalittle, luxuries like cans of
Budweisercanbebought.

Theywere formedinJanuaryofthisyear. “Three of usknew each other,
twoofus didn't,” said Johansen. Their first gig was a political benefit
party—theydon'tknowwhat politics were
involved—butanad in The Village Voice,

havebeen misused. Theysoundlikeacross
between The Deviants, Pretty Thingsand
very early Rolling Stones.

Inotherwords, the circlehas indeed
turned. The need forwildnessand
arroganceisbackagain,asmuchasitwas
during the '50s. Aneed to enjoy without
inhibition. The Dolls are one of the possibly
many bands—mostly veryyoung-who
are crawling out of the shadows castby
theireldersand, withsneakycheekand

X 4

New York Doll

plusashoddy picture, launched them.
There wassomethingabout the “ad” -
alittlemagicmaybe.

“Ithinkweall felt somethingwaslacking
ay inmusic. Itwasn't excitingany more tous.
Everyone was hangingaboutonstage,
beingmoroseas well... Wedidn'tdig that.
Wereckonedwhatbands werelackingwas
PIZZAZZ. . WeknewwehadPIZZAZZ, we
knewwhatwe wantedtodo. We wanted to
playrock,” said Johansen.

brash egos, pulling notes of scorn against Invite You Beyond the Valley Being young, whathad they picked up

the establishment. A Berbed m:::ahu-n on;inotherwords, what were theirroots?
Their music may sound like drivel, but —_——— Juckls Cett ti Eotes Roommete R “Well, we picked up onanybody that was

whateveritis, itisindeedalive—andyou Wt lirent . Memwid by ST N INISS, really good. The Stones, Kinks, Pretty

canseeanaudience dance themselves
deadandblurtheirminds crazytoit. Arock
musician maybelikenedtoafootballer. He's at
his best when young. The mature years over25
meet formore stylish eclecticplay-the stingin
the tailbecomesawiseglowintheeye. After28,
thestylebegins todim, and then even being
wise cannotmatch the impactofyouth.

Androckmustbe young.

Beingwisealsofails tothrowupanysort
ofugly, butfiery, ego. Confidence becomes
asubstitute for thatcharacter, but egos, no
matterhowsickeningwith theirarrogance,
make for colour. The Dollsand theirlike have
colour, the colour thatis nowbeinglightly
paintedinpastel shadesby theirelders. The
youngsters paint with blood.

It'sratherlike changing one’s hobby from cock-fighting tochess—
growingold, thatis. The music follows suit—watchingthe New York Dolls
islikewatchingnotjust a cock-fight, buta dog-fight—indrag.

Theydon't haveanythingtosayofimportance offstage. Theyaren't
talkers, they don’thave anyamazingconcepts todrawlonabout,
theyjustwant to playwhatthe people want tohear. Really, it'sas simple
asthat.

The firsttimeIsawthem wasatGreenwich Village's MercerArts
Centre, and theydid everythingright. They played Bo Diddley's “Pills”
inaverybrash way, dressed inavariety ofclothes, women's shoes and
vampy makeup.

Guitarists Johnny Thunders and Sylvain Sylvain were highon treble
and big, fast chords —fewriffs, justrockand blues, nicelyoutof tune in
places, and evil. It owed nothingto therespectelectricguitarhasgotover
the past few years.
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“We don't try
and offend
people, but

somehow we
do offend”

Things, Pink Fairies. Oh,and James
Brown.Andsoourmusichasalot todo
with the way we were brought up. The time is
right forsome good rock again... Some good
thingsaregoingtohappen.”

Did they everimagine that people would
actuallylike what they played? “No, notreally,
whathashappened has been prettyamazing.
Imeanwehaven'tevengotany equipment,
exceptguitarsand harmonicas.”

Afewweeksagosomebody described the
Dolls as “subterranean sleazoid flash”, whichis
maybe getting quite close to the core.

“Ithink that,onasociallevel, wetrytobe
inoffensive —but it doesn'twork. We don'ttry
and offend people, but somehow we do offend.

“Yousee, we don't want nobody layingdown anyrules. Wedon'twant to
getinvolved with corporate enterprise. At the moment that makes for
hardliving. Where do we get money? Well, basically we hassle. We've
been picking up about five dollars for the gigs at the Mercer.”

Fivedollars?

“Yeah, andsometimesless,” said Johansen.

“Alice Cooperis possibly the better of the top bands, but really the music
scene to us didn'thave much going for it —except money. Sure, there was
money, but there was novitality. Tknowifl was 13,I'd be offon Alice
Cooperlikecrazy. Alice tome would be the greatest.”

Offers have been pouringin fromallangles tosign theband. “We
haven'taccepted any. We're waitingto hear the whole situationon
everything. What'sa good record label?”

Thunders cutsin. “Yeah, nice people beinginterested— the more the
merrier. Youshouldhave seen uslast night, we were just flawless. You
know, everyone was dancing. Rather than have themsittherelistening,



wewant themdancingon the floor, we want them

getting offtous. We'rerock'n'roll.

“Sure, we have few technicalities about our music,
but, my God, we have feel. We don'tattempttobea
type of Segovia with guitarwork, butwhen we play,

everyone casts their shackles aside and dances.
We're playthings; kids want to have us.”

Johansen: “The thingaboutrock todayis thatyou
have toimpress somebody, have torelate to them. It
lostalotwhenitbecame justlike that. Theyforgot

thatyoualsohave toentertain people.”
Andwithacouple ofgigsaweek, the Dollsare
entertaining. “Isitacrimeto fall in lovewith

Frankenstein?” isaline from “Personality Crisis”,
oneoftheirself-penneditems. “Thelyricsare high,”

Johansentells us.
New York, says Johansen, hasalotofgood
musicians. “Butthey somehow find difficulty in

playing together—inagroup. Wedidn'thave any

troubleatall. We wereagroup from the start—
apropergroup.It'sgottothestate whereit'sall
wewanttodo.”

Sothenextweek downthe Mercer, the crowd was
twiceasbigand there were twice as many people
dancing. The Dolls are makingitinan old-fashioned

way. There'snohype-they'rejustthe bestnew,

youngbandI'veeverseen. Yes, young. RoyHollingworth

MELODY MAKER

EDNESDAY 10PM, THE Mercer Arts
Centre, Greenwich Village: and now for

something completely different.

The Mercerisanextremely comfortable Arts Lab
thathas thrown up severalnames, including Dustin
Hoffman. It consists ofamaze of concert rooms and
extremely modern theatres. Wayinthebackinthe

Oscar Wilde Room, astrobe light flicks slowly,

pickingoutastage thatcontains onlyone micand

three keyboard machines.

Thereareahandful of peoplein
theroom. Theydon'ttalk,and the
strobe just flicks. Its electrical flick
ishypnotising.

Thentwofiguresappear—oneis
dressedlazilyincasual clothes, the
otherisdressed tokill. Hisfaceis
covered inglitter. His clothesare
shoddyandblack, andon the back of
hisleatherjacketisjewelled Suicide.

Yes, thisis Suicide, atwo-piece that
make appearances everynowand then.
Theyareappearances toremember.

The only music—assuch—comes from
the manipulationofthekeyboards.
The powerand effectis startling. First
adrone, keeping both there, and then
ingeniously spinningmore webs on the
top. It'sloud —butneeds tobe, forthe
songabout to be delivered consists of
only twochords.

Itisaheady,starktrip. Thestarkest
tripI'veeverseen. Thesingerstalksthe
stage,and at full volume shouts words
aboutlove through the speakers. The
chords justooze upand down, and they
aresludgyanddirty, and thetexture
gainedissorightastoberichly exciting.

It'slike havingaclawrip down yourback. Itlurks onwards, and the
singer jumpsoff the stage and crawls over the floor. “Ilove you,” he sings

inthisevil voice.

Afterabout 15 minutes of this same number, somebodymade to leave,
was harassed by thesingerfirst,and finally fled through the door. The

Suicide’sAlan Vega
performs “APunk
Mass” at the Project
of Living Artists,
Greene Street,New
York City,May1973

doorshould have beenlocked for full effect.
Itwashellinside there.

Onebyone, peopleleftas thedirge grew
onwards.Itwasa pleasurable case of just
how much couldbe taken, of possibly the
most frightening blend of music going
aroundtoday.

Itwas fascinating—how two people
could create suchathick wall of sound
andatmosphere wasan unbelievable
achievement. Itroared, and groaned, and the
singersmacked himselfonthehead with the
micacoupleoftimes, and then fellinaheapin
acorner—and whimpered.

Was this the end of musicas we know it?

Ooooooh!Itwascreepy.

The nextnumber was soviciousthatIputmy
handsovermyears. Itclawedinto theairwith
such malice. So dramatic, sowell done. Really,
itwasincredible.

Suicide were certainly the mostawful
sight ever—and yet, in the most bizarre way,
itwasatherapy forthe mind.

Whathasrockcreated?In New York Cityithas created things that
reach from the pinnacle of obscenity, through hapless-lazy rockn’roll,
to boredom, and tosheer musical vomit.

It’slike itbeing in asewn-up sack. Itdoesn’t know howto get out,and it
mostcertainly doesn't know where it’s going. Roy Hollingworth @

© PAUL ZONE

HISTORY OF ROCK 1972 | 97



Peter Gabrielin
1972:“Thereisan
elementofescapism
init,butthereis
nothingtodo with
the drugculture”

OF ROCK 1972
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very well indeed. “The
energy flows in,” says
Peter Gabriel, “and MELODY MAKER
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we pu3h It out o ETER GABRIELIS a quiet and nervous chap. He sits

twistinghishands while his eyes bore from ahigh
forehead that mightindicate supreme intelligence, or
is simply the resultof shaving partofhis scalp.
He pondersawhile, then out comes arush of sentences,
amessage tothe outer world. Getitdown quickly;
because transmissionmay suddenly cease, and Peterwillbe winding
himselfupinsideagain.
“Trybeer,” Isuggested. “Ithelps yourelax.” Petershook hishead.
“Coke,” hesaid faintly. “I'll have a Coke.”
Not bad going, because Peter, the flute player whowill take onamotley
audience with menacing verbiage, had thrice refused refreshments,
evenwhilehis fellow musicians
were gladly absorbing lager. o
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display. Butbehind the scenes—just plainold-world courtesy every time.
And Peter Gabriel, who canhold an audience with hypnoticease, and
launch into the most powerful flights of fantasy, has none of the
brashness normally associated with the hard-giggingrock musician.
Peterand Genesis have come along way since their debut album under
theauspices ofJonathan King, who produced them back in the dark ages.

Theirmusicand attitudes have changed, improved, and progressed,
until theyhave reached that most exciting time for all groups, when they
haven'tquite cracked the publicitybarrier, but are enjoying the much more
worthwhileandrewardingacclaim of genuinely appreciative audiences.

For Genesis have theirfans, who know about the music, and the lyrics
and theact,and plot their course through the clubsand corn exchanges.
They cheerwhenPeterlaunches intoa brief
resume of the plotof “Musical Box”, one of their
mostemotive pieces. And theyleap toapplaud
whenthelights explode to the music with
brillianttiming.

What struck me mostabout theband, after
nothavingseen them forayear or so, was the
strangeaura they managed tosustain, even
within the municipal confines of the Watford
TownHall. They seem tobe super-relaxed,
or floating, which probably stems from the
habit ofthe guitarists insitting downtoplay.
Evendelays betweennumbersdonotseemto
matter. The audience knows the next piece will
beequally complex.

The strongest interplay seems tocome
between their remarkable drummer Phil Collins and Gabriel, probably
because Phil hasa strong personalityand Peterused tobeadrummer.In
fact, Petestill hangs ontoasolitarybassdrumwhichherapsfromtimeto
time, betweensinging and fluting.

The feelingand excitementofaband that ishappening musically,and
knowsit, isonlyrarely experienced. Ithappened for Led Zeppelin, The
Nice, Jethro Tulland a few others whenthey werejuststartingout as
supportbandsorlocal clubattractions.

Thatfeelingis happening now with Genesis, although they are not
entirely convinced that success is just around the corner. How do they
feelabout “success”, howwill the band evolve? Andhow do they feel
aboutsuch contemporaries as Alice Cooperand David Bowie? Peter, Phil
and guitarist Steve Hackettassembled to talk this week in London, just
priortoalightningassault on Holland.

“Yes, our stylehaschanged alot—evolved inthe last year,” said Peter,
sinkingonto anuncomfortable stool and wobbling slightly.

“Welike tocreateamoody,
dreamlike qualityinthe
music”:Genesisin1972-
(l-r)Mike Rutherford, Tony
Banks, Phil Collins, Steve
HackettandPeter Gabriel

-
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“It was hard
to get across
on a single
what the band
is all about”

“Itchanged when Phil came along and Steve joined on guitar. Andit
willchangeagain, because we will be doing all new stufffor our next
album.It’s the only time we can getto write—whenwe workonanalbum.
Wehope tohave a new showby January, which willbeacomplete
musical presentation.”

SaidPhil, “We'll be using back projection with abigscreen behind us.
Whatwe've gotat the momentis verybasicas faraslights go. Alot oflight
shows are just rubbish, with pretty patterns playingon the band. We went
through aperiod when one of ourroadiesleftus and thelights justdidn't
happen.Itwasbad karma. Butwithlights—anythingdramaticthat helps
the musicis valid.”

Peterbegan tomuse. “Originally we tried to do folk-type numbers, and
it's allworked up toa crescendo. Now we've got
anact we'vestartedto take control ofthe
audiences. In the past, webodged ourway
through things.

“Isupposeitstarted foruseat thelegendary
Friars, Aylesbury. That's where people first got
toknow us. It’sall built up mostly through gigs
rather thanpublicity. People seemto know our
numbers, and those who dislike our music the
firsttime, pick up on uslater.”

“Happy The Man” was theirlast single
release, anditdidn’tknock me out. Butafter
hearingitlive, it'sa songl constantly whistle, in
tuneless fashion. Said Phil, “Itwashard toget
acrossonasinglein three minutes what the
bandisallabout.”

Sowhatisthe band all about?

“Idon’tconsciously think about itallasanact,” said Peter, whose stage
movements haveaballeticquality thatcould earnhimanauditionat
Covent Garden. “Alotofitisbased on fantasies, without them taking over
from the music. There is alotof freedom in the music. Nobodyhas to
compromise toomuch. In ourwriting, weare trying to dosomething that
hasn’'tbeen done before, and that is to writeacombination of sections
thatmatch.

“Wehaveanumbercalled ‘Musical Box' thatiscomposedin this way.
It'squiteacomplicated story—about
aspiritthatreturns tobodilyform
and meets aVictorian girl. Hehas the
appearanceofanoldmanandthe
relations with the youngladyare
somewhat perverted, sohe gets
bumped offinto the never-never.”

Znesis

hahhry the man

/ seven stones
o



Who's theleader of the group?Peter?

“No!Wejustsquabble. Wehave ademocratic system.
Thereare fivein the group and threerepresentsa
majority. Whenweare onstage, wereally feel the energy
comingoff—man.” Peterlaughed. “Thatsounds
American. Theenergyflowsin,and we pushitout. We
need success togetthe band into the nextstage. And
anyway, thebandis£14,000in thered atthe moment.”
ChrisWelch

MELODY MAKER

PARTICULARQUALITY OF certain
Asuccessful groups has been their ability to

create moods, to take an audience alittle
further than the surface excitement of aninsistent
rock beat. Their entire performanceiscalculated to
one end - to grab and disturb listeners, to play upon
theiremotions.

Genesisaresuchaband, andasaresultofabundant
ideas and novel approach, theyhave gained analmost
fanatical following, who enjoy the jokes, delightin
perversity and willboo theband thelengthof the
motorways. Duringtwo years existence of their present
lineup, they have gradually developed a personality
thatappeals strongly to connoisseursofeccentric
Englishrock. AndwhenPeter Gabriel, partially shaven
leadsinger, coolly suggests thatloyal fans mightcare
tobarrack performances, instead of givingvent to
the usual standingovation, they oblige with good
cheer—andboo.

The historyof Genesis isnow fairly familiar. Suffice to
say for those who know naught oftheirworks that the
core of the band came from Charterhouse school, where
Peterand friendshad daydreams of writinghit songs for
Dusty Springfield. They were encouraged byanold boy
whoused tovisit the school-JonathanKing.

A )
Gilbert &
Sullivan
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Genesis

CHARISMA

Onceinawhilethereisaneventon
the albumfront, an occasion when
anewrelease is greeted with eager
anticipation, and notjust perfunctory
acceptance. Foxtrot is such an album.

Amilestoneinthe group's career, itis
also animportant point of development
in British group music. For Genesis
have reached a creative peak with this
collection of songs. The lyricsare
absorbing, andrange from the social
comment of “Get'Em Out By Friday”,
to amixture of myth and fantasy.

Thereis akind of gripping menace
in the combination of Phil Collins’ and
Peter Gabriel's vocals, while the band
interprets the themes with great care
and ability.

The creation of moodsis the basis of

keyboardsplay a great
partinsettingupthe

atmosphere, while Phil Collins' fine
drumming holds the arrangements
together and pushesthem along.In
somerespects there are detectable
similarities to Yesin their concept, and
one theme in particular reminds me of
“Sweet Dreams”.

Butin the mainthere is great
originality intheir work, and pieces
like “Time Table” have a quality of
beauty. The lyrics of “Get’'Em Out”
are particularly good: “I represent afirm
of gentlemen who recently purchased
this house andallthe othersin the
road/In the interest of humanity
we've found abetter place for you to
go-go-go”. There is a touch of Gilbert
& Sullivan and Victorian irony
evidenthere.

“There were four of us songwriters,” says Peter; “Tony
and Mike of the present group and Anthony Phillips.
But our songwriting wasmarked by a tremendouslack
ofsuccess. We were writingstraightsongs. I think we
had one coverversion thatwasrecorded by Rita
Pavone'sbrother.

“We tried togeta band togetherasa vehicle forour songwriting, and
thatalsofailed. We went flogging our wares around the business,and
most people turned us down. The Moody Blues showed aninterest,and
then we met Strat (manager Tony Stratton-Smith). There was atime
whenweheardofanAmericangroup called Genesis, and we changed
ourname to Revelation. We then heard they had disintegrated and
switched back to Genesis.”

The grouprecorded its firstalbum with Jonathan King in 1968, but it
borelittle resemblance to the present-day Genesis and so theylike tocall
theirlatestalbum, Foxtrot (Charisma), their third, althoughit’s their
fourth. “We tried to write some structured songsin those days,” recalls
Peter, “but the publishersdidn’tlike thematall. This was before we went
ontheroad, and we were playing for our ownpleasure. I suppose our
ideas were fairlyidealisedand abit over-romantic. Initally the band was
avehicle forwritingand ithas developedas we have gained experience.
Westarted out with asmall, hard core of followers, who gave usagood
welcome wherever we went.”

How did Peter explain theirappeal? “It was the flights of imagination
and thelyrics probablyat first. Nowit’s abit different aswe have amore
extremestageact.It’s allbeen there for two years, but we have tried to
improveonit.”

Peteremphasised that theideasin theband came fromeach member.
“They're not allmine, youknow - it’s avery democratic system.”

Partoftheirdevelopment hasbeenanincreasinglyclever use oflighting
inthe desire tomake their show visually exciting. “We have a fairly
integratedlight show that relates more to the music than most. Lightsare
oftentrimmingsand they getinthe way of the band. They don't convey
the different moods with different colours.”

ButGenesisplantochangeall that. “We're going to get twolight towers,
twoonstageand twointhe audience. And we wantawhitecircular

Genesis, and they have managed to
transfer those in highly successful
fashion fromtheirstage art. Tony
Banks’Mellotron and other assorted

Between themthe band summon
up aremarkable array of instruments
which give asweeping grandeur to
the sound. Chris Welch

backcloth.It’sa petideaof mine to have semi-circular backcloth which
willhopefully give usalargereflective surface.”

How close were Genesis to theiraudiences? “Wehad a greatnightat
Aylesburyrecently when weasked the audience tobooinstead of cheer.
Thenlast night we played at Greenford and it was easy to recognise the
Aylesbury contingent—theywerereallyabusive. Theyreallyareagreat
audience! Theylike the concept ofourmusicand welike people tolike us
—it’sverysimple.

“Welike to createamoody, dream-like quality in the music, and we use
ourstage acttoenhance the moods. Wedon'tappear tohave much

humourbut there are things we laughatand we

are putting more humourand more subversion

intothemusic. Thereisanelement ofescapism

init, but thereis nothing to dowith the drug 2
culture, whichIdon'tlike. Weshould beable

tocreateandsustainmoods onanaturallevel.
Idon'tthinkdrug-induced statesare valuable.

“Sometimeswelike tosay thattheaudience
enjoys the music, butreally the music enjoys
the audience. Personally,Ilike toseeany
response that people want togive.If people
wanttodancetheycan.Ithinkthat'sgreat. On
the whole, people are inhibited, myself
included. Any expression to musicis pleasure.
Genesisbrings express relief. Well, it works for
me.lcanget completelyengrossedin the
music. Rhythm for the body, and stuff for the
mind. The powerof musicis unlimited. In the
future, music will be used toheal, whereas
now itoftenmakes people sick.” Chris Welch ®
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BryanFerry,Brian Eno, Phil
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MM People.Ithinkasingle isnecessary; afterall, mostofthebest
thingsinpophavebeendone inthat medium. We've always
LMOSTAYEAR ago to the week, Bryan Ferrysatin wanted tomake them, andIdon’t want peopletothinkit’s
acouncil flatin Shepherds Bush and explained his acop-out—that’ssilly. There's nothing wrongwith being

timetable for the next year. Hehad thisband called commercialifit’sgood, like The Whoand the Stones. I'd like
Roxy, and he said that they were going to make it “in oursingle tobethoughtofinthatarea.”

ascivilised away as possible.” Willitbeahit? “It could be much stronger. We did alive

Allhe wanted was the bestmanagement, the best version for the BBC yesterday which was full of power—
agency, the best record company and alargebagofgold coins—andifhe thickand rough. Butthe recordhassome fine bits. Oh, 1
gotthem, he knew the band would be very good, and very popular. One don't know what tothink of things any more.”
yearlater, theirmanagementis EG, theiragency Chrysalis, theirrecord Bryanwantstomake theirsecond albummuch quicker
companyIsland -and theirfirstalbum’sat Number 29 in the MM chart. and cheaperthan the first—whichitself wasn't expensive
They're playing the best gigs (with Alice at Wembley last month, Bowie at tomake. “We’'ll justdoacouple oftakes on each number to
the Rainbow next), andin November they re offto the States. Their first geta ‘live’ sound... There weren'tenough mistakesonthe

single comes out this week and ifit doesn’'t make thechart, thenit'llbethe | firstalbum.It'llbemuchwilder.” He's frustrated by the
firstthingthat’s gone wrong in 12 months. Forif Roxy Musicgoverymuch | factthathe can’thearproperly whattheysoundlikeon

further, they'll be one of the great success stories of modern times. stage— “and people say we're much betterlive thanon
Oneimagines thatcountless hard-gigging pros, upand downthe record. I neverexpected that-Ialways expected that we'd
island, are swearingtheirheads offat the way Roxy have taken off. After bearecordingband, really. ButI'mreally pleased about it.”
all, only acouple ofthe band's six members have anyreal experience of Andy Mackay would have made a great hipster,had he
lifeontheroad. Duespaying, asfarasRoxy isconcerned, hasbeen beenborn25yearsearlier. Almostover-endowed with
virtually eliminated by acombination ofimaginative excellenceand cool,he'dbegreatinazoot suitand anaked-lady tie. As
intelligentstrategy. And these twoadjectives —imaginativeand thingsare, Andy adds alot to Roxy Music, in terms of style.
intelligent—pretty well sum up where they score over the muddy morass His playingisn't secondary, though.
of mediocre pickers truckin’ nightly upand downthe M1. Asbefitsafancierof King Curtisand
Alargepartinthe success hasbeen played by John Peel—-who, with his EarlBostic, his contributions are
producers John Muirand John Walters, hasgiven them regularairtime trenchant and memorable.
sincethe very early days. They 're playing Crystal Palace thisSaturday, Hebegan musicallife asateenage
with Edgar Winter, Osibisa, Stone The Crows and others. Certainly, many oboeistinthe London Schools
newlisteners willbecome ardent fans through exposure to their blend of Symphony Orchestraand didn’ttake
witty visualstyleand Ferry's strange, compelling songs. There can be up the saxophone untilhe went to
little doubt that they're moving the music forward, stylisticallyand Reading University, where he took
aesthetically, whilereaffirming the strength and validity of its roots. apleasant course which combined
BryanFerry iswearingasomewhatdistracted air these days. His Musicwith English Literature (How?
album’s in the chart, he's movinghouse, he's tryingto write some new “Old English madrigals”). Unusually
songs—toomuch to be takeninatonce. Howdoes it feel, Bryan? “Couldn’t | forareedman,hehadnojazz
tellyou.Ifeelina complete void atthe moment... very unsettled. It'll get influence whateverand playedin
betterwhenwe gototheStates... the travellingwillbe more interesting.” acollegesoul band called Nova
Facts:he comes from County Durham, is26yearsold, and studied Fine Express, aswellasjoining the
Art (paintingand sculpture toyou) at Newcastle University. Started university orchestra. Healsobecame heavily involved in avant-garde
singing insoulbands, notably Gas Board, and thenreturned to painting. musicand began toorganise concerts with guest artists from London.
Wonascholarship from the Royal College Of Art, exhibited his ceramics, Amonghis influencesat thistime were MortonFeldmanandJohn Cage.
andveered awayagainin the winterof 1970, when he beganteaching Leavingin '68,hehungaround London forawhilebefore splitting to the
himselfto play piano, and started a period of intense writing which East, which “was the obligatory thingto do thatyear”. Comingback, he
produced most of the music Roxy Music plays today. did oddjobsbeforeleavingagain, this time forItaly. He stayed ayear,
Theirsingle, “VirginiaPlain”, exemplifies his approach towriting, practisingand writingmusic, and teaching English. Returning, he met
which freely criss-crossesbetween the visualand aural arts. It’'sbased BryaninJanuary'71.
aroundapainting of the same name whichhe didyearsago, andwhichis “Iknewlhadtobeamusician, andI wanted to be arock musician.I
itselfa three-way pun. The name, of course, comes from a brand of supposel could'vebeena classical oboeist, butitdidn'tseem free enough;
Americancigarettes—and the painting consists ofalarge cigarette pack, andIcouldn’thave supported myselfby playing electronicmusic-also
with themotifofagirl, placed at the end ofa plain;so the cigarettesare the audienceisverylimited, the only wayIcould bea musicianwasin
VirginiaPlain, the girlis Virginia Plain and the plainis Virginia Plain. rock-butwith people whohad alotofideas. The way we tackledit... we
Howittranslates into the song israther more complex. “The paintingwas couldhave goneontheroad and playedall the colleges, but very early on
asortofthrowaway watercolour,” he says, “and the song has lots oflittle wedecided to doit the other way, todoonly what we wanted. Beingon the
images and throwawaylines. The painting was donein '64, and although road for the first time is great—I haven't enjoyed myselfso muchinyears.”
the songwas writtenthisyear, itreflects the feelingof that time—Iwasup Andyisverymuchinvolvedin theband's visualstyle. “LastyearI'd have
inNewcastle, livingwith aguy who'd helped Warhol to make the Marilyn beenvery surprised to find that what we're doing nowis somuchin
(Monroe) silkscreens.It'sawhole fashion.Itseemed very remote then—

American Dream thing, livingup
thereyetconstantly thinkingabout
Warhol's Factoryand Baby Jane
Holzer.It’sgotsome other thingsin
itnow: Vegas, Nevada, Route 66...”
Thesharp-eared will catch theline
“BabyJane'sinAcapulco/Weare
flyingdown to Rio”, which reflects
howBryan can translate cinematic
referencestosong (ashedidinthe
album’s “2HB”). There'salsoafew
secondsofmotorbike noise —shades
of “Leader Of The Pack”.
“It'sabidtogeton Top Of The Pops,
actually... justaway tomeetPan's

but now, it’sa feelingthat’saround that
wehappen torepresent. We'd got itall
worked outby the middle oflastyear,
soit'snotjust something we've
jumped onallofasudden.

“Ifthesingleisasuccess, we'llattract
differentkinds of audiencesand we’'ll
be freertodomore things. Already
there's pressure, because people are
expectingcertain things fromus...
Ijusthope thatit’s pressure tocome
up with creative ideas.”

While therestoftheband were
mixingtheB-side of the newsingle,
Brian Enowassittingin the control
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booth withasetoflog tables, anotebook and arapidly blunting pencil.
“Iwoke up this morning,” quoth he, “ witha theoryabout prime
numbers.” The column of numbers in the notebook grewapace.

With stripey-dyed hairand pallid maquillage, Eno operates theband’s
synthesizer, prepared tapes and other electronicaids. Healso doesa nifty
linein back-up vocals. Havingspenthis early yearsneara USAF base, his
interestinrockislong-term (“We used to get the new Americanrecords
from the PXstores”). Atartschool inIpswich in the mid-'60s, he
discovered the properties ofthe common, domestic tape recorder—and
within threeor fouryearshad amassed noless than 30 such devices.

“Irealised thatthere were certain areas of music youcouldenter
withoutactuallylearninganinstrument, whichatmyageIcertainly
wasn'tabouttodo.” At Winchester School Of Art between ‘66 and '69, he
made himselfpresidentof the Students’ Union and spent the union funds
onhiring prestigious avant-garde musiciansto comeandlecture—
mostly tohimself. He also collaborated with some of the famous men:
Cornelius Cardew, Christian Wolff, John Tilburyand Morton Feldman.
Influenced by Cardew’s piece called “Schooltime Composition”, Cage's
book Silenceand the Systems Artists (“Theiremphasisisonthe
procedures rather than the end product”), he was brought to Reading
Universitytolecture by one Andrew Mackay.

Years later, when Andy had just met Ferry,
Andyand Enobumped into each otheronthe
tube, and Enowasinvited to join the group,
playing Andy’s VCS3 synthesizer. Now he uses
fourtape machinesat home, transferringthe
resultsto anAmpex cassette machine for gigs.
Soonhe’llbe gettinga new synthesizer,
incorporatinga memory circuit which will
retainanysequence of notes, up to256in fact.
It'llalso have various custom devices, including
phasersand phaseshifters and “adevice which
givesthe effectof quad intwospeakers—honest!”

He'salsoaboutto acquireaspeciallong-delay
echounit, witharepeatofup to 15minutes. “At
themoment, I'mmostly interested inmodifying

“There’s a
feeling around
that we
happen to
represent”

Roxyworkingonsecond
albumFor YourPleasure
withproducer Chris

Thomas({farright)inAIR
Studios, centralLondon

the sound of the other instruments. You geta nice quality—the skill ofthe
performer, transformed by electronics. Neither the player norI know
whateach other will do—which means you get some nice accidents.”

Apart from possessingone ofthe finest drum kitsI've ever seen, Paul
Thompsonwas, until the arrival of Rik Kenton, the only member of Roxy
Musictohave been through the rock'n'roll mill, and towhomlife onthe
road wasn't somethingofashock. Paulis from Newcastle, and started
playing before heleftschool. He worked in ashipyard forayear, and then
played with various bands—TheInfluence, Yellow and Smokestack
amongthem. He came downto London with Smokestack earlylastyear.
“Butit fell to bitsafterawhile, and I wentbackhome and did nothing.” His
determination rebuilt, he returned to London a fewmonths laterand
worked onabuilding site while lookingaround foraband.

Heand Roxy Musicmet each otherthroughanadin the MM. “Wonder
drummerrequired foravant-rockgroup,” itsaid, andafteranaudition he
wasin.Onthefaceof, it doesn'tseem aband anyself-respecting heavy
funk merchantwould associate with. Not, in fact, drummers’ music.

“I'mnot intodrummers’ music,” says Paul. “I'm into group music,
somethingthatcomes outofaunit.I'd never played anythinglikeit
before, butI'dalways wanted to dosomethingoutoftheordinary.Ican't
stand the heavybands that just playriffs—only Led Zeppelinare good
enough togetaway withit.Itryto play
melodicallyaswellasrhythmically, andItry
tocreatemyown licks. Forinstance, when
drummers gorightroundthekit, theyalmost
alwaysdoitclockwise. It seemstobe the natural
way. Solsometimes tryit anti-clockwise—and
itsoundsreallyinteresting.”

At first, Paul wasratherreticent about
wearing makeup and strange garb onstage,
havingbeen brought upin the jeans-and-
sweatshirtschool. “Iwas abit reluctant at first,
becauseI'mbasically shy—ahh!-butI'velost
thatasthe group’s got better known. Withall
theotherbandsI've beenin, whenwe walked

P

onstage nothinghappened. WithRoxyMusic, » &
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theaudience takes noticerightaway. There’sanimmediate impact.”

PhilManzanera'sassociation withRoxybeganwhenhewas invited tobe
the group’s sound mixer. Soon hereplaced David O'List—and his bejewelled
shadesare nowanintegral partofthe group’s teen appeal. Bornin London,
hespenthischildhood movingbetween Cuba, Hawaiiand Venezuela,
which ensured he was exposed to the youth culture of North America.

“Thefirst45Ieverhad was ‘TeenagerInLove',” he says. “Iwas
brainwashed, and I've neverrecovered. lused to watchall the old Shindig
showson TV, andIstarted playingguitarwhenIwas 12— ‘Wipe Qut’and
thingslike that. Nothingtoo difficult.Iwas completely sweptup by the
Beatles/Stones thing. That provided alotof the impetus forme.”

He cameback to go to Dulwich College, and formed a group with bassist
BillMacCormickanddrummerCharles Hayward. It was the psychedelic
era, they were knownas Quiet Sun, with aheavy Soft Machine influence,
because Bill's mother knew Robert Wyatt’s mother, and they were into the
Softsright from the “Love Makes Sweet Music” single. “When we got Dave
Jarrattin onkeyboards, we started experimenting with time alot. But it
fizzled out—nointerest from outside, and no work.” MacCormick, of course,
isnowwith Wyatt’s Matching Mole. Philauditioned for Roxy through the
famous MM ad thatalsoattracted Paul Thompson, but theband was
looking forQ’'Listand found him. Phil saw them playa party, though, and
wasstillinterested—so theyplannedhe should mix theirsound atgigs. He'd
never doneitbefore and was completely baffled by the mixing equipment -
but fortunately O'List left intime and Phil was invited to join.

Hisinfluenceson guitar were originally George Harrison and Chuck Berry
—morerecently, Randy California, LouReed and Jimi. “McLaughlin’snotan
influence-atacertain pointIdecidedI'd neverreach thatstage of technical
ability. Roxy Musicfits inwithmyideas of playing guitar,and with my
limitations.I think people are getting fed up with long guitar solos, because
very few people can maintain that level of creativity forany period of time—
those whocanare mostly playingjazzanyway. Perhaps after playingwith
QuietSunforalong time, I'mreacting the opposite way—getting intosongs
and simplerock’n'roll music.Ilike tobe economical, andI'd ratherplay two
barsofsomethingnice thanhalfanhourofsomethingmediocre.”

Thompson’sdrums to provide a tough, tight platform over which the

instrumental lunacies of the frontline can stretch unworried. Rik started off
playing organ and guitarin Nottingham about five years ago, with local bandslike
Woody Kern. It was mostly soul music and jazzy blues, untilhe came toLondonin
’69 to audition for aband called Mouseproof, on bass for the first time.

“Thatband wasn't faraway from what’shappening,” he says. “The guy was into tapes
andstuff,buthe wanted athree-piece band and it wasn't that successful.I played with
them foralongtime —theirmanagerwas Jack DeJohnette’s brother-in-law, by the way.”

From Mouseproofhe joined Armada, meeting crazed American tenorist Gary Windo
—“whotaught me alot about the technology of music. Just playing withhimwasan
experience, he'squite amusician.” Armadawasanotherjazz-influenced outfit,and
through meeting various new friends, including ex-King Crimsondrummer Mike
Giles, Rikbegan to getinto the aspects of bass playing exemplified by the great Richard
Davis. Thebandlasted 18 months and then he met Leigh Stevens, formerly guitarist
with the American prototype heavybandBlue Cheer.

“Leigh was abiginfluence because he was a side of rockI'd never metbefore. I played
with him forabout three months-wedidn’'tdoanygigs, though. It washard to geton
becauseLeighdidn’tseemtowant toand, althoughhe’s verytalented, hedidn'thave
any confidence. That finishedlast Christmas,and whileIdid alot ofauditions, Icouldn’t
really find whatIwasafter. Eventuallyl got togetherwith Roxy through knowing Pete
Sinfield and the peoplearound theKing Crimson scene.I'd heard thealbumandIliked
Bryan's songsand voice,and Andy's oboe-playing. Sowhen Graham eft,Ijoined!”

Nerve-rackingly, his first gig with themwas the Lincoln Festivalon May 27. “Beingon
theroad hasgiventhebandalotofsoul,” hesays. “From the outside it may notlooklike
amusicians’band, butitis—itgives me alot of scope, because the music varies so much
andI'mcalled ontodo different things. Thereare fourlead instruments, sol have tobe
carefulnottooverplay whenI'msupposed tobelayingdownarhythm feel, butat
other times there maybe only me and Phil playing. AsBryan gets more confidenton
piano, it’llloosen up evenmore!” He'sa great admirer of melodic bass players—
McCartney, some of Jack Bruce's workand the Motown session menin particular.

“Ikeep makingdiscoveries about the Motown guys. Alotof bassists forget about
dynamics-forinstance, the pinnacle ofaphrase should belouderthantherest.It's also
somethingtodowith playingnear thebottom of the fretboard, to give acertaindepth.”

Rikbelievesthat Roxy's greatest strength isits all-encompassingattitude. “In Bryan's
voice, we've got somethingthat'sidentifiable straightaway, sowehaven'tgottokeep
themusicstraightinorder toretaina‘Roxysound’. That'sone of the reasons why
there’s plenty ofroom for the band togrow. It’s verystimulating.” Richard Williams

RIK KENTON’S ROLE, as Roxy’s bassist, is generally to mesh with Paul

106 | HISTORY OF ROCK 1972

-

"So mari thiigs "
from the past have
been forgotten”

MM JULY 1

ashuddering halt as Eno’s synthesizer simulated

the sound of Firestone Wide Ovals being pushed
past their limit around afast curve. The short final
chord was almost obscured by the cheers and
clapping. This was last Sunday night at the Greyhound
in Croydon, South London's answer to Manhattanand
SpaghettiJunctionrolledinto one.

It couldhave beenseveral places over the past few
weeks, because almost everywhere they've been, Roxy
Music have been greeted with the kind of warmth all
new bands crave, but few ever achieve. To those who've
watched the band’s progress closely inrecentmonths,
itcomesasnosurprise that audiences are taking to
them without being told to. Roxy's brand of skiffle is
altogether too good for anyone to miss-alovelyblend
of surprise and satisfaction. They seem to combine so
many good thingsinto one tightly compressed
package: good writing and playing, humour, dazzling
visuals, and shocks galore. Anyone who puts themin
arock-revivalist bag is missing the whole point.

BryanFerry, writer, singer, pianist and embryonic
cultural superstar, explains: “Only two songs onthe
album - ‘Would YouBelieve?' and ‘Bitters End’ - use
elements of '50s and'60s music. And ‘Bitters End’is
quite serious -the ambiguity of the doo-woppingin the
background, which gives people a certainimage,
against the words, which are strange and not at all the
kind of thing you'd usually find in that musical context.

“Actually, ‘Would You Believe?'is the most
restricting thing we do - far less satisfying than the

PAUL THOMPSON'S TOM-TOMS ground slowly to



rest-becauseit’savery set thing, alittle
cameo withnoroom forimprovement or
interesting improvising.It's very much
something we have to actthrough, andif we're
notinthemoodthere'snotmuch wecando.”
Therest of the songs abound with references
toearlier pop - like the “quotes” on “Re-Make/
Re-Model” or the Joe Meek-style production
toucheson “Ladytron”.Ferry says: “It seemsto
be nice to have something thatisrich invariety,
and so many things fromthe past have been
forgotten.ltwould be terrific, for instance, to
havereal violins on stage playing like the
strings on ‘Will You Still Love Me Tomorrow’.
“We're eclectic, certainly,butit’snot so much
cribbing -these elementsareused witha
point,andthat’s the strength
ofthe group.” What'sreally
surprised himis the way
these back-referencesare
going down with an audience
whichispresumably too
youngto have heard them
the firsttime around: “At
some placesthey'vebeen
very youngindeed, butthe
reaction has been amazingly
good. We wantto get
through to different people ondifferent
levels, so whereas one person, maybe a
Hampstead intellectual, would say, ‘How camp!’,
akid would respondby saying, ‘That's weird!’
The kidwould probably get the bigger kick.”
Obviously, it'sallbeenhappening very fast
forthe band. Only four months ago, they had
no manager or agent,and hadplayed only a
tiny handful of generally abortive gigs. Now,
with abrand-new bassist (Rik Kenton), and

“We want to
get through to
different people
on different
levels”
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abrilliant debut albumbehind them, they're
playing Wembley's Empire Pool tomorrow
night (Friday) as the sole supportto Alice
Cooper. “Sofar, everything we've tried has
been fairly successful,” Bryan says.

It's particularly enjoyable for the three
memberswhohaven’'tbeen on the road
before:reedman Andy Mackay, electronics
manipulator Eno and Ferry himself. Ferry’s
responses are coloured by his experience as
apainter and sculptor: “It's strange to do
something and be cheeredforit,when you're
usedtoacoolreactionto anything you've ever
done before. It's much nicer this way, and the
audiencesreally do seemto appreciate the
factthat we perform, rather than justplay.”

The songsintheir current
repertoire come almost
exclusively from the period
between September'70and
May '71when Bryan wrote
agreatdeal. But now he's
havingtrouble finding the
time and space to write.

“l can't work while we're on
theroad and| can't write at
home, because | work best
late atnightand the
neighbours go spare. Whatl need is asemi-
detached bungalow inEsher andafew weeks
off to absorb some information from outside.”
Bryanrecognises that life on the road can lead
to the kind of introspection that manifests
itselfin somany supremely boringsongs.

His official biography states that he names
Duchamp and Warhol as two significant
musical influences. Bryan thinks it's too bald
and sounds pseud, and elaborates: “Someone

Julys,1972:performing
attheRoyal College Of
Artvideostudioin
Londonwhilemaking
their first promo film

CROYDON
—— GREYHOUND ——
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like Picasso developsa styleand then flogsit
to death. Marcel Duchamp was akind of will-o'-
the-wisp of art, lending his hand to all kinds of
activity - which one would wish to emulate.
Warhol'sideais to make art with as little effort
aspossible-he'sanideas man,really. Andif
youhave faithinanidea, itis easy to make it
happen. The main thing about our music s still
itssurprise. ltwould be terrificto have the
second album sound nothing like the first.
We're not the kind of band to find a formula
and then stick to it. That’s deathly!”

Future plansinclude their first single, aFerry
song called “Virginia Plain”, tobe produced
(like the album) by Pete Sinfield this month.
The song’s based on one of Bryan's paintings,
inturninspired by the cigarettes of the same
name and by former Warhol superstar Baby
Jane Holzer. What about success then, Bryan?

“There are so many unknown and
uncontrollable factors. Most of the band have
this approach of inspired amateurism,and as
long aswe canretainthat we'llbe alright. The
Rock Machine is quite atough beastand very
conventional. We've
gottokeepup the
energy to question
how things are,and
shiftthemaroundto
how we feelthey
shouldbe, into our
overall scheme.But,
atthe moment, ljust
think goingup and
downtheMifor
the first timeis
very enjoyable.
Richard Williams

BRIAN COOKE/REDFERNS
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August19,1972:atthe
Rainbow TheatreinNorth
London, the Ziggy show
becomesafulltheatrical
eventinvolvingBowie's
formermimeteacher
Lindsay Kemp,dancers,

filmprojectionsand
| pre-recordedtapes
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DAVID BOWIE

“He left
the stage,
- g, glant”

inspires adulation
with his Ziggy show —
becomingth_e authentic MELODY MAKER J
star many In the press TWAS RMNIN(}ilhinigStn;? rln;tghill;TgleyV\;ere lotal
" strangers to each other, but Phil had asked Jim fora
suggestEd he mlght be. cigargtte, and well... one thingled to anolh]er. They've
become very good friends. Phil still recalls how Jim’s hands
Gorrespondents from had trembled, though.

They'd gonealong tosee David Bowiein Dunstable. Great
Me,0dy Maker and NME fansofBowie theywere, andJimhad almost to pinch himselfwhenhe
firstheard such agrand person was actuallycomingto that place. He

ﬁled the‘r reports. hated it there. Privately, his mother confided thathe found it difficult

tomake friends at work.

13 H
He has StUﬁ go‘ng ThatWednesday nighthe was there, though, clutchinghis copy of

the new David Bowie album, TheRise And Fall Of Ziggy Stardust,

for him that most which hehoped David would autograph after the show. Hewas DUNSTABLE

wearinghisred scarf, flung nonchalantly overhis shoulder, —— CVIGHALL—

people haven,t even and hisred platform boots. Hishairwaslong downtheback LIV E'
[ ]

butcroppedfairly shortontopso
—— JUNE2] —

thought Ofyet. - .” thatitstuck up when he brushed his

fingersthroughit. Hehated thatit
was dark brown. He'd promised
himselfthatwhenheeventually
splittoLondon he'd haveitdone
brightblond. He wasjust turned 19.
Philwasoneof thefirsttoarriveat
theCivicHall. He'dstood inthe
queue foranhourandahalftoget
aticket,sowhenhewasinside he
rushed quicklytothe frontand
stood beneath the stage. He waited
patiently while the Flamin’
Groovies wentthrough theirset. He
was tosay later, in fact, that they
were quite super, butafterall, he'd
reallygonetosee Dave, hadn'the?
Hewassoexcited, Philcan't
remember exactly what Bowie
cameoutwearing, but towards the
end ofthe performanceitwas
certain that the outfit was white
satinshirt and trousers, thelegs »
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tucked into glistening, thick-soled white boots. He looked like Vogue's
idea of what the well-dressed astronaut should be wearing. Dareitbe
said? Adelicious space oddity.

Alesserhunkofglamourmighthave beenupstaged by guitarist Mick
Ronsonwithhismaroonsequinnedjacket, redlipstick and hairdyed
peroxideas a '50s starlet, but though oohs and aaahs were directed his
way, teenage hearts went fluttering out to David; forcananythingdim the
splendourofthisravishingcreaturewhomallBritainislearning tolove?

The newspapers were toreport subsequently that this performance
was one of the major turning pointsin David Bowie'sincredible success
story. The man from United Artists Records,
who knowswhathelikes, was quite sure of that.
Hesaid afterwards that DB was definitely the
biggest thingaround.

To those whohad seenhis actbefore this year
the format was notnew. That’sto sayhe started
thesetrockin’like a bitch before coolingdown
somewhat with “Changes”, asongofmixed
tempos, and then the darkling, apocalyptic
message of “Five Years”, which owes something
lyricallyto LouReed (“I think Isawyouinanice-
cream parlour | Drinking milkshakes cold and
long”). And then the acoustic passages with
MickRonson (“Space Oddity” and “Andy
Warhol”), culminatinginasoloversionof
“Amsterdam”, afebrileaccount ofrough trade,
as delightfully coarseas navy-blue serge.

“Now some golden oldies for you.” He announced the number as
written byJack Bruce and Pete Brown. All his fans, of course, needed no
telling. “IFeel Free”, ripped out of the stereo PA system, choreographed by
the flickeringstrobelighting; it'snot whatyoudo, it's the way you doit.
My, how theyclapped and whistled.

Thebandreturned foran encore. It was “I'm Waiting For The Man”. But
somethingratherstrange was happeningup there onstage. During the
instrumental break, Bowie began chasing Ronsonaround the stage,
hustlinghim, trying to press hisbody close. The attendantsat the exits
looked twice toseeif theycould believe their eyes. The teenage chickies
stared in bewilderment. The men knew but thelittle girls didn't
understand. Jeees—us!Ithad happened.

Itshould berecorded that the firstact of fellatioona musical
instrument in the British Isles took place at Dunstable CivicHall. Howdo
youtop that? Youdon't. Youget offstage.

After the show was over, scores of people were stillmillingaround. Over
theloudspeakersystem Hunky Dorywas playing. The autograph hunters
were crowdinground the dressing-room door, buthe wasn't seen to
emerge. Moist-eyed boys stillhung around. Aftera while, Jim and Philleft
the place together. Michael Watts

MELODY MAKER

HENA SHOOTING staris heading for the peak, there is
& ; ; ; usually one concert at whichit’s possible to declare:
“That’sit... he’smadeit.”

For David Bowie, opportunity knocked loud and clearlast Saturday
atLondon's Royal Festival Hall-and heleft the stage a true 1972-style
pop giant, clutching flowers fromagirl
whoranupandhugged andkissed him
whileathrongoffansmilledaround the
stage.Itwasan exhilaratingsight.

Bowieis goingtobean old-fashioned,
charismaticidol, forhis showis full of
glitter, panache and pace. Dressed
outrageously in the tightest multi-
coloured gearimaginable, Bowie is
aflashbackin manyways to pop-star
theatricsofabout 10yearsago, carrying
onadetachedloveaffairwiththis
audience, wooing them, yet never
surrendering thatvitalaloofness that
makes himsslightly untouchable.

OnSaturday, the magicwas boosted
byanunadvertised appearance by
LouReed. The Americanjammed with

LouReedisa
surprise guest
attheRFH
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“Can anything
dim the
splendour of
this ravishing
creature?”

David and his group, and although mutual admiration societieslike
thisare oftendisappointingego trips, anelectrifyingheatcame across
thatstageas Davidand Louroared into “White Light”, “I'm Waiting For
The Man” and “SweetJane”. Theirobvious admiration for each other’s
style was great towatch. Bowie did the back-up vocal work to Lou’s
hauntingsinging, and though his words were hard to pick up, Reed’s
presence was terrific. Inblack-sequinned top suitand gold shoes, he
stood with feet tripping into a neat criss-cross movement at the breaks
inhissongs-ratherlike The Shadows used to doin that much-mocked
leg-crossing stage movement.

There wassomething beautifully earthy, cool
andallknowingabout LouReed, and the crowd
whohad come mainly tosee Bowie were
obviously inlove with the memoryof Lou's
Velvet Underground history. Reed now needs to
strengthenhis simmering popularity here with
afull-scale tourofhisown. Thetimeis now.

Butthisconcertstillbelonged to Bowie, legs
astrideaswide as possible, hisface painted
incongruously to projectaDannyLaRue profile
and hisdiction quite splendid. His music
naturallycomes mainly from the Ziggy Stardust
hitalbum, butlittle on this record equals the
canny “Changes” fromthe Hunky Doryset, or
theclassic “Space Oddity”. At the startthe
sound was imperfect, but once thissettled
Bowie came overpowerfully, oozing with histrionicconfidence, with
MickRonsonturninginapotentlead guitar.

“StarMan”, “Five Years”, “AndyWarhol”, astraightsoloon “Amsterdam’
andasuperb encore, “Suffragette City”, were the high spots ofa show
whichsawBowiedressed in twooutfits, obviously revelling in stardom,
strutting from mictomic, slayingusall withadeadlymixture of fragility
and desperate intensity, the undisputed king of Camp Rock.

The concert, presented by Friends Of The Earth to save the doomed
whale, also featured Marmalade and the JSD Band. It was Hughie
Nicholson'slastnight with Marmalade and he will be sorely missed.
DeanFord is singingextremely well and the group knits together
now evenbetter than they did on the momentous SongsLP, but
Nicholson's guitarwork has beena brilliant cornerstone, helping their
music across the bridge from straight pop to something more
adventurous. Plagued by sound problems, Marmalade stillmade it
through asplendid show, with anewish songcalled “Save The Whale”
showingtheir punchandverve.

Surprise ofthe night were compere Kenny Everett'slatest raves, The JSD
Band. The commercial presented themas the most exciting discovery
since early Fairport or Steeleye, and so great was theirimpactthatnoone
willquarrel. Theywent downastormwith theirunique mixture of
Scottishreelsandhardrock, and Lindsay Scott’s violin was staggering
initsspeedallied toideasandrockingattack. He
must be the bestrock/folk fiddlerin theland.

Bowie, Marmalade and the JSD Band puton
asuperbnight's music, because allofthem

have roots. Like Marc, Bowie hasbeenalong
time coming, butamore certain Bolan-
chaserIneversaw. Attheend, two “Ziggy”
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banners were extended by fans over the
balcony. Bowie has arrived—aworthypin-up
withsuchstyle. RayColeman

NME

OING TOTHE Rainbow these daysis
Gdefinilely anouting, an excursion,

somethingofatreat. Unfamiliarity
breedsrespect, and though the cheerful
hippies who used to sell you hot dogs and
guide you to yourseathave beenreplaced by
bored-looking usherettes, there’s still that
thrill as you wait for showtime. Mr and Mrs
First Nighter... thisis yourlife.

David Bowie'sshowis definitelyaspectacular
inthegrand tradition. ABowie concertis your
real old Busby Berkeley production. Bringon the
dancinggirls—orrather the Astronettes with
Lindsay Kemp, wheelon the dry-icemachine
and put some mystiquebackinto the whole deal.

OpeningactLloyd Watson proved that the
bluesdoindeed goon,and on,andon, andon.
He's agood singerand plays fairslide, but his
original compositionsare really dire. Harsh
though itmaybe,I'mafraid that Lloyd does not
have the weight to playa giglike this. Allhe did
was toensure that the bardidgood business.

With their performance at the Rainbow, Roxy
Musicproved that they arenowinamajorband
notjustin the eyes of publicists, friendsand a
fewpartisan journalists, but toaudiencesas
well. Starting out with theirglitzy teenage hit
single “VirginiaPlain”, they playeda tight, neat
setofsongs from theirspiffy firstalbum. Each
number earned asuccessively warmer
response,and PhilManzanera's guitar temper
tantrumwentdown especially well. They
closed with “Re-Make/Re-Model” and went off
toastandingovation—well, afewpeople were
standing up toclapandlots more were calling
foranencore. Onwardsand upwards—and
here'slooking atyou, kid.

LouReedlater described Bowie'sset as
“amazing,incredible, stupendous—the
greatestthingI've everseen”. While Louisnot
exactly the most impartial of observerson
things Bowie, he knowsa good showwhenhe
sees one, and this was perhaps the most
consciously theatrical rock show ever staged
—and, bythe by, itmade Alicelooklike a third-
form dramatic society. With a multi-level stage,
alightshow, sawdust on the floor, the Spiders in
alltheir gloryand abackstage Matthew Fisher
playing piano, itcouldhardly fail, and itdidn’t.

Right fromhis entrance, walkingthrough
acloud ofdryice up to the microphone to
sing “Lady Stardust” (while the face of Marc
Bolan was projected ontoascreen byhis side),
Bowie provided a thoroughly convincing
demonstrationofhis ascendancy overany
othersoloistinrock today.

With perhaps the finestbody of work of any
contemporary songwriter, and the resources
to perform this work to its utmost advantage,
therereallyisn’tanythinggoingthattops the
current Ziggy show. Other, more basic
performances have got me off more and higher
—Hendrix, the Dead, Berry, Winter, Steeleye
and the Crowsto name ahandful-but David
Bowiehasstuffgoing forhimthat most people
haven'teven thoughtofyet.

Andhe'sgotnicelegs, too. CharlesShaarMurray ®

Flourishing
theatricality

David Bowie

RCAVICTOR

The cover of Bowie's new album
has a picture of himin atelephone
booth looking everyinch the stylish
poseur. Style and content have now
become inextricably tangledin
Bowie's case. Campness has
become built-in to his public
persona.l mean that, however,
inafar from derogatory sense.

The main preoccupation of

David's workis not directly gay
sexuality, though that element
isthere, as with aflourishing
theatricality and dramatic sense.

On Ziggy Stardust this is
apparent even with asong like “Five
Years”. Ostensibly about the death of the
world, Bowie turnsitinto a “performance”
by virtue of his gift for artful mannerism
and by creating a convincing mise-en-scéne
(acopkneelsatthe feet of apriestand
asoldierisrunoverbya car afteritis
announced on the news that the Earth has
five years left). It would also go some way
towards explaining why this album has such
aconceptual-sounding title.

Thereisno well-defined storyline, as
thereisin “Tommy”, say, but there are odd
songs and references to the business of
being a pop star thatoveralladdup toa
strong sense of biographical drama. On one
track, “Star”, he sings about playing “the
wildmutation of arock'n'rollstar/I'd send my
photograph to my honey/
And['d comeonlikea
regularsuperstar”). Then
“Ziggy Stardust,” the title
track, is about a guitar
superherowho “took it all
too far”.(“Making love
with his ego, Ziggy sucked
up into his mind").

The final track is simply
called “Rock'n’Roll
Suicide” - it speaks for
itself. Inthe space of three songs he thus
suggests the ascentand decline of abig
rock figure, but leaves the listener tofill in
his own details, and in the process he's also
referring obliquely to his own role asarock
star and sending itup. There are many
layers to Bowie the artist, but he has this
uncanny knack of turning awhole album or
stage performanceinto atorch song.

Ziggy Stardustisa little less instantly
appealing than Hunky Dory, basically
because thatalbum was written with the
intention of being commercial. This one
rocks more, though, and the paradox s that

“Bowie has this
uncanny knack of
turning a whole
albumintoa
torch song”

K.WEST

itwillbe muchmore
commercially successful than

the last, because Bowie's bid for stardom

isaccelerating at lightning speed.

Michael Watts, MM July 1,1972

David Bowie

RCAVICTOR

With most of his material either dealing
with the flashier style of city living or
looking far into the future, Bowie must

rate as our most futuristic songwriter.
Sometimeswhathe seesisjustallittle scary,
and perhaps there's abitmore pessimism
here than on previousreleases,but they're
still fine songs.

Like the firsttrack, “Five Years”, about
the imminent death of a decayingworld, isa
real downer to start with,
but Bowie brings anew
approach to the rather
overworked theme.

Certainlyall the
tracks, written by Bowie
with the exception of
Ron Davies' “It Ain't
Easy,” are never less than
entertaining. “Soul
Love” featuressome
withdrawn sax from Mick
Ronson [sic], “Ziggy Stardust” deals with the
destruction of arock star, while “Hang Onto
Yourself” isareallittle sexual gem. Also
includedis Bowie's currentsingle,“Starman”.

Mick Ronson (guitar), Trevor Bolder
(bass) and Mick Woodmansey (drums)
handle the backing all through.

Of course, there's nothing Bowie would
like more thanto be a glittery superstar,
and it could still come to pass. By now
everybody ought to know he's tremendous
and this latest chunk of fantasy can only
enhance hisreputation further.

James Johnson, NME June 3,1972
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LOU REED

“ljust like

PHOTOSHOT / MICHAEL PUTLAND

rocknroll”

MELODY MAKER arrives
HEBIG SPEAKERS at the far end of the small, narrow In I'ondon to make

room are about to burst. Guitarswash across them, a solo album. While

while akettledrum cracks and agongexplodes in slow

motion, like aflower opening, aaaaoooommmmm! there’ he accounts

Insidethose speakers, amanisgoingmad. LouReed

leansforward, lightsaMarlboro, and empties aglassof for the forces

beerintohisface. “Someone’s gotta speak for those people,” he says.

LouReedmade his first record when he was 14. His group was called i
The Shades, changed to The Jays when they found out that somebody else that made hlm’

already had thename. “Ourlead singer couldn’treach the microphone— and the novel—like

theyhadtoputhimonastool,” hesays. “We played shopping centre

openings, thingslike that. Typical teenage hoodlum band.” structures of

TheJays were in the tradition of the New York vocal groups of the '50s.

“TheRavens, The Diabolos, The Cleftones, The Jesters... lused to gocrazy VEIvet Underground

forrecordslike that, the street-group sound.”

One ofhisall-time favourite, he says, was only ever popularonhisblock. records. M ight he

Itwas called “Why Can'tIBe Loved,” by Alicia& The Rockaways, and he

proudly drags the words outofhis memory: “Whycan’tI be loved/ Why re-form the band?

doesn’t somneone take me/ IfI've been asleep/ Won't somebody comeand

awakeme”. “You GOI,IldI],t

“I'falldownwhenIhearthoselyrics,” hesays. “Idon’tthink thatalotof

our contemporary poet laureates are nearly up to songslike that.” recreate wh at went

For The Velvet Underground’s fourth album, Lou wrote a songcalled 9"
“IFoundAReason” which was based on thatold sound. It even had
asolemnspeakingbitinthe middle. And on hisnextalbum, whichhe’s on then’ says Lou.
finishingright now in London, there's a tune called “Love Makes Me Feel “It,s dead ”

TenFeet Tall”, whichis anotherattempt toregain the directness of the -
sound ofhis adolescence. “Ijustlike rock'n’roll,” Lou Reed says.

Afterschool he became a professional songwriter. They'd tellhim that,
beforelunch, theywanted five surfing songs, five hot-rod songsanda
coupleofballads. “Itwasn't easy,” he says.

Itcouldn’tcontain him, though, andhe wroteasongcalled “The
Ostrich” one day, whenhe was stoned. “Idecided to make up adance, so
Isaid, “You put yourhead onthe floor, and have somebody step onit.'It
was years ahead ofitstime.”

Thedayafterwritingit, he wasreading the fashion pagesin the old
Herald Tribuneand noticed that ostrich feathers were thelatest fad. “An
actof God!” Soherangup Vogueand told themabout “The Ostrich” and
they, beingintrigued by people withlonghair, photographed the group
Louhad put together for the occasion, which also included anew friend
calledJohn Cale. Theyrecorded the song, and evenlip-synchediton Dick
Clark’s TVshowin Philadelphia. Butitneverhappened.

What came out of the association between Reed and Cale, though, was
The Velvet Underground, inallits eventuallegendary splendour.It wasn't
long, of course, before Andy Warhol picked up on the sound,
and made them aspoke in hiswhirlingwheel.

Reed remembers those days, in ‘66 and '67, with considerable n
affection. Andywould beasked tobringapiece ofhisarttoa ze
showinagallery, and he'd surprise his hosts by cartingalong

the lines

the Velvets. They'd play for the art patrons, says Lou, and »
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The most gifted
writer in rock
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Lou Reed RCAVICTOR

Isknowledge necessarily beneficial? That's
the question this album poses for me. If
“Walk On The WildSide” had been cutin ‘66,
when | didn’thave aclue that “Jackie” is Jackie Curtis and “Candy” is Candy
Darling, wouldl have been as helplessly beguiled as | was then (and stillam) by
“All Tomorrow's Parties” and “I'l Be Your Mirror”? Thisis no longer the first
Polaroid print from the New World: nowadays, we've all got maps.

ButLouReed isstill the most gifted, personal writer inrock, and anything he
doesisnecessarily of greatinterest. Transformer hasitsups and downs, and I'd
say that the general levelisrather lower than his initial RCA solo album, but it
obviously does its appointed task of reflecting where Lou's brain has travelled
during the past year or so. “Upfront”is the key phrase this time: nothing needs to
be shrouded inmetaphor or obliquelyalluded to. If Lou wants to write agay lib
song, as he does with “Make Up”, he can be completely explicit: “We're coming
out, out of our closets”. The resultis heightened by the use of carefully crafted
arrangements (using strings, voices, tuba, Dixieland band, etc), and some may
think that the settings are, indeed, tooneatand precise. “White Light/White
Heat” was so surprising because art was couched inside amatrix of rock,
whereas now he'staken the Bowie route and goneall out to create art-rock.
They're two very different things. Nothing much against Bowie (“Jean Genie" is
terrific), but whatever else he may have achieved, he's never proved himself
capable of making really satisfying rock’n’roll; all too often he simply titillates,
and the Bowie/Ronson production work here lures Reedinto the same trap.

Louis arocker and the role now chosen illbecomes him, however liberating he
may find the new surroundings. The beat tracks here are “Andy's Chest”, which
has alot of the old mystery and menace, areally cutting vocal, and afade-out
(“Swoop, swoop... Ohbaby,rock, rock”) which is the album’s finest moment;
“Satellite Of Love”, avery humorous'50s-style group song which reminds me of
an old doo-wop classic called “Guided Missiles (To Your Heart)”; and “Walk On
The WildSide”, abeautifully controlled production number (here, the
“gimmicks” like the string bass and baritonic sax solos coalesce in a valid way).

I'munhappiest about the rockers: “Vicious” is aparody of former glory, while
“Hangin’ Round”, “Wagon Wheel” and “I'm So Free” simply never take off - oh
for Clem Cattinior Les Hurdle! “New York Telephone Conversation” is,at1.31,an
amusingskit onthe behaviour of the girls who frequent the back room at Max's;
“Perfect Day” is pretty and nothing more and “Goodnight Ladies” attempts to
come on like Kurt Weill or Cabaret but ends up plain boring. Of course, you
should buy Transformer -after all, it's still the second-best Lou Reed album of
1972 (not counting the Velvets' live LP). But it seems tome tobe an album for two
kinds of people: David Bowie fans and those who heard about Lou this year
(sorry,maybe that's one kind of person). Anyone who'sheard “Heroin”, or
“Femme Fatale”, or “Here She Comes”, or “I'm Set Free”, or “Rock And Roll”, or
“New Age” knows thathe can -and will - achieve something of greater worth
than this, whatever he might be thinking at the moment. Richard Williams

LouReedisrare among his
contemporariesinthathe'll
actuallyadmit to the contentof
his songs. He knows that they
have secondarylevelsof
meaningand thatmany of them
connect up,and whensome
listener comestohimandasks
him, say,ifthe thirdalbumwasa
completesstory, he positively
glows withaffirmation.

“I'venever knownwhether it
worked forother people. There's
beenalimitedamountof
feedback...I'vebeen kindaisolated. I've always written with
theidea of putting songs into concepts so that theyrelate to
oneother;1always thought of these thingslike chaptersin
anovel, and thatif youplayed the first threealbums allin
orderit would really make huge total sense.

“Nooneeverseemed to pick up onthe that, and why should
they?Idon’tputoutthatmanyalbumsanyway, soby the
time Chapter Threearrived, youhadto gorunningback to
thearchives to find where Chapter Two left off.”

His efforts were alsosabotaged by poorrecordingon the
MGM/Vervealbums. Onthe third album, forinstance, the
crucial “Murder Mystery”, with its parallel vocals split by the
stereo, is virtually unintelligible.

“Thewholeideaofit was thatone person’ssayingone thing
ononeside, andthe other person’sgivingan example ofit, or
doing the opposite. So thatifone person’ssaying something
funny, and the other person’s saying somethingsad, you
mightlaughandcryatthe same time... whichwouldreally
be fun, ifyou could doit.I tried my damnedest to get it so you
could hear the words, but most people have told me that the
track doesn’t work. We neverdid learn torecord as amatter
offact.”

The odd album outis Loaded, which was edited and mixed
after Louhadleft the group duringtheirstayat Max’s Kansas
Cityinthe summerof 1970. He hates the overall sound, and
the severe editing of trackslike “SweetJane” and “New Age”
(“They took a song thatI'd worked onfora yearand ruined
it”) buteven worse is the random sequencing on the tracks.

“There were some people there, who were veryintelligent,
who picked the order ofthe tracks so they didn't make
sense.” Hisbitternessis old, now, butit’s still evident. After
all, thealbum wasa piece of himself.

Reed talks of hisformercolleaguesin theoriginalband
with greatfondness. “Nicois thekind of person thatyou
meet,and you're not quite the same afterwards. Shehasan
amazingmind, and The Marble Indexis justone ofthe
milestonealbums.It'slike nothingelse youeverheard.

“AndJohn (Cale)-well, I only hope thatone day John will
berecognisedas... the Beethoven or somethingofhis day.
He knows so much about music, he's such a great musician.”

Oddly enough, the three of themareaallin Western Europe
atthis moment; Louand JohninLondon, and Nicolivingin
Paris. But the thoughtofareunionconcert meets with a

withinacouple of minutes half the people would haveleft, by the nearest
exit. But halfstayed, transfixed.

Wastheartcrowdattracted to themby the sheeroutrageous grotesquery
ofthe music? “Nonono. It was never grotesque, I thought it wasbeautiful.”

Very few people, he adds, managed to come out ofthe Warhol scene
with theirown identitiesintact, because Andy's presence was so
overwhelming. “It'snotsomethingI'dhave missed, ifI'd been outside of
that,and had seenwhat washappening.I'd have cut myarms offtobe
partofit. It wasjust so fantastic...”

Littledid he know, he adds, thathe'd have to spend the next five years
establishing the fact that The Velvet Underground could existinitsown
right, without the crutch of Warhol's patronage.

“Now there's nomore Velvet Underground, sol don’thave towork at
establishingthat.”

Butwhatabout the groupled by Doug Yule, which came over to Britain
lastyear? “Idon’t follow 'em,” he mutters.
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small shake ofthe head. “It'saniceidea, butyoucouldn'trecreate what

wentonthen.It's dead. EvenMax’sisdead, full of people who shouldn't
be there. Some nights, I guess, somethinghappens and the magicstarts
again... people dostrange things. Butit’sover.”

LouisworkinginMorgan Studios, in the wilds of Willesden. “We came
forachange ofpace. Wethoughtit'd be interestingto get out ofthe New
York thing... also wewere veryimpressed with the sound of certain
Englishrecords.Itwasacertainsound we werelooking for, and welistened
toalotofrecords madeindifferent studios. For whathe heard, Morgan
fitted. Weknewwe'd beisolated... like nobody comes into the studios here,
there'sno great parties goingon. It's just makingarock'n'rollalbum.”

The continuity fromthe previousalbums will be there but, he says, less
obviously so. “Idon't feel like doing Chapter Sixany more,and 1 don’t feel
like doinganotherChapter One. They vaguelyrelate, and that's enough.”

He'sused British musicians: Caleb Quaye, Steve Howe, Rick Wakeman,
Clem Cattini, PaulKeogh, LesHurdle and Brian Odges. He's really



pleased with what they've done,and asthe tracks are played back, he
pointsoutlittle guitarriffsand bass runs with genuine delight. And his
fansneedn’tworry. Thealbum isrichin the kind of content we expect
from Lou, each track alittle photograph of someone we once knew.
“Oneofthese days, I'dlike todoan albuminwhichall the characters
frommyalbums meetup,” hesays, suddenly.
Behind the camera-lens, his eyeissteady... steady... Click.

NME
¢¢ Q LICECOOPERREALLYdoesn’'tmakeit asadragqueen,”

says LouReed. “I mean he’sso ugly. Iggy, nowIggy’sreally
very beautiful, and so’s David, but Alice...”

The former mastermind of The Velvet Underground shuddered
delicatelyand inspected his maroon fingernails, which were chipped
around the edges. Talk to LouReed, theysaid. Since his outward
appearance wasrather forbidding, and two previous encounters had
provedslightlyless than productive, theidea had been that, instead ofa
formalinterview, asumptuouslunch with plentiful alcohol would induce
the saturnine, taciturn Lou Reed to give forth with intimate revelations
concerning hislifestyleand music.

Whatactuallyhappened was that weall got pissed.

“When he'snotbeing troubled by thingsaround him, he'savery
generous person with time and conversation,” was what David Bowiehad
said of Reed, and with these words ringinginmy ears, we went out tolunch
ataplushlItalianrestaurant. Louhadjustboughtsome clothes at Liberty's,
andwasenthusingabouthis “newdrag”. “Isn’titheaven?” he drawled.

Once ensconced atacom{ortable table by the window with RCA's genial
Geoff Thorntoactasrefereeandpay thebill, things moved intohigh gear.
Reed wasdetermined that we would get into theliquors, and get into
themwedid.Itis onlyrecently that the songs LouReed wrote five years
ago for The Velvet Underground have become noticeably influential.
David Bowie and Roxy Musichave paid theirduestoLou,and the
tortured, violent guitars ofReed and Sterling
Morrison have taught many toextend the
boundaries of theirinstruments.

“WhatIwaswritingabout was just what was
goingonaround me,” saysReed. “Ididn’t realise
itwasawhole newworld foreverybody else.
Everybodyelseis nowat the pointIwasin 1967.
Makesme wonder where they’llbe in five years’
time. Come to that, makes me wonderwhere
I'matnow.”

OneofLou’sbestknownis “Venusin Furs”
from the Velvet Underground & Nicoalbum.

“I'dliketodoan
albuminwhichall
thecharactersfrom
myalbumsmeetup”

“I never keep
to things... 'm
really very
inconsistent”

LOU REED

“I'saw the book (by Leonard Sacher-Masoch) and just thoughtit would be
agreat idea forasong. Noweverybody thinksIinvented masochism.”

Despite the ads, Reed is not going to return toKingsound—the King's
Crossrockvenue. He didn'tlike the hall, and found the dressingrooms
crampedand crowded.

“You'rein there trying to find a place to change into yourdragand put
onyour makeup and people keep coming up to you and offering you
jointsandrappingtoyou, andit’sjustintolerable.”

Lou'sgirlfriend is comingover from the States soon,and he'slooking
forward toseeing her,because things are gettinga mite chaoticat his
Wimbledonresidence. Seems thatsome of hisfriends began smashing
up the house buthislandlady didn't mind. She thought he putsomelife
intothe place.

Asthemeal grew progressivelymore and more bizarre, we switched
tograppa, usingchablisas achaser. Lourecalled the time when, asa
hitchhiker, he turned to desperate measures and laydownacross the
centreoftheroad. The firstcartostop wasapolice van, andfarfrom
gettinghislift, he gotbusted. “Ifit d been me in the car,I would have kept
right on going,” hesaid. “They'd never catch me, and the experience of
runningsomebody over...”

I pointed out thaton the Velvets' live album, Lou told the audience they
didn'tplay “Heroin” anymore, but that he played itat King's Cross.

“Oh, wejustdidn'tfeel like doingitthatnight. Besides, I nevermean
whatI say.” What? “Oh, Ineverkeep to thingsunlessIactually promise.

I told some journalist thatIwas veryhungup on cowboys.IfIsaw him
today1'd probably tellhimIwasreally aggressive and thatall cowboys are
abunch ofassholes.I'mreally veryinconsistent.”

After that, an almost total disintegrationsetsin. I rememberReed
drawling that Englishmen werereally sexy because they didn't have hair
on theirchest,and Geoff Thorn opened his shirt to prove the contrary.

Unlikeatthe Dorchester with Ziggy, Lou’s outrageous clothesand
painted fingernailsleft the waiters at the restaurantrather cold, but then
theyweren't Lou's typeanyway. The following dayIwasstill drunk. Alot
of people havelearnedalotof things fromLou
Reed, and there’sa strong possibility thatthey
canstilllearnawholelot more. His new single
“WalkItAnd TalkIt” isaremixed versionofa
track fromhisalbum,and wouldn'titbea gasto
see that on Top Ofthe Pops?

IfZiggyisn'ttoo outrageous for the BBC, then
it’sabout time we saw Lou. Afterall, he was the
manwhostarted thatbrand ofoutrage way
backintheswinging'60s. We mayeven see
where everybody else willbeatin five years.
Charles Shaar Murray ®

PHOTOSHOT/ MICHAEL PUTLAND
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HENTHENEWSwas firstreleased that David

Bowie had written and produced the single

“All The Young Dudes” for Mott The Hoople,

reactions were mixed. Some people were

knocked outwith the whole concept, while

devout Mot fans wondered whether they
had “sold out”.

Did Mottreally need Bowie, thelatter factionreasoned? The simple
answer (and the correctone) is yes. Without Bowie there would be not
Mott The Hoople today. Withouthis help theirvery fine new album would
perhapsnothavereachedsuchahighstandard. And overandabove
everythingelse, Bowie has given Motta new confidence in themselves
andinjected anew enthusiasm into their music.

Lead singerIan Hunter was delighted with the new albumwhenImet
himat theirnewrecord company CBS—where it was blaringawayin the
turntable. (“Itshould be played loud,” says Hunter.)

“Youcan'tcompareit to our otheralbums—this one ishow Mott should
have soundedallalong. Davidlikes avery perfect albumand this one is so
much cleanerand clearer—after the mugginess on previousalbums.In
the pastwe justdidn'tknow how torecord. I think we could have done
thisalbum ayearagoifwe'd had the right producer.”

Huntertalked tomeabouteach track... startingwith “SweetJane”, the
LouReed composition—and other than Bowie's “Dudes”, the only track
notwritten by theband: “About the same time as ‘Dudes’, Bowie played
usariffand weleaptonit, wanting to knowwhatit was. It turned out tobe
‘Sweet Jane'.

“MommasLittle Jewel”: “Overend wrote this with me while we were still
atIsland. Werecorded it thenbut it was too fast—it’s one of David's best
tracks. Hereally has got the knack ofknowing what todo—justalittle
thingmakesall thedifference.”

“AllThe Young Dudes”: “There’s ajerk inthe tape here just before it
starts—Ilikeajerk, it's cute, makesyouthink.”

“Sucker”: “Idon’t thinkanyone has noticed Mick Ralphs.Tknow certain
peoplewho play guitarnoticehim, butif people can'trelate to the guitar
soloon ‘Sucker’ thenthere’s something wrong. It's funny, with guitarists,
the emphasis often seems tobe onspeed —but characterisimportant,
andIthinkMick’s guitar playingisveryindividual.”

“JerkinCrocus”: “Thisisaladywhois good at pulling. The title was
takenfromagirl Overend knew. It was written fairlyrecently -just before
wewent intothe studio to dothealbum.”

“One Of The Boys”: “David liked this alot. We did itat the time ofthe
‘Dudes’ session, and towards the end of the second day we knew ‘Dudes’
would be the A-side. It was written just before the Circus tour. Again, Mick
hadariff-and usuallythat’showit works. We got the phone effect at
Trident—there’sabitIlike where the track diesawayand you hearitcome
outofthephonereceiver.”

“Soft Ground”: “Verdenhad this in his mind for three or four months.
Andwhen something'sinhis mind it totallyabsorbshim. Helives it. It
cameoutatrehearsals—just before thealbum.”

“Ready For Love” — “After Lights”: “Although on thealbum theyare two
songs, it'sreallyjust one song. Mick wroteit, and there are twohooklines.
Youthinkit'sallover—and thenit goes into the next hook line.”

“SeaDiver”: “Writing songsis almost a perversion. Most writers can go
sixmonthsandnot getasong. They panic—and then suddenly they start
again. That’s what this songis about.”

Albumandsingleaside, the best thingBowie did for the band was to
keep them together. Hunter explains: “We were looking for material,
and David sentusa demo of ‘Suffragette City’. Anyway, we splitupin
Switzerland. So Overend phoned David to thankhim forsending the
demoandtold him the news. David went quite mad on the phone about it,
and Overend rang me and said Bowie thought the group was greatand
shouldn't split.

“Atthattimewe'dall
heard David's Hunky Dory
and dugit,butdidn’twant
toformagainbecause we
were so pissed off. Pissed
offwithbeing told we'dbe
putonhalfwages...and
they were takingour
lightsaway.

“Anyway, three hourslater Bowierang Overendagainandin thatthree
hourshe’s written ‘All The Young Dudes’. He'd said to Overend, 1f you
wanttosplit, then split—but please do this number first.”

Itwasafteragigat Guildford that Mott came under the management of
Tony DeFries, and Bowie offered his help with the album. “CBS were at
the gigand Tonysaid he wanted to manage us. And David said, ‘If you
wantme towriteasongor produce you, thenIwill"Hedidn't want us as
anextensionofhis personality. He wanted people to understand he was
helping and not takingover. He even wanted us to have co-producer
creditson thisalbum.

When it came to making the album Davidhad some numbersandsodid
we. We playedhimours and he said theywere OK-heliked the stuffwe’d
written. The basic arrangements were done by the band, then David set
aboutembellishingit. He'sbeen agreat asset just when we needed it.”

Forall the helpBowie has given the band, the most refreshing thingis,
as Huntersays, the fact thattheband are exactly the sameas they always
were.lasked Hunterifhaving Bowie asa producer would be a permanent
thing—orifthisalbumwasaone-shotidea.

“Nothing is ever permanentin the musicbusiness, butas faraswe’re
concerned therelationship with Davidisamazing,andhe wantstocarry
on. He genuinelydigs theband-he needn’thavehad us; afterall, the
bandwasover.”

Hunterdenies anyallegations that Mottare now portrayingacamp
image. “Thelast thingwewant tobe called is camp,” he says, and
certainlylookingathimswiggingback a glass of scotch, amop of curly
hair floppingaround hisshoulders, helooks anythingbut camp.

There'sonly one person—-who can do that welland thatis David. And
he'snotafairy.It'sjust thatwhat he does onstage he candoinfinitely
betterthananyoneelse. Weain'tfairies—not oneguyinthebandis. And
we figure we've got tolay back a bit on stage so thatouraudience willlay
backonlookingandstartlistening.” Julie Webb

MELODY MAKER

44 I HATED ‘JOHN I'M Only Dancing’. We all hated it but David
said, ‘Don’t worry. You'll get to like it.” And he was right. David
is avery sage fellow.”

Buffin, the smartly suited young drummer with Mott The Hoople, has
anengaging smileand aclear-eyed view ofhis world. He speaks his mind
without malice and talks about the fortunes of Mott with refreshing
frankness. Theirrecent success with “All The Young Dudes”, written for
them by David Bowie, has posed problems for Mott aswell as giving them
anew lease oflife. Manyimagine theband are in such close cahoots with
Bowiethat theyhave relinquished the qualities that gave them original
fan following.

There hasbeen much confusion aboutimages. But Mottare not going
“glamorous rock”, an expression whichin its abbreviated form has
gained currentusage. There was norouge about hischeeksas we
conversed this week, and there was anotable absence of tinsel from
his brow.

“We're nodifferent from workingwith Bowie,” declared Buffin with
goodcheer. “We don'twear earrings and have newhairstyles every
week. And ourstage actis nodifferent from whatithasbeeninthelast
two years.”

Whathasbeen the difference then?

“We domore quality things now. The main effecthas beenthat David
gave usourself-respectback. Overthelast yearorso, wehad becomea
sham. Wedidn'twant tobejusta caricature of what people thought we
were. Now our numbers are better—and they are betterplayed.”

How close was theband to David, apart fromhaving the same
management?

“Wedon'tlivein each other's pockets. Whathappened was, we were in
Switzerland when the band justaboutreached the end ofits tether. We
jackeditinand went tosee aJohn Wayne movie atthelocalcinema, after
ourlast gig. Back home David heard about ussplittingup and he thought
itwasashame,and wanted tohelp.

“Therehad beennobody around thebandtogive usany inspirationand
therehad beennolightatthe end of the tunnel. None ofushad suchan
ego that feedsitself. Weneeded tobehelped along. We couldn’teven
write songs because it seemed like there was nothing to write about.

“We keptaway fromthe press because there wasnothingmore tobe
said after we had bared ourbreasts to the whole country! And anyway
people don'tlike to see groups airingtheirdirty Y-fronts in public. They



would prefer tohearabout the glossand glitter.
Wedon't hate the press, because they have helped
usalotinthe past, evenunwittingly by slagging
usoff.”

Will theband maintain itsassociation with
MrB?

“Itwas great tohaveahitsingle, but
now the group would like tohave a hit
with one of ourown songs. We don't
wanttolose contact with David. As
aproducer, heis magnificent.

“GuyStevens [their first producer] was
inspirational, buthe was so erratic. He
wasincredibleatstarting thingsbut
would notalways finish them. David
isinspirational as well, but heis also
veryworkmanlike.”

Whateffectshad therebeenonthe
group’saudience, since theirchange
infortune?

= I T

“Oh, therearelots more girlsinthe
audience now. We used tohave a sea of male
faces in front of the stage. We getsome of the
Bowiecrowdas well. Heattracts thelate teens
andearly 20s.”

Do theyexpecta Bowie camp show?

“Idon’t know. We've had some ideas for our
shows thathaven't alwayscomeoff. Atthe
Rainbowwe wanted tobringonBillyFury,
AdamPFaithandJohnLeyton. We wanted to
havethemappearinginaseriesofflashbacks,
singing theirold hits.Ian Hunterknows Billy
Fury-andhe’slookinggreat; about 18 years old!

“Adam Faith washaving his tonsils out, sohe
couldn'tdoit,and we didn’t know how to get
holdofJohnLeyton. Then we couldn’tget Billy.
Itwas abitpresumptuous of usreally toask them, and it all gotblown
out. Butwe thought peoplelikeBillyhad ahard time in the '60s, and were
putdown as Elvis copyists. But they were incredible rock artists. Cliff
Richardtoo.

“Onethingwehave noticed in thereaction to ourshows it thatalot of
kidsarethere forthehitrecord. The eveninggoesalright, untilwe play
‘All The Young Dudes’ and then we hit the jackpot. In the old days we'd go
outand they would cheer from the start. Now we have towait until the
end ofthe evening forsomeone to breakachair.”

Buffingrinned. “Actually, notso much desecration goes on these days.
Whenwe played at the Albert Hall they alleged some damage was done.
Weneversawit. Butwe paid forit. After that, there was alwaysalittle
clique who were not there for the group really, but just to cause some
damage.Itbecame the done thing, which was ashame. It’s died out now,
butinaway, it’sabitfrightening forusnot to get thatinstantreaction. And
thatis because the musichas changed, it doesn'thit from the word go.”

At22, Buffinhasa premonitionofbecoming “an oldveteran”, andsays
it's abit frightening, which willamuse those of the rock generation
pushing30.Helooks back on the early days of Mott when it played out
west in Ross-on-Wye, withlong-toothed nostalgia.

“Wehadlotsofdifferentnames then. One of our earliestnameswas
SavageRose And Fixable.” Buffin paused to allow expressions ofdisbelief
to dieaway.

Whileithas probably beenrecounted onmany previousoccasionsin
countlessinterviews, for the sake of the new generation, not to mention
the old generation —whence came their present unlikely name?

“Itwas an American storyby Willard Manus, called Mott The Hoople.
Wemettheauthor'ssecretaryout in the States once, purely by chance.
She was knocked out we knew the story, and told us Manus was now living
inthe GreekIslands.

“Thestoryisablackcomedyaboutacharacter called Norman Mott. He
was a Hoople, whichisakind of wandering miscreant. When we started
up, we had neveractuallyread the book. We just couldn’t gethold of
acopy. Wejustused to say vaguely to people whoasked, ‘Oh, it’s just the
nameofabook.”

This reminded Buffin that their old recordlabel, Island, are putting out
analbumofancientmaterial.

“T'hisalbum

is how Mott

should have
sounded

all along”

in1972:(l-r)
PeteOverend Watts,Yerden
Allen,MickRalphs,lanHunter
andDale “Buffin” Griffin

“It's going to be called ‘Mott's Greatest
Misses'. It's very naughty of them, but whatcan
youdo?Iremember whenwe first started outit
waslike the Clockwork Orange. We were playing
flower powertoallthelocalheaviesbeating
thehell out of each other. We came from the
backwaters, and theirideaofanight outisto
come home covered inblood with a few teeth
missing. Isuppose we do tend tolookon those
days withrose-tinted spectacles!”

Pause for Buffintolaugh and explain the state
ofhisnose. Butits interestingalignment with
therestofhis face was more duetoanaccident
onabuildingsite thananyviolent reaction to
aHoople performance.

The maindifference hehad noticed from the days of Savage Rose And
Fixable wastheinflationaryspiralaffecting the group business.

“It'ssomuchhardertostartaband now. It's got to the stage whereit’s
notenough toset up your equipmentup onstage and doagig. Youneed
ahugePAandroad crew to go withit.

“Andaudiencesare used tohearingbandslike RoxyMusicand Yes
with fantasticequipment. It used tobe hard enough togetan amplifier
and guitartogether. All the time the rock machine is gettingmore
sophisticated.I don’tknow how young musicians can cope withit.

“Andit’'s anaive assumption that groups can ask forless money. With
the presentinflationaryspiral, everythinghas gone up. And toask groups
totakeacutinwages tohelp thesceneislikeaskingthe ETU to take
awage cut. We worked it out thatit costs us, on average, about £500 for
every performance, before youinclude the cost ofhotels.

“Andwhenwedid ourlasttourof England, it was frighteningly apparent
howlittle moneythereis around in the country. The kids have just not
gotanymoney. Eithertheyare unemployed, or theirparentsare
unemployed. In Doncaster we met eightkids whohad saved up tobuy
oneofour LPs—between them.And they couldn'tafford toget to the
gigeither.

“Idon’tknow ifit’s afeasible idea, but we thought of organising Student
Unioncards thatgave adiscount to kids who were unemployed. If they
wereissued the cards, they could get into concerts atreduced prices.
Thesituation will get even worse when Value Added Tax comesin.
Therewillbea 10 percent
increaseinthe costof
entertainment. It'snot
sobad forkids down South,
but when you get to the North
—it'sfrightening.”

Meanwhile, what of the
future forMott?

“Well, our stageactis
becomingless frantic. We were
inarut, butthe wholeaimof
the band nowis to go upwards.
That’swhywe broke up, to
escape therut.” Chris Welch e
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“We'll show

Marc Bolan
a few tricks”

FACES

— NMESEPTEMBER 16 —

“ NG ON.I'LLwake upin aminute,” says Ian
) McLagan for the fourth time. It’s 3.30in the
afternoon and Mac’s struggling through an
interview. As arule, he’s something of a talker,
butright now he’s only been out of bed halfan
hour and his mind’s alittle foggy.

The nightbefore, the Faces hadbeen down at the studios, doing
nothingin particular, justtryingout a few possibleideas for their next
album. Infact, itisn’tdue to be recorded until after the band’s next
Americantour, whenthey’llgetdown to makingthe finished product
in LosAngeles. ButstillMcLagan thinks working onodd bitsand
piecesisavaluable exercise.

Now though, this afternoon, his eyes spell “hangover” in bigletters.
Heblinks out ofthe kitchen door at the bright sunshine, makessome
coffee, takes some pills of amildly rejuvenating nature and tries to
think clearly. Wesstick to fairly simple stuff.

“Thethingis, we’venever rehearsed for recordings before, never even
consideredit,” hesays, talking ofthe recentsessionsinthestudios. “It’s
badreally, 'cos whenyouthinkofitthey’re moreimportantthangigs,
becausethey’re goingto be confronting your ears the whole time. We
thought we’dgo down to the studios withan openframeof mindtosee
whatwecoulddo and whatwould come out. If wegotbored with anidea
after five minutes, we’ddrop itand move on to somethingelse. Infact,
the numberofideas wecameupwithwasamazing.

“Weshould have used thissystem tostartevery album.Sometimes,
inthe past, things havebeen alittle too forced. There’s too much
pressureifyoustartthinkingyou’ve got to make numbers thathave
gottobeNumber Onehits...”

Theresults, according to Mac, were moreideas than actualtracks,
butafew numbers had been kicked around, like the old Impressions
number “Fall For You” whichMac said he“wouldlike tostickin »
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“It'sgoodthat
Rod'sgothisown
thinggoing™:

RodStewarton
stagewiththe
Faces,1972
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somewhere”. Also, he thought the overall feel ofthe albumwould be
rock'n'roll. Butthat was hardly world-shatteringinformation. What were
theotheralbums, then?

“Well, Isuppose thelast one was rock'n'roll,” he replied, “butIdon’t
thinkthe firsttwohad anykind of overall feel. They werereally just bits
and pieces. Basicallywehave just two types of numbers —the rockers that
steamalongand are good for stage, and then the low-down, quiet sortof
things. On Nod, the rock side dominated, andI think itwillonthe next—
Thopeitwill,atleast.”

Macisgraduallywarmingup, becoming morearticulate. Gradually we
getontotalkingaboutRod Stewart, and I mention the recent suggestion
thatStewart’s singingis betteron his soloalbums thanon those with the
Faces. He halfagrees: “Ithinkhisownalbumsdefinitely bringout the
bestinhisvoice. It's naturalreally, simplybecause theyare his own
albums. They don’tnecessarily make himabettersinger, butI think he's
abitofafolkieatheartand we'rearock'n'rollband, ifyoulike.

“Ifeverything fellapart tomorrow]I could almost see Rod downat the
CrownFolkClubin Twickenham doing the old acoustic guitarbit, staring
upattheceiling... Well, perhapsnot,butIdon’t think he's satisfied just
singingrock’'n'roll. He's been singing that for quite along time, and before
thathe was singingabitof the old fol k.

“Likein theband, Idon’tthink any ofour musical tastes have changed
thatmuch, butwithRod maybe they've
reverted abittohisoriginalideas—abitJack
Elliottandall that.Ilike tohearhimsing
rock'n'roll, but his voice has got so much
subtletyaswell. People knockitandsayit
soundslikean old rusty gatepostor
something... and, well, it'strue, but that’s
his voice. The way he usesit can be very
subtle; there'salotofinnuendo—ifthat’s
therightword.”

With somuch attention paid toStewart,
andwithMacalongwithKenney Jones
seeminglythe quieterinthe group,
Iwonderedifheeverfeltalittleleftin the
background. “Yeah, I donowand again,
butitsuits me quite well.Imeanit's all fair;
Rod cando whathecando. Like there was
asimilarideawith Steve [Marriott] when
Iwaswith the Small Faces. Alotof
emphasiswas puton Steveandinaway it
didhiminthesamewayitcandoRodin.
Atthesame time, Rod is verylevel-headed
anditain'tgoingtogotohishead...Idon't
wanttosaylike Steve... buthe wasyounger
andRod'sbeen throughalot more.

“Ofcourse Steve'sbeen through alot
more now aswell,butin the old daysit
usedtocauseabitoffriction. AndIthink
it’s good that Rod’s gothis own thing going,
doinghis ownalbums, andthat’sone of the
reasons the set-up works so well. Like, if
I'had somuch goingin me the best thing
would be to split from the bandand do my
ownalbumorsomething... butRodcando
it,atthe same timerealising thatit’s the
bandwhichiswhatit'sallreally about.
Without the band, Rod wouldn't get to sing
his solostuff onstage; it’sagreatset-up.”

Continuingonthesame theme of the
Small Faces, he pointed out: “I've beenwith
Kenneyand Ronnie forseven years now
andlalwayscelebrate on November the
first, ‘cos that’s the dateIfirstjoined them.
Afewbottlesare opened. Rodand Ron have
beentogetherjustaslong, and even now, it
helps.It’s good to play with the same people
forsuchalongtime, because you canrely
oncertain musical things happening. Also,
we know each other's jokes.”

Asfor Steve Marriott, though, Macsays
hehasn’tseenhim foralong, longtime. “I'd

“Wedotendtorely
quitealotonthe
excitement”:the
Facesonstage,1972
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liketo,” he says. “Istill feel close tohim. Alot of his musicalinfluences are
the sameasmine, but thenat thesame time there’snothing much to say.
It'saload of waterunder the bridge really.”

Atthispointhe decides it's time foranother coffeeand also brings his
portablestereo down to the kitchen. He playsa few records and talks a bit
aboutsome Chuck Berrysessionshe was playingonrecently. One ofthe
things thatimpressed himabout Berry, apart from his music, washis
total disregard for the ways ofthe musicsceneasawhole... the wayhe
thinks of “Chuck Berryonly” and doesn’tbother himself with any kind of
trends. Isuggest thatit’sbeen abit the same for the Faces.

Macagrees. “Ifwe concerned ourselves with what otherbands were
doingwhenwestarted, we would have gone well under,” he says. “Abig
thingwasmade ofthe drink thing with the Faces, and I think it made
achangebecauseall the otherbands would be smokingand would go
onstage inakind of euphoricstate. Drink isn’'t sointrospective. Imean, I
tend to be abit introspective myself, but a few drinks soonloosen me up.”

Ongigsasawhole, Isuggest, theirsets tend tovaryinquality toa greater
extentthan mostbands.

“I'montheinsideandit’sdifficulttotell,” hereplies, “but Iwouldn’t
have thought so.It’safaircommentbut it doesn’tseemlike that tome. Ifit
comes across that wayIcanonly putitdown tocreative genius... Ohno,
whatamIsaying?” He breaksintoasmile.




FPACES
oy it me

“But tome, all gigs seem much the same.I'm not
sayingI'mbored oranything, butwealways putas
muchinto each one. The one thing that really pisses
me off, though, are encores. I'dlike torub themout
forever.It'slike youdoawholesetand you get nice
applauseand then yousayit'sthelast numberand
everybody gets on their feetand startsscreamin’. It’s
like... forfuck’ssake... ifthey'ddone that earlierwe would have had more
funoutofthe wholeset.

“Idon’t wanttogetintoabigthingabout ‘the overwhelming feedback,
man'’orthat waffle, butwe do tend torely quite alot on the excitement.
Hey, would yalike another coffee?”

Wellyeah, whynot... JarmesJohnson

MELODY MAKER

i EVERLY WILSHIRE HOTEL, Beverly Hills, California: “Steve

3 McQueen phoned up, said he wanted seven tickets for the show,”
- said Rod Stewart, his head poking out of the poollike a bullet
with anose. “Now that’s a BIT much. Imean, two’s enough, ain’t it?”

He could gatecrash it, Rod, you know, jump the fence onhis motorcycle.

“Justlet 'im bloody welltry.” The nose threwup a few bubbles asit sank
underthe water.

SmartlittleRon Lanestrolled into the pool area, looking smartas
arazorinapale-greenthree-piecesuit, andliggingshoes. Likeatrue
Englishman, he changed behinda tree, wrestlingwith atowelashe
dropped his trousers. Ron then plonked into the pool, exhibiting the grace
ofasackofpotatoes. Facesafternoon recreational period was under way.

“Want to go downand see the stage before the gig, Ron?” asked
Ronnie Wood.

Lanewasdryinghimselfandlightingafag. “What’s the pointreally,
what's the point?” he said. “Alll ever dois walk on stage and plug the old
guitarin,and playit.Idon'thave torehearse that. There's no point. I'mnot
like that.”

“That’syourbloody trouble,” said Stewart, nickinginto the
conversation. “You've still got yer volume controls set for the Marquee
Club. You knowyou Sellotaped them into position, and youain't moved
‘emsince.”

“Aw, go away will yer,” said Lane, all smiles, his saturated head shrunk to
thesize ofapeanut.

Itwasallrathersplendid, wasthis.Imean, the Beverly Wilshire was
THEhotelin Beverly Hills. Frogs’ legs on the room-service card, afew
reallynicebeds, and aged millionaires beside the pool, toastingaged
bodiesinthestinging Californiansunshine. There'saguywithsixchins
—eachonerepresentingamillion dollars. And it
must have costaround the same amount to get
ridofthem. Posh.

“Youknow MarcBolan’s goin’ tonight—we’ll
show thelad afewtricks, eh?” —Stewart, smiling.
“No, he'sagrandladisMarc,agrandlad. Must
bestrange forhimbein’biginEngland,and
beingnothinghere.Ifhe wantstodoit, he'll 'afta
work forit.I thinkheknows that. He'll 'aftadoit
here mind, really, otherwise he’s gonnarun out
ofthings todo inEngland. Youreally do 'afta
make it in America, you know. Youreally do.
Wish people could understand that.”

Mac McLaganappeared. “Youwon't believe
whatI'm goin’ towear tonight. Youjustwon't
believeit.”

Thenightwasrollingup sharply —the night for the band playingthe
famous Hollywood Bowl. The place had sold out within 90 minutes —no
mean achievement. And herein deep chatter were the Faces. Laugh-a-
minutelads. “You know,” said Rod, “Icould belaying half-asleep, and
mopin’bythispool,andI'dhear thoselads comin’,and there'dbeasmile
aswideas ahalfmelon across me face. That’s whatit’sallabout.”

It'strue, there'ssomethingabout the Faces and Rod Stewart that's about
asnaturalas turn-upsonan accountant’s trousers. It'sallalot deeper
thanmost people would everrealise. There isan unsigned mental pact, an
occasional glance, anod,awink.I've never quite seensuch arelationship
withinaband. Onthe outside it’s agas to call them looners, ravers, lads
withaglassandasong.It'snotonlyagas, it’strue, butwhen youdelvea
little deeper, each and everyone of them knows exactlywhere theyare at.

“You do afta
make it in
America, you
know. You
really do”

THE FACES

Evenwithred-hotstonking fun, there's got tobe
discipline,and eventhough that disciplineis
stretched tobreakingpointat times, it'salways
there. That's whyit pays off for the Faces. Stewartis
alaugh, andabloody fine singer, butheraves and
worries, and gives more than you'd everrealise. If
youstart putting him down forarrogance or flash
you're doing bad business, because Stewarthas earned each sequin on
hisjacket, 10 times over. Andit’sworthremembering that.

So theydon'tplay England much? Well, however dear thelittleisland
canbe—andbelieve meit'snodearer toanybody thanStewartandthe
Faces-itcanalsobehellishlystifling, especially in the creative field. The
FacesmadeitintheStates, remember. England —asawhole—didn't want
to know Stewartall that much until the USA pumped himup toanidol.
Here they canbreeze, and cruise, and gas, and dowhat the hell theywant
to do-and thereare few around that will bite their backs.

Youshould be thankful thatit’s an English band plunderingthe
rock’n'roll Midas. It's not just the Faces; the biggest business, the best
music, the only valid progressionis coming from England. America's got
nowt—exceptAlice, and that’sthe truth. Here the kids look to England for
the kickin the groin, and you can’tblame English bands forwantingto
playaudiencesas desperateasthat.

his side, asilver-spangled suiton his body. He was cheerful and

amitecocky as heloped into the limousine. Wood and Lane
were up to tricks, too. Mac appeared in abaggy, rumpled morning suit
with matching sneakers. Kenney Jones was reserved.

There were about fourlimos, flanked by two bike-ridingoutriders, who
cutholesinthetraffic, pulling theircycles inand out of theline, busily
makingsure that the convoy wasn't halted. Christ, you'd have thought
Nixonwasonhis wayacross town todeclare war, such was the drama.
Hollywood flashed by, a blur of neon, and streets paved with electricity.
Thatquietwalkdown Wardour Street to the old Marquee seemedalong,
long way off. “It'sacase of bringingback the old glamour,” said press chief
Mike Gill as one of the outriders slewed hiscycletoahaltand stopped
trafficfrom crossing the path of the convoy.

The Bowlwas eventuallyreached, andstood there, looking somewhat
ridiculousinakilt, wasalone bagpiper whowashired toentertain the
audience with “AmazingGrace” and otherstirring tunesbefore the lads
took tothe stage. It'simpressive, is The Bowl. Seeminglyanatural
amphitheatrelined withseats, reachingrightupand around, asfaras the
neck could turn.It’s darkand youcan't see anybody, but you knowyou're
surrounded. There's noise and chatterinthe night air.

TheFacesrunout of the dressingroom, there
arearms pushing you, facesloomingup, people
shouting orders. “Right, ‘ere we go,” says Rod.
Thereare suddenly 20 times more people
backstage, each witha job thatseemingly
consists with keepingeach otheroff the stage. It
never worked.

Andthen... SHAZAM!Itwaslike havingacid
thrown over your eyes—asheerwhite explosion
hitthe stage, which was coated in solid perspex,
throwing thelightback upin mistybands of
white. Stewart’ssizzly suit was on fire; Wood was
amessofcolour. Thestage wasamirroroflight;
searchlights swept the crowd. Now this was
Hollywood. The band kicked theirmachines
intoaction. Wood smashed and screwed achord
and then “Memphis” and the Faces are a-rockin’and a-rollin’.

IfThadn’tstayed and witnessed the followingat the Hollywood
Palladium justtwodayslater, thenlwould havesaid the Bowl wasagreat
Faces gig. As itturned out, it was good, but not great. Despite Rod’s striding
out,and frequentslide tackles across theslipperystage. Despite Ron
Wood's punchy, raunchy, slashed guitar, itlacked energy. It was enjoyable,
butitdidn’tgrabyourneck and twistit for 90 minutes. Instead, there were
times you found yourselfnot watching the stage, evenmaybe talking.

Butit wasenjoyable,anditwas fun. Theladshave got theirown baron
stage now, stacked high with Blue Nun, and other sprightly nips, and
manned byasmartlydecked-out barman. At frequent intervalstheband
would amble up to the bar, while Wood screwed out abreak, or Rod got
intosome dramaticparts. »

T IMEPASSED. STEWART appearedin the hotel lobby, hislady by
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Despite whatwas lackingmusically—the crowd were eating itright There's only one wayto getRod back in theland of the living — football.

up. “Come ondown from there, come and get round the stage,” shouted Itseemedbizarre nailingalongthe boulevardin LA, satin the back of
outRod. Theydidjustthat—abad movebecause the security boys atastylimo, passingthe flashiest scenes onEarth, and talking about
pounced-and when they pounceinAmerica, they pouncelike animals. Old Trafford, Denis, the Baseball Ground, and the true art of selling

So there was much shovingand pursuing through “MissJudy's Farm” adummy. Bizarre.

and “Maggie May”, Stewart sprawled across the stage, or getting up and Assoonaswe gotto the Palladium you could smell booze, and sweat. It
dashingaround the wholestage arealike Denis Lawwithalooseballin was about 100 degrees inside, and rising. Stewart was feeling better, but
his eyes. stillwanted tobesick.

When theyfinished, aroarfilled theair, and they came back for two Heneedn'thave worried one bit. They were so darned good they were
encores. Abeautiful achievement for the Bowl-butsomethinghad been illegal thatnight. Forastart, it was an ideal gig. It waslike alarger version
lacking. Therehad been this emptiness. ofaLocarnoballroom, and was stacked tothe roof with kids. “Iftheyain't

Nowthe Faces are knowntolike one helluva partyand thatwas the plan feelin’ good on 1,500 bottles of champagne then we're offhome,” said Rod.
for Sunday. A tricky plan, and the boys were warned about it. Theplacepressedonyou.Itdrewa
Imean, theywere going to get the crowd boozed onpunchand river of sweat from under yourarmpits.
champagne before the gig, and they had taken full responsibility Theaudience was pressed rightup
foranything thathappened.Itwas an extremelynervous Rod againstthestage, rightunderthechins
Stewart travellingin thelimoto that gig. oftheband, andwailinglike hell for

E “IthinkI'm gonnabesick.I've never been sonervous, I'mall music. Itcame from the veryopening
8 hereandthere.” Rervey Jome Ronme Lane kon MCLogan Rod Ssreort Ronrve Wood patternsof “It's AllOver Now,” loud and

ROCK & ROUCIRCUS SUMMER TOURT2

so brash, and glorywas itswinging.
Theyjust hitaswing, somethingthat
got your wholebodyjigging, and
kicking.Oh, what slang and swearingit
was—andyetit wasgoodtime. There's
alinebetweensomethingbeingvicious
and menacing, and vicious and fun.
The Faces—on this night —hadall the
pressure, all the evilyouwanted, and
yetthe final productbroughtasmileto
yourlips,and notasneer.

Everyone knew it was really working.
There wasRon Wood playing some
extraordinaryguitar. It’'samazinghow
Wood has developed astylethat’s
totallyhis. His bottleneck solosare a joy
tobehold, hotrashes of metal scraping
andruttingaway, a fagburning twixt
histeeth, hislegs stridingabusy pattern
across thestage. Thenthere's Lane, a
sweatmark coveringthe whole of his back,
chuggingaway, while McLaganand Jones
shiftandripitup. “MissJudy” bithard, while
there wasno stopping “Memphis.”
Stewartinayellowspangled whistle, threw
hishead backandsmiled, thenwalked tothe
back of the stage, leaving the band playingat
this utterly uncanny pace.

“These fourguysaremylife,” he said,
pickingout thebackbeat with hisarmand
shakinghishead. “Canyou feel that?”

Feelit? You'd have had tobe made out of
bricks nottohave felt the swagger goingabout
onthere. The audience was out ofitshead, the
stage was out of itshead, and the backstage
people were wearingout shoeleatherby the
inch. Even the Faces’ barlookedlike running
low, the Blue Nuns beingraped in quick
successionastheheatbegan toswell.
“Youknow, man, the Stonesdied adeath
here the othermonth,” said a guybackstage.
Stewartwasback onstageonhis knees
delivering “Maggie” ina voice thatlooked fit
toshatterhis throat. Thenhe was up, hisarms
around Lane. “Twistin’ The Night Away” and
“Feel Alright” were the killing encore blows;
itwasawonderanyone wasleftstanding. It
October29,1972: wascompleteand utter enjoyment. The

:‘he Fa_cesiﬂ‘hebi'f j Faces’ own partyand therehadn’'tbeenaspot
t,:::;':sﬁ:;"&ig; of trouble. Whatabeautiful band thisis.
OfMusicatthe “Andwe'retired out,” Ronnie had said
f’:'e"y"t'::t::'b‘:'"":f't:r / \ earlier. “We've got tolay off after this tour—
the PinkFairiesand : lay offuntil we're bored. Thencomeback and
theNew YorkDolls ' : boogie.” RoyHollingworth e
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Indeed, every

song tells a story \

NME JULY 22

Rod Stewart

MERCURY

Asacursory listen to any of Rod Stewart's
solo albums willreveal, there are many
aspects of his music which are simply shut
out of his work with the Faces. Never A Dull
Moment is alovingly crafted work which
concentrates on Stewart's sensitivity as
anarranger and as an interpreter of
intensely varied material both from
his pen and fromthe pens of others.

When listening tothe Faces, it's
alltoo easy to forget that Rod
Stewarthas one of the most
expressive voices that any of us
will ever hear. The thunderous
rhythm-and-booze that the Faces
produce seems to limit Rod to the
raucous and demonstrative aspects
of his style, and thus, | fear, does him
asevereartistic disservice.

The Faces have never produced music with
the depth of feeling and range exhibited on
An Old Raincoat Will Never Let You Down,
Gasoline Alley, Every Picture Tells A Story
and now Never A Dull Moment. The dilemma
is this: on his solo albums Stewart can take
songs as differentiated as “Street Fighting
Man”, “Man Of Constant Sorrow” and
“Handbags And Gladrags” and show us
what these songs have in common, while
simultaneously respecting the individual
identity of each song, whereas with the
Faces, every song ends up sounding
uncomfortably like its predecessor. A Nod's
As Good As A Wink... tends to sound like
one exceptionally long Faces track, but
Never A Dull Moment dulyrealises that,
indeed, everysong tellsastory.

It features the usual Rod Steward solo
album studio band, which has with some
justification been called the best studio band
since the one Dylan assembled for Highway 61
Revisited and Blonde On Blonde.

Exact track-by-track details are not
available as | write, because my copy arrived
without a sleeve, but somewhere in there
are Ron Wood (lead and slide guitar), Micky
Waller (drums), Ray Jackson (mandolin),
Martin Quittenton (acoustic guitar), Speedy
Acquaye (congas), Dick Powell (violin) and
sundry Faces.

None of the songs have been picked out for
singlerelease, and none of them leaps out at
the listener asreadily as “Maggie May” did,
but “True Blue”, written by Rod and Ron
Wood, and “You Wear It Well”, written with
Martin Quittenton, seem the most instantly

i
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appealing here.

“Interludings” isavery brief

acoustic guitar instrumental written
by Ron Wood's brother Arthur (who, with
Keef Hartley and Jon Lord, had abrilliant but
neglected mid-'60s band). Of these “True
Blue” isatypical Stewart opening cutin the
tradition of “Gasoline Alley” or “Bad’n’Ruin”,
dealing with one of his perennial lyrical
themes, that of the prodigal son.

“| gottaget myself back home”, he moans,
againstasteady descending sequence
blocked out by Quittenton’s acoustic guitar
and some driving rhythm section work.
“Lost Paraguayos”isan
acoustic carouser about
aMexicanjail, with Rod
chuckling delightedly
between the lines.

“You Wear It Well” sounds
similar to “Maggie May”, and
“Italian Girls” begins with a
Bo Diddley mumblingbass
solo against the acoustic
guitar before charging off
intothe song, the melody
of which derives from
traditional sources.

On each of his last three solo albums,
Stewarthasfeatured an obscure Dylan
song. Perhaps “Only AHobo” from Gasoline
Alley was the most successful of these, but
here “Mama You've Been On My Mind” is
real sweet, with Wood's pedal steel shining
inthe background. But next time, Rod, could
you see your way to doing one of Dylan’s
better songs?I'd love to hear you sing
“Positively Fourth Street”.

For somereason, mostperformers fight
shy of singing Jimi Hendrix songs, probably

Rod does a
beautiful reading
of Jimi Hendrix’s
“Angel” from The

Gry Of Love

because of the difficulty of getting the
guitar leadsright.

Here Rod does abeautiful reading of
Jimi's “Angel” from The Cry Of Love, and
effortlessly surmounts the problem by
concentrating onthe vocal and leaving the
guitar to play rhythm. He soars through the
chorus with agrace that Hendrix would have
dug, and | hope this spurs afew more people
ontorecord Jimi'ssongs.

“I'd Rather GoBlind”, the Etta James song
that was a hit some while back for Chicken
Shack, is one of the fewrecorded examples
of Rod's excellence asaninterpreter of slow
blues, othersbeing “Blues
Deluxe” on the Jeff Beck
Group's Truth album, which
isavarianton “Gambler’s
Blues” thatendsup as
ashowcase for Beck
and Nicky Hopkins, and
“SoMuch To Say” on
Immediate's long-deleted
Blues Leftovers. “Blind”
isthemost moving
performance onthe
whole album,andI'm glad
thatit’s part of the Faces’act.

Lastly, atribute to one of Rod'sidols,
the late Sam Cooke, on “Twistin’ The
Night Away”, an effortlessly swinging
performance of the R&B classic, which ends
the set with great good humour and anice
solo from Wood.

Never A Dull Moment? Well, almost never.
This isan album which is going to give me alot
of listening time over the next few months,
and I'm gladit’s in the house. | just wish that
one day the Faces will make an album this
good. Charles Shaar Murray
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JOHN LENNON, WINGS, |
BLACK SABBATH, PHIL "W
SPECTOR AND MORE
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Keith Moon
will play the
drummer

MM OCT 28

the hit musical Godspell,istoleave

theshow tomake anewrock film
with Ringo Starr, Keith Moon, Billy
Fury and The Everly Brothers.

Called That'll Be The Day, ithasa
screenplay by Evening Standard writer
Ray Connolly,and willbea “definitive
picture” of the storyofyoungpeople
growingupamidst the popboom of
the '50s and '60s.

Shootingcommenced this week on
locationataholiday campontheIsle Of
Wight, and therest of the castincludes
actresses RosemaryLeach, Rosalind
AyresandKimBraden. The story
revolvesaround agroup called Stormy
Tempest & The Typhoons. BillyFury
plays Stormyand Keith Moon willbe the
drummerin his group. David Essex
playsayoungboygrowingup in 1958
whogetsboredwith schoolstudiesand
optsoutofsociety, joining up with his
friend, played byRingo.Inonescene
Ringo getsbeatenup by Teddy boys.

Itis hoped many top rock musicians
like Pete Townshend and JeffBeck will
help supply music for the film,anda
soundtrackalbumwill bereleased to
coincide with the film'sissue next
spring. That'll Be The Dayisbeing
directed by Claude Whatham, a top
television director, and produced by
David Putnam, Sandford Leiberson
and RoyBaird.

DAVID ESSEX, WHO plays Jesusin
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MM From out of an
improvised King Grrmson
session comes... Prlpp
Eno, a meeting of minds i m
a smaII studio, withs some
nudie playmg.c’:;lrds...

EFOREKING CRIMSON'Srecent
B appearance onthe German Beat Club
TV programme, percussionist Jamie

Muir asked their roadies to go outside and
collect alarge sack of leaves. Then, during the
set, while John Wettonwas playing aquiet
bassriff, Jamie took the sack,upendedit, and
spilled the contents over his kit. As someone
saidrecently: Dada, we'reall crazy now.

Jamie'skitinitselfis enough to qualify the
new Crimson for aplacein the surrealistic
stakes alongside Han Bennink, John Stevens
and Frank Perry.lIt's like nothing you have ever
seenbefore. He doesn’tplayitall the time,
either. To say that Jamie is a “multi-"”
instrumentalist s to say thathe can make
music out of anything that comes to hand.
There's his whirly-pipe, forinstance: alength
of rubber tube witha coiland atremendous
mouth-piece, which he blows and
simultaneously whirls around hishead.

Maniacal, certainly. After all, when Jamie
waswiththeill-fated and underrated magic
band called Hurts, he oncere-coaxed adrum

“We'reallcounting
onthisbeingalong-
termthing™:Brian
Enoand(right)
RobertFripp

That one
4 cost £2.80
for the tape...”

solo at the Marquee by sitting onthe edge of
the stage and screaming atthe audience, who
fled.Believe this: if King Crimson can make
their old fans listen to their new music, they'll
have struck a giantblow for progress. If they
succeed, it'll prove that audiences will invest in
the avant-garde, and the wax will be used for
utter inspired lunatics like
Derek Bailey, Evan Parker,
Cecil Taylor.

The major part of their
German TV set was totally
improvised, just like the first
setoneach of theirthree
nights at Frankfurt's Zoom
Club, which was their first-
ever gig. Bob Fripp played
methe TV tapesround at
the good Captain Eno's flat in Maida Vale the
other night, anditwasimpossible not to be
impressed withthe predacious unity they've
already achieved, prior to their English tour.

Eno'sstudio is situated inatiny room, not
much bigger than a closet-itcontains several
tape recorders,an amp and speaker
system, loads of leads and tape-snippings
hanging over everything, some model
aeroplanesand funny pictures, manyreels
of tape, and the Captain's collection of...
uh, “connoisseur’s” playing cards.

“l call it the
Grimson Lurch.
It catches you in

the neck”

With practised ear, he manipulates Revox
and Ferrographs to bring us the sound of King
Crimson live in Bremen.Fripp’s had a busy day,
ending with he and violinist David Cross opting
outof all the decision-making in theband, but
he's filled with enthusiasm for the music.

The tapebegins,and it’s obvious that this
Crimson is not for those of nervous
disposition. The five musicians positively tear
into each other, throwingideasaround like
confetti, feeding and developing phrases with
avidskill. Atfirst, the rhythm sectionis what
catchesthe ear. “They're the two most
ferocious drummers I've ever worked with,”
says Fripp, as the combined efforts of Messrs
Muir and Bruford threaten toignite Eno's
machinery onthe spot. It's hard to tell who's
playing what, except when Bill's laying down
straight funk and Jamie’s embroidering it with
tinkling percussive effects, but their
combined power is awesome.

“We're trying at the momentto play 5 over
4,” says Fripp, by way of metrical explanation.
Whenitworks, the strength of italmosttears
theband apart.”

Wetton's bass guitar, too, catches the ear:
his very sound is bloodthirsty and cursing, and
hisinventivenessin apointillist duet with
Fripp's guitar is astonishing. “l call it the
Crimson Lurch,” says Fripp.
“It catches you in the neck.”

Eno, too,isimpressed.

“l heard Family awhile back,
and|l thought, ‘That's my
favourite bass sound.’
When | heard these tunes,
Iwasamazed to hear the
same sound again. Then
somebody told meitwas
the same guy.”

Fripp's guitar and Mellotron are, right now,
much as ever they were. Bob knows thathe's
gotalong way togo asasoloist-there'sno
self-delusionhere, and he's going to make it.

Crossisthe youngestandleast experienced
Crimsonite,and at the moment it's showing a
little. Lack of confidence comes through on
violinand flute more than on mostinstruments,
but the music onthe tape attests to his protest.

“You see,” says Fripp, “we're all counting on
this being along-term thing. We're planning to
stay together for two or three years -and




David is someone | know I'll want to be playing with in
1974. Youjust watch.”

The major portion of the 13-minute TV setis the free
improvisationtitled “Vista Of Operating Theatre
Under Ark-Light”, and it ends with a written
composition, in comparatively recognisable Crimson
vein, called “Larks’ Tongues In Aspic”.

The tapereally shows only one facet of the new
band.Bobhasn't played usall the songs (ie, vocals), but
there'llbe plenty for fans to savour on the tour. “Don't
judge us onthe very firstgig. It'simproving by
gargantuan leaps - and it’ll never be bad, anyway,
because at its worst this band is very professional. But
the thirdnight in Frankfurt... well, it really happened.”

Asthetape ends, Enois already connecting another
majestic treat. He pulls outasmall spool, threads it
through the Revox, and explains it's something he
taped fromaradio play, the voice of actress Judi
Dench speaking asingle phrase. He made eight tapes of it,
at slightly differing speeds, and thenre-recorded them
together. They begin together, and then gradually shoot
out of phase until the effect is like an aural hall of mirrors.

The phrase Miss Dench speaksis “Youdon'task why”,
justthat, but the multi-tracking turns its meaning a
thousand different ways. This may sound like something
from Pseud’s Corner (or a John and Yoko test pressing), but
it'sutterly mesmerising: “youyou do-don't ah-ah-ah-ah
don't a-ask whywhywhy don't ah-ask you-you-don't...”

For Eno, the highlight comes when the voices come back,
forasplit-second, into phase.Hel also insists oninflicting
our ears with one of his “snake guitar” pieces overdubbed
by himself through his own equipment. Initial worries give
way to pleasure as hisfuzzy rock’n'roll licks pour forth.

“That’s my Sterling Morrisonsound,” he says with some
satisfaction. Fripp grunts: “I've spent months trying to get
that soundin the studio. How'd you do it?”

Eno explains, to Fripp’s amazement, that he feeds the
guitar straight through histape machine - which, by all the
laws of wattage, should explode under the strain. That they
don'tcan be attributed more to luck than expertise. The
evening's highlight, though, is on the next spool: 20 minutes
of musicrecorded, in Eno'sroom, by himself and Fripp.

The theory and practice of the music were as follows:
Fripp, on guitar, laid down a bass drone, modulating into
different tonal areas twice over the length of the tape,
which Eno subjected to various forms of echo and tape
delay that | don’tunderstand. And this produced a dense,
shifting groundswell over which Fripp then improvised
atop line -once again with electronic assistance.

The result is somewhatbetween Terry Riley's “Rainbow
In Curved Air” and John Martyn'’s longer guitar pieces -
which is to say thatit's utterly, magically riveting.

The listener is totally absorbed as the guitar wheels,
spins, cries, bleeds, soars, turns back into itself, climaxes
and diesaway. Itis, without doubt, a complete triumph.

Eno'stheories on tape delay were published in book form
on March 6 -andfive days later, 3,000 miles away, Terry
Riley published his own theories in America. They were
almost exactly the same. “What an example of creative
confluence,” chuckles the Captain. “Actually, shortly
afterward | found out that John Cage had discovered the
same things years ago. Buthe was a creep, and anyway he
didn’tknow how to use it.” What a joker.

This tape will, they hope, be used on Island’s experimental
HELP series with another piece they'rerecordingsoon. “It's
my idea of how to make an album,” Eno commented. “That
one side took 40 minutes’ work and cost £2.80 for the tape.”

“We're hoping,” added Fripp, “to bring the albumin,
mastered and complete for £100.” Contrast that with the
five-figure sums Crimso's own albums have cost to make.

“Also we'd like to arrange some gigsin the future with
both Roxy and Crimson, so that Enoc andl cando aset
togetherinthe middle.” Richard Williams

Osmonds fans

gatheroutside
aLondonhotel,
Novemberi1972

Fan hysteria on a massive level

MM OCT 28

isdue tofill the skies around London’s Heathrow Airport this Sunday

morning when The Jackson 5 and The Osmond Brothers touch down within
hoursofeach other. It's doubtful whether Heathrow will have played host to
sucha fan gathering since the days when The Beatles returned triumphant from
their American tours. For accompanying the Jacksons and Osmonds is the
biggest wave of fan worship since Beatlemania.

Firsttoarriveare TheJackson 5. Their plane, Pan Am Flight Number 106, is due
toarriveat Terminal3 at7.20am. The Osmonds arrive at Terminal 3 at 10.30am.
Arrangements have been made forThe Osmondstodrive in front of Terminal 2.

Together with David Cassidy, the Jacksonsandthe Osmonds make up atrioof
Americanacts thathavebroughtback fan hysteriaonamassivelevel. Record sales
forThe Osmondsalone are toppling records setby The Beatles at the height of
theirtouringdays. InBritain alone, TheJackson 5 have sold twomillion singles
and 100,000 albums for Tamla Motownintwo years, counting recordings by the
group and lead singer MichaelJackson.

First-to-arriveJacksons will spend the Sundayat rehearsals forthe Royal Variety
Performance at the London Palladium, which takes place the next day. Following
concertson the Continent, thegroup play twoshowsatBirmingham Odeonon
November 9, Belle Vue, Manchester (10), Liverpool Empire... twoshows (11) and
they wind up with amassive concertat the Wembley Empire Pool on November 12.

Osmondswillbedriven from theairport to their central London hotel foran
afternoon pressreception. They will play concerts at London's Rainbow Theatre
(November 4), Manchester Free Trade Hall (6) and Birmingham Town Hall (7). All
the concerts have sold out. Concerts follow inFrance, Germany and Scandinavia.

“Nothing to do with
drugs” MM DEC 2

PAUL MCCARTNEY -WHOSE “Give Ireland Back To The Irish” was

'|'HE BIGSCREAM isonits way back to Britain—and the biggest scream of all

banned by the BBC last February - has again fallen foul of the Beeb. His
latest single, out tomorrow (Friday), hasbeen banned by Radios One and
Two. Title of the piece, written by Paul and his wife Linda, is “Hi, Hi, Hi”, by Wings.
BBC publicity officer Rodney Collins told the MM: “The ban has nothing to do
with drugs. We thought therecord unfit for
broadcasting because of the lyric. Part of it goes:
‘Iwant you tolie onthe bed and get youready for my
body,gon'doit, doit, doiit to you'.
“Another part goes: “Like arabbit 'mgoing to
grabitanddoittillthe night is done’”
“Hi, Hi, Hi” was broadcast by Tony Blackburn
once last week, but thiswas a “mistake”, say
the BBC.
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“Rock
releases
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USA. They leave behind
delighted crowds —
but at what cost to MELODY MAKER (
themselves? “We were LACK SABBATH HAVE always had ahard

time. Does anyonereally take them

just four ordinary seriously? Their musicis loud, often

lackingin finesse. But it carries an honesty

Iosers,” says Ozzy that few bands have today. It has power—

and while anawfullot of people are ready

OSbourne- “We signed tolaugh at the music’s monotony, there isa hard following

. inBritainand enough people digging them in the States to
and It a“ happen8d. = .” make theirsmallest gigs 5,000-people events.

Ignoringcritics, Sabbath have quietly sneaked offand
recordeda finerockingalbum with depth and shades of
sophistication. Made at the Record Plant in Los Angeles,
Black Sabbath Vol 4is comingofage, a new-found maturity
and freedom.

But Americahastakenitstollonthe band. Tonylommiis
ill,andOzzy Osbourne's complexion shows that some
sunshinewouldn’'tdohimanyharm. Theystillcarryon,
andalthough futurelong tours of the States are out, in the
immediate future they find themselves in the almost
impossible situation of working stateside for three weeks,
withtwoweeksathome inBirmingham before going back
again foranother three-week stint.

Lastweek Osbournelooked half-dead. Lackofsleepand
jetlaghad drained his energy. Buthe talked excitedly about
theband, bigvenues, drugs, AmericaandtheirlatestLP...

Do youfeel your musichasfalleninto anaccepted
pattern?I don’t know, butalot of people have told me that
we've gotourownthing, ourownsound.Idon'treally
know myself, because ofthe next thing. Theactualmyth
and feel of the musicis something you're notreallyaware
of when you're so close toit. When we sang “Paranoid” we
didn'tplanit. We don’t plan things, wejustdothem. We »

CAMERA PRESS
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CHRIS WALTER

HONOUR

& Black SMAMN‘

06TOpER- VUM BEAR

didn'tfeel thatalotofpeople feltlike us, but evidently a lot of other people
did feel what we were writingabout.

Ithink thatwas one ofthe main things whyitsold, because at the time
there wasalot of shitaround with all this violence, whichis stillaround.
It's got way out of proportion now, but atone time it was something that
was justfiltering throughand gettingat people’s nervoussystems. We
didn’tthink, “We’re masters of the world; we knowwhateverybody’s
thinking.” We just wrote something.

Itwasmainly Geezer, whoisavery intense person, inas muchaswriting
goes. He'sthe mainlyricist. Thave done afew things; I wrote thelyrics to
“BlackSabbath” and a few ofthe others, buthe’s the man. He comes up
with some really good things.I meansometimesIfeel, “God what’s in his
head?” One of the tracks on this new album really freaks me out even now
—“Cornucopia”. Listento thelyrics onthat. Thelyrics on thelast verse go,
“Takeallife, it'’s goingcheap/Kill someone, no onewill weep/Freedom's

yours, just pay your dues!/ We just want your soul to use”.

Isthatbecause of America? NowlI feel theband is getting veryinfluenced
by the American trip. Youknowwewere thinkingofcalling thisalbum
“Snowblind”, butit was veryheavybecause theysaiditwastodowith
cocaineand drugs. We get criticised about drug influences, butifpeople
really getintothelyricsit'sananti-drugthing. Whetherwe've useditor
not,I'mnot obliged to say, but what we've seenofitisterrible. It’slike
peoplearelivingin nightmares, and anybodywho goesintoitendsup
like that. Over there when theygoinforsomething... “Getstoned, forget it
man.” It'slike drinkinghalfashandy to them, gettingstoned. Theyreally
gooverboard; it’sa wonder thathalfofthem don’ttakeacoffintoa gig.

Do you never feel that s the reality of dope? 1 don’t thinkso;Iwashaving
anargument the other week inapubnear wherelIlive. Thisoldbloke was
saying, “Thispopstar, he's the cause ofall this drugabuse.” Isaid, “OK,
but who gave him the drugs,and who gave the bloke before him drugs?”
Wedon't goonstagelike freaks; we go onto play music. If you're freaked
youcan'tplay.I'vetriedit; youjustcan'tgetittogether. Youthink you're
playing great,and thenyoustartlosingitand, man, itall falls down.I just
don'ttouch itany more.Ithink assoonastheworld... althoughit’s too
late now, butif the world gets it together then the kids will do the same.
Thisworld-Idon’tknow.I've sat and thought tomyself, “Look howlong
theworld's beenhere, and man, now they've found away of destroyingthe
worldbyjust pushingabuttonand they can wipe out the whole thing.” At
timesIdon'tthinkitwouldbeabadidea.Iwaslookingatthe newstheother
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nightand there wasn'tone thinggood. Everythingtheyspokeabout wasa
bomb. Bombona plane, bomb in Belfast, bombinsomebody else’s boot.
The biggest tragedy ofall time musthave been the Olympic Games.
Theyeven had to mixathinglike sport where aman physically competes
withanotherandrace doesn’t matter. For two weeks people forgetabout
colourandreligion and they justcompete as human beings. And then
some people have to goand do somethinglike thatjust for politics. The
thing yououghttoseeis pollutioninAmerica. It's terrible. People are
walkingaroundlooking up intheair, shivering, scared. Asifone day this
bigblackhand is going tocome out of the sky and choke them.

Your music’sareaction to that? Well, Americais the mostsatanic
countryin theworld. They doanything fora dollar.If you've gotadollar
you'rein;ifyouhaven'tyou're out. You're nothuman over there, you're
justanother punch card inacomputer.It'snever heard of to say thank
you. “Givemeacup of coffee, me, me, me; feed me... him...”

It’s funny, becauseI've been everywhere and this countryis the sanest
countryout ofallof them. Ilook at mylittlehouse inthe countryhereand
IthinkI've boughtmyselfalittle piece of heaven on Earth with mykids
andanimals.Idon’twant to be aneurotic old man at 85 coughing up soot.

Doesn’trock contribute to pollution withits sheer volume? No, rock is
the bestsedative in the world. Itreleases the stress, theanxiety and the
hang-ups.IfIgoontoastageand there are 20,000 people out there or even
one,andiftheyre diggingitand havingagoodtime gettinghigh on the
eveningand the event, andthey re forgetting what’s going tohappenin
the morning when they clock on again, I thinkI'veachieved something

Doyounever feel like ajukebox playing the same tunes all the time?
Yeah, you feellike thatsometimes. Plugadimeinand he'll singall night.
It’s suchadragsometimes. Like two days before we wentaway on thelast
tripIcaught thisbugand itjust turned me off. Second number of the first
show my throatjustturnedoffandIwas dead.I had to walk offstage. 1
couldn’tgoon. Youtrytotellacrowd of people thatyoucan'tgoon.

We gomad now, we do what they call bops. Three weeksinthe States,
two weeks home, three weeksinthe States, twoweekshome.I haven't
sleptsince we got back.Igotback Sunday, I wenttobed on Thursday
night, didn’tsleep Friday night, didn’tsleep Saturday night, didn’tsleep
Sundaynight. It’slike you're sittingdown and bang you're asleep fortwo
hoursand thenwideawakeall nighttaking the dogs forlong walksat five
inthe morning through thehaze.

R THE SABBAT
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Anyplansfordoingasoloalbum?I'vebeen
thinkingaboutit, butI'mverylimited because
Ican'tplayaninstrument.IthinkI'm goingtoget
aMoogandlearntoplayit, notjustinstrumental
work, butdoinga soloalbum usinga Moogonit.
Getting some different people towork onit, too. If
Iused the peopleI work withnowitwould justbe
anotherversion of Black Sabbath.

i) m iy

Would youlike to usestrings, like on “Changes”
from thenew album? Yeah, it gets pretty boring
forusafteratime. We play everythingonrecord
thatwedoonstage. It's good forourears as well
asother people. We like our own music betterif
we can experiment onalbums. That’s why Tony
likes toplayalittleacoustic guitarin the studio.
Actually, I think Tony is one of the most talented
guysI'veevermet. None ofushave everbeen to
music college, and if someone put musicin front
ofmenow, welll couldn’'tevenread English
writing, letalone music writing. But Tonyhas
thisnatural ability. He'd never played piano
before, neverbefore, and yet he sat downand got “Changes” togetherat
thepianoafteraday.

Geezerhas almost got all the things written foranalbum andrecorded
alotofitathomeonhislittle Revox.Ifhe gets the time he'llbe doing one.
He’'s got everythingworked out, whathe wants tocall thealbumand
everything. Hisalbum will be reallysomethingifhe does get it together.
I'veheard one thing he's got togetherand that wasbeautiful.I've gotto
hearhimsingaswell. Geezer'saninterestingguy in that he thought of the
“Paranoid” tripand everything.

Do youever feel unreal, caught upin the “downer” myth? No, notreally,
butit’sstrange, I neverrealised the strength of Black Sabbath. Although
I'mbeginningto understand it abit more now.lunderstand more about
the first Black Sabbath album now thanIdid atthe time, because you
have tounderstand the fact that we were just four ordinarylosers. We just
bummed aroundinanold Transitvan, doingit anywhere, playingatIrish
workingmen’s clubs, anythingjust to getagig, just to play to people. Then
thiscigarcame walkingintheroomonedayandsaid, “Signhere.” And we
signed thereanditallhappened.

There’salwaysalot of energy at Black Sabbath concerts. Right, it’sgood
energy.l feel when we doaconcert there's so much energy coming offthe
peopleifit'shappening. Sometimes it doesn't happen, but youcan't
expect todoit everynight. But whenit does, itreally comes over good. The
whole thingcomes up toa thing that just blooms intoabeautiful energy
trip.I'msure we moved the Albert Hall three footlast time we played
there.l don’tlike going tothese concerts where theband triestobaffle you
with science. Hop ontoa Moog, play 35 violins, it's just nowhere for me.

Theonlybandthat can dothatformeisYes. Rick Wakeman, the
organist, isthebestin the world as farasa keyboard player goes. Itate him
alothigherthanEmerson—it's been done before-jumpingonto organs
withknives. Onstage that band is perfect, forasinger Andersonhas such
agreatideaatarranging. It'sso perfect.

Youstill get nervous before yougo onstage? Ifit'sabig gig, beforeI goon
thatstageI haveacouple ofhefts of scotch,and sweat... my hands melt!
Butassoonastheygo “Black Sabbath”Iwalk on thatstageand itjust
disappears. Thelast Albert Hall gigIwassoill. Icould feel this thing
comingthrough the walls.Iwasfeeling, “I've gotto goout thereinto the
biglion pit.” Assoon as you're onstage you justopenup. ButI'll tell you:
ifsomething goes wrong with the equipmentonthat first number, I'm
finished, butonce the firstnumber’s over, it's cool.

Doesthevolume you use ever affect your hearing onstage? No, I'mright
inthe centre of the stage. Yousee the speaker fansoutanditdoesn’thitme
somuchasitwould the people at the backof the hall. The peopleat the
frontofthehallare betteroff, actually. I'd say we use volume effectively,
likeweuseaguitar.

Have you ever seen Grand Funk? Now that’s volume. They say in
Americathatwearelouderthan Grand Funk. I'll tell you, if the world
endeditwould notbe thatloud! When they came overhere theyused

“T'’he whole
thing just
blooms into
a beautiful
energy trip”

BLACK SABBATH

a5,000-watt PAat the Albert Hall. The peoplein the
firsteightrows had theirhairblown out. And they
wondered why people were running out holding their
heads, with screwed-up pained faces.

Youget toapointwherevolumeceasesto be
creative. Of course. And thatloud it’s painful,
andit’snot gettinganywhere. It's just noise.
There'sno co-ordination with theirmusic,
there'snotevenanice flowingriff,andit’s
justagreatnoise. Ifthat guychangesachord
once, he'sdoinga good run. Youcansay
we're monotonous, but we dohave the
common sense towrite alittle bit more
variationinthe trip.

Yes are so biginAmerica. You think The
Beatleswerebig. Wedidagigwith thematthe
Forum, twonights there, and thatholds 20,000
people and theypacked the place both nights.
Man, youcouldfitthe Albert Hallinto the
dressingroom of the Forum. The size of those
places—youdon'tgetapplauseatonce, it comes

inwaves fromthe back of the hall.

Canyoucommunicate to thatamount of people? No, I justhave to throw
myselfatthem.Ijustuseabit more energyandabit more sanity. The
amplification thingoverthere isamazing... perhaps that’s why we're
gettingabit tooloud for this country, because we've got used to playing to
agreatmassofpeople. The smallest crowdI've played to indoorsis 25,000
people.Onthislast tour we went to this open-air festivalon Labour Day,
whichisabigholidaything. Thisguydidn't expect whathe got. There
were halfamillion people there; we couldn’tget to the gigbecause for

10 milesalongthe freeway there wereabandoned cars. There were cars
turnedoverin theriver. ltwaslike someone had said you've got 10
seconds to get outof the city beforeit's destroyed.

The guy couldn'tbelieve it, man. He expected 80,000 people! There was,
like, three toilets forhalfamillion people! It was terrible; theywere selling
themaspirins toget them stoned. That's what I hate about festivals, the
dope trip. Bad news.If you're going to sell something to people, sell them
somethinggood.

The new album sounds as if youspent alot more timeand effortonit.
Thisisourfirstalbum. OQUR firstalbum;in the past we've been limited
time-wise, money-wise, thisexpense thing.If youcanaffordtoputa
bandinthestudio, youcanafford towait. That’s why thereissomuch bad
stuffcomingout.Ifeveryone was todoa good jobonan album there'dbe
somuch more good musicaround. Ipickup analbum sometimes andit’s
sobad. Analbumisacompletely different thingtoashow. Youcan'tsee
melooningaround, youcan'tsee Tony's fingers working.

Westarted recordingthisalbum beforelast Christmas. We've spentalot
oftime and alotof money on it. We took four or five all-night sessions on
onetrack, “Under The Sun”, because we didn't feel it wasright. Inthe end
we gotitright. That's reallywhatwe wanted todo before.

Master OfRealitywerecorded in fourdays. The firstalbum werecorded
inRegent Sound, onan eight-track machine, in twodays from 10in the
morningtill six. It was good for the time and expense that wentintoit.
Thatwholealbum must have cost £600.It's the people you neversee who
arebehinditall. The Blue Meanies.

This album s just the four of us plus Colin Caldwell —and Patrick
Meehan. Wehadsomuch fun.

Why cutin LosAngeles? At the Record Plant? What astudio fordepthand
bass! You'llnotice that the volume of this albumis alot higher than the
other, andthe crispness is somuch better.

Thisalbumisacomplete new step as farasweare concerned, because
now it'sanewera for Black Sabbath. We're nolonger going touse a
producer. We experimented aloton thisalbum. It waslikea partywith
peoplearound atthe studio. As faras producers go, no disrespect to
RodgerBainoranything, but wejust felt that we couldn’tcommunicate
withhimin theend.Idon’'tknowwhetherhe'sgotanego trip thathehad
made us orsomething.I1thinkaproducerhas tobe withaband24hoursa
day, otherwise youcan't communicate with them. It shows on thisalbum
thatwe enjoyed ourselves. The energy levelisthere. Mark Plumimer o
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JohnLennonandYokoOno
atoneoftwocharityconcerts
theyorganisedforNYC's
Willowbrook Schoolfor
childrenwithmental
disabilities,Madison Square
Garden, August 30,1972
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“People say
m self-
indulgent”

JOHN LENNON

— [IVE,SEPTEMBER 30 —
(( “HAT MADISON SQUARE Garden

gig”, says JohnLennon, nostalgia
inhis eyes, and his hand stretched
forward holding a welcomingbeer,
“was the best musicl enjoyed playing
since the Cavern or even Hamburg.”

It’s 1.30am as weslipinto the vacantbedroom to talk and
escape the congestion of theentire population of Greenwich
Village noisily settingupitsrock hardwarein thelivingroom
nextdoor. Thesceneisthe Lennons’spiffy mid-town hotel
suite, 30 floors up from the hotsweat of New York’s 7th Avenue
andonlymugging distancefrom Times Square. Down on the
street theshrill scream of a speedingpolice car punctures
the conversation.

IThavebeentryingtosee himfor more thenaweek and he
knowsit, apologisingas hedigs deep into a crumbled packet of
cigarettes as hesits on thesingle bed with Yoko athisside.

“Man,” says Lennon, continuing the theme, “I really enjoyed
thatMadisongig.” He peers at melike a contented owl from
behind the familiar tinted National Healthshades perched
atop thebridge ofhis nose. “Imean, you were there. You could
seeIwasonthetrip alright. It was justthesame kindafeeling
when The Beatles used toreallygetintoit.

“Funnilyenough,Itend to rememberthe times before The
Beatleshappened mostofall. Likein Hamburg we used todo
this... atthe Cavern weused todothat... intheballrooms the
other. Inthosedays we weren'tjustdoingan entertainingthing »
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WOMAN IS THE NIGGER OF THE WORLD

.

orwhatever thehellit waswe were supposed to be. Thatwas when we
played music. That’s whatI enjoyand remember best about those days.

“That'’s the same feelingwe gotat Madison Square Garden with
Elephant’s Memory”- Yokonodsinfull agreement —“and you know
they're such agood band. Stan Bronstein, their tenor sax player, isareal
rare one. Perhapsthe best since King Curtis, that’swhatIsay.”

Havingbeenatthe Lennon concert, Imore than goalong with himin
regardingitasanevent neverto be forgotten. As the minutesticked into
thefirsthourofanewday, I had seenLennon pushathickwad ofgum
hardintohischeekand grind outaboogie rhythm onhis Les Paul Gibson
ashescreamed, “New York City... Que pasa, New York? Que pasa, New
York”, before ademonstrative crowd of well over 20,000 Manhattans plus
afew mad dogsandvisiting Englishmen.It was magnetic.

Theresponse thatnight from the animated multitude stompin’ madly
ontheir$15seatshad been deafening, and the stream of gut-level licks
coming from the stage substantiated all that we felt. Here, for the first
time since the fragmentation of The Beatles,
JohnLennonfinally got back to where he once
belonged... rockin’ androllin’...pushinghis
powerfullungs to theirlimits and then beyond,
accompanied by one of the raunchiest punk
streetbandsIhad everheard. Whenhesatatthe
pianotosing “Imagine” it wasto perfection, and
thesilencehada magicofits ownas the slow
chugging intro of “Come Together” slid out of
thegiantbankofspeakers.

The motivation behind this Lennon emotion-
packed official reunion with the public,
followed a TVexposé by New York's celebrity
newscaster Geraldo Rivera, on the squalid
conditionssuffered by the mentally retarded
children of the upstate Willowbrook Institution.
In the wake ofa violent public outcry, John and Yoko, in collaboration
with New York's Mayor John VLindsay, had proclaimed August 30
afundraisingdayand they were personally responsible forraising
$350,000 to helpalleviate the children’s plight.

Mymental flashback to the concert passesand Lennon opensanew
packofcigarettesand explains, “There wereall sorts of plans todoa world
tour, and then the USimmigration thing started, sothathad tobe shelved.
Evenwith the MadisonSquare Gardengig, though, Ican'tbegin to tell
you the weird things that wentonbefore it. Touringis going tobe abig
problem.Itwouldn’tbe sobad if we coulddoatourand nottakehomea
packetof moneywhich onlybecomesataxproblem,and God only knows
whatelse. The perfect solution would be to do it so that we only cover
costs. But thenwhat youdo, whendo youdoit, and who do youdo it for?

“Inmy positionit'sharder to do something that doesn’t earna couple of

£ millionthanitisto actuallygooutwith theintention of earningit. Believe

itornot, people would seem to be happier
ifyoutook thebread and ran. And that’s
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“Untilwe've clearedup
thisimmigrationthing...
we'rekindoftrapped’:

2 Johnand Yokoin
“\ Manhattan, August1972
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“The only way
I can describe
it is that Yoko
was like an
acid trip”

onlyone of the complications. We just wannaplay, butat the moment
it'sjustahassle. Paul's trying it on one, and it might be working for him.
He's gothis band togetherandhe's justhitting the road and appearing
whereverhecan.

“The way Yoko and I were doingitwas atthe Lyceum, in Toronto, and
with Frank Zappa at the Fillmore — until we gottogether with Elephant’s
Memory. Allwe're tryingto doisjust play withoutit developingintosome
weirdscene. Butit’s almostimpossible, ifyoudoitalot.”

He pauses, looksat Yoko, smiles, and pondersonhis last words. “Idon’t
know,” hesays again, “if we're prepared to doitalot.” He continues,
directing the statement at Yoko. She stays silent.

“It’s notbecause we're bothered aboutlosing the buzz, but you know
you get involved with such hassles as who's making T-shirtsand who's got
theserights; unions, cameras; and before yourealise what'shappening it
soon becomes bigger than both of us. Either that orit’s ‘forgetabout the
hassle". Butifwe dothenyougetalotofpeoplerippingalotofother people
off. Atone time Yoko andI thought about going
overtoIreland todo something, but untilwe've
cleared up thisimmigrationthingwecan't
leave America. We're kind of trapped. It might
provedifficult forusto re-enter the country. It
dependswhich way the wind isblowing.

“Onthe Sometime In New York Cityalbumthe
royalties of ‘SundayBloodySunday’and ‘The
Luck Of Thelrish’are supposedto go to the civil
rights movement inboth Ireland and New York.
Angela [Davis’] money is towards whatever
she’s struggling for, and some more is for the
Atticadependents. Whetherwecan get it out of
the ‘system’ or notis another thing, but we're
gonnatry.Intheenditgetsdowntowhat
somebodyinour positioncan do tohelp others.”

Headmits he canfullyunderstand the reasons why others refuse.

“Yousee,Iwas inthere. Whenyou'reachild you're surrounded by
relatives, and most of us seem to getourselves in the position where we
create awhole newsetofrelatives... like friends and advisers, however
well-meaning. Suddenly you getin a position where you get so much
money-andifyou'relike us you'reaware there’salot of people come out
with more. So you go through the whole bit— ‘Why did they get more than
us?Didn’'twe do the work? Didn’t we write the songsand record them?

“It’sthe people - whoeverthey maybe—whostayaround the fringe of
theartist whocreateasituation where the artistis always in fearofbeing
hit, like Mickey Rooney, by the taxman. Either that, or youspend so much
because you'relivingalifein which youdon'teven think aboutit.

“Sothereyouare, living inalimbo where you're constantly worried that
youmight end up owing-orthat someone willcome alongand take away
whateveryouhaveleft. The people who getinto that positionare insecure
anyway, like me. They get youup there. You collect it, ‘cos you're insecure
enoughtowanttodoit. Youdoit. Thenyoubecome surrounded, and
scared of it beingtaken away from you.

“Sowhatdoyoudo?Youfind youregoing
round incircles fortherestofyourlife.” Roy Carr

NME

¢¢ T HEBEATLESHAD astandard to
live up to,” admits John Lennon,
lighting up yet another four-inch
linkin anendless chain of battered
cigarettes. “And for that reason, when The
Beatles wentinto thestudio, theyhad to
stayin for atleast sixmonths. Today, I just
couldn’tstand tobelocked upin astudio
for thatlength of time.”
Lennon'sreasonis assimpleas itis short:
“Idon'twantastandardtoliveupto.”
“Youknow,” he tells me that muggy night
in New York, “when the Beatles cartoons
comeon the TVeverySunday, Istill getakick
outta watchingthem...It'sjustlikeleaving
home-after that youautomatically geton
withyour parents.”



Ibringusbacktothe presentand ask:
Howmuch has Yoko influenced John,
and howmuch hasJohninfluenced
Yoko?Lennondisplays obvious pleasure
atthesubject. “She,” hebegins withan
affectionate smileat Yoko, “changed my
lifecompletely. Not just physically...
the onlywayIcandescribeitisthat Yoko
waslikeanacid trip or the firsttime you
gotdrunk.Itwasthat bigachange, and
that’sjustaboutit.Ican’treally describe
ittothisday.”

Iputittothemthatan example would
beappreciated and theyboth choose
theirnew album, Sometime In New York
City,asanillustration. Again, it'sJohn
wholeads off: “Ifyoureally wannaknow,
Yokowritesallherownchords and
musiccompletely.IfIcangetinariffor
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JOHN LENNON

Johnwasalwayswithboys whowere
workingtogetherand thereforein direct
competition. Thatwas hissituation.Iwas
farmoreisolated.”

She pausesand Lennon takes over the
conversation: “Itjustcame tome—for the
twoofusitwas aquestion of mutual
adjustment, withallthejoysand
pleasuresofmarriage onanartisticand
musicallevel. However, it'snotjust the
music, orourlifestyle, orwhere we're

y
1‘ living. The whole change ishappeningin
’ rm 1 the space between us.
l (' ] “Yoko coined aphrase. ‘RockSquare’...
]J\ ‘ J andIwasdefinitelyin thatbox.Iwould

never have admitted it while it was
happening, but nevertheless, it was going
on. Whathappens isthatyousuddenly

| j\( 2 , , Wrmn , " become exactly whatyoudidn’tlike about
something, thenI'mlucky.Alotofpeople | 4 I other formsofmusic, beitjazzorclassical

don’tknow this, but Yoko was classically
trained fromthe ageoffour, and that, as
youknow, hasitsrewards and its
disadvantages,inthe same wayofany
training.It'salwayshard tohitupon specificdetails, but forinstance, the
ideaforasonglike “Imagine” came out of Yoko's influence regardless of
what the format of thatsong was. Halfthe wayI'm thinking, musically,
philosophically and everyotherwayisherinfluence bothasawomanand
anartist. Herinfluenceis so overwhelming that it was bigenoughnotonly
forme tochange my life with The Beatles, but also my privatelife, which
has nothing todowithhowsexuallyattractive we are to each other.”

ForLennonit’stime foranothercigarette, for Yoko a chance to offer
herobservations.

“Naturally, mylifealsochanged. Mainlywhat we give each otheris
energy, because we're both energetic peopleand whenwe'reinthe
company of other people who we might feel areless energetic, thenwe
have togive more. Forinstance, ifwereon stageand Johnisreadinga
songreally good, andI have tocomeafterhim, thenthatmeans thatI've
gottodomyverybest. SothenIdoascreamingpiece orsomething,and
then Johndoesascreamingpiece after that, and thenhe has tostop me.
That's precisely what washappening duringour concert at Madison
Square Garden. Many of our close friends noticed we were really sparking
offeachother.”

Johninterjects with his owninterpretation: “Imean,1got up fromthe
pianoinonenumber,andJeezus, it waslike followinganactor
something. Phew, it was just the same as competing in the Olympics
whenyou'vereally got tobox yourbest. It wasreally weird.”

Suddenly Lennonstops talking, leans over, and with a teasing growl,
roarsinto Yoko's rightear, “Goon, luv, tellhim howlinfluenced yer.”

Shelaughs nervously, tries toignore his request. “The thingis...” But
she can’tcomplete the sentence asshebreaksupina fit oflaughter.

“Alright,” she concedes.

“Thatwasthe question, remember,” saysJohninanefforttoredirecther
trainofthought.

“OKthen, I'llanswerit. It’sobvious, I think, that these daysmysongsare
allrock...”

“And whatwere they before?” intrudes Lennon, temporarily taking over
theroleofinterviewer.

“Well, Iwas mainly doing myvoice experiments. You know, screaming
andall that, butthenIgotveryinterested intherock beat, because itislike
theheartbeat.It's verybasicand avery healthy thing. Most music, other
thanrock, wentaway from that healthy direction and into perversion.
That’sthe waylI feel about it.”

John: “Just virtuosity.”

Yoko: “Actually, Ithink the most obvious changehasbeenon myside,
whichis that my musical style changed. Whereas Johnis virtually
stickingto whathe's always done. But Iadopted rock.”

Yoko's last four words prompt Lennon to enthuse “Yeah... yeah” prior
to proudly pointingout to his wife: “ButIdid that Cambridge thingwith
you. Nowwasn'tthatanadaptation?”

Yoko, unperturbed: “Rockis awhole new field formeandIgetinspired
somuch thatIfind thatnowalotofsongs arecomingout of me. Also, I
thinkIwas gettingto a point whereI didn’t have too much competition.

LIVE IN CONCERT

orwhatever, and thenyouhave toadmit
COME TOCETHER! thatitshouldreallybelikethisorthat.

. Now, when someone comes along and
says ‘no’, itcanbe whatever you wantit to
be. That’sa verybigchange to go through. Butafter you experienceit,
then youloosen. You feel free to do whatever youwant.”

The factsbehind Lennon’scandourreveal that at the dizziestheights of
Beatlemania helostcontact with reality. “That happened many times,
but thenalot of other people go the same way. Justbeing, quote, ‘A Star’,or
whateveritwas thathappened, madeitalittle more unreal. So perhaps
the periodslastedjust alittle bit longer.

“Look, aworkingguy will get lost foraweekend, get pissed, and forget
whoheisordream thathe'sso-and-soinhis car. Well, it wasjust thesame
withus. Butinstead of getting blotto foraweekend, we got blotto fortwo
months, trying to forget whateveritis thateverybody tries to forgetall the
time. Instead of worryingabout who is gonna pay the milkman, we
worried who was gonna pay whateverit was we'd gone outand spent.

“Ithink that around the time of Help/I1beganto wonder what the hell
was happening, because things were definitely starting to get very weird
by then.But then,IcanonlyjudgeitbyA Hard Day’s Night. Atthat time, we
stillhad one footinthebackyard.”

With MarcBolan today attempting to Xerox the kind ofhysteria
amongst Britannia's children that John, Paul, George and Ringo patented
agenerationearlier, I furtherenquire if Lennonbleeds in sympathy for
today'steenyboppers.

“IdunnoifIfeel sorryfor these people ornot. Butl dothinkaboutit.

The first thingthatstrikes meisthe things these starssayin the musical
paperschangessooften. YerknowwhatI mean:like when theykeep on
saying, ‘We're the greatest.'Imean, whenIread about Dave Bowie
bitchin’with MarcBolan, whois bitchin’ with Fred Astaire... Actually, it’s
abitofalaugh when you're not doingit yourself.

“Iimagineit’sall downto the fact of the bigger youbecome, the more
insecure you feel. I'd like to think that people could learn from the
mistakesothers have made. Butthey don't. It'slike you can'ttellanybody
nothing, ever.Ican'tlearn myselffromother people’s mistakes. There’s
nobodylIcanthinkof, wherehe did that, and that's where he goofed. You
cansingaboutit, because that's yourownexperience, butyoucan't
expectanyonetothink alongthelines, ‘Oh, so theydid that and that
happened, sowewon'tdothat.” Youcan'tdoit. It never works.”

Self-indulgent isa put-down constantlyaimedatJohn Lennon, and his
reply tosuch criticismis explicit.

“WhenpeoplesayI'mself-indulgent, it’sonly because I'm not doing
what theywantmetodo. Simplybecause they're stillhung up on my past.
Ifyou've noticed, when theysay such things, they don't usually refer to
the music. Actually, Igotit downthe otherday. People talkabout not what
youdo, buthowyoudoit, which is like discussinghowyoudress orif your
hairislongorshort. Theycansaywhat theywant, butthe artist knows
best, anyway. And whenyouworkat suchanenergylevel, like Yokoand
me, then you're doomed tobe heavily criticised.”

The cigarettes have runout, sohasthe tape, and we've talked ourselves
dry.Ihaveaplanetocatchatnoonandthe Lennonshavealive TVshowto
rehearse. New York City... New York City... Que pasa, New York. Que pasa,
New York. Que pasa, Johnand Yoko? Roy Carr e
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“Itnever snows
in California”

MM DEC2

HELONGLEFT arm of Muhammad
Alisnakesout, his fist beating a tattoo

of wicked jabs on Bob Foster'stired,
puffy cheek. Five thousand miles away, Phil
Spectorsits, cross-legged and straight-
backed, hisnose two feetaway from the
colour TVscreen. “Scored!” he screams.

I

“Scored! Scored again! Scored again!

SuddenlyAligoesintoretreat, teasing Foster
to follow him on rubberylegsaround the ring.
Hisstrength ebbingalongwith his confidence.

Fostertriesonelast time toconnectwith his

opponent'sjeeringmouth. Somehow, helands

asolid left-and-right combination.
“Missed! Missedagain... LookatAlj, he's

carrying Foster! He cantake Fosterany time he

wants! He's knocked him down six times, and

alltheycantalk about ishim getting cut!
“He's thechamp, there’s noone better. Get

him, Ali... scored again! Scored again!”
EventuallyFoster'slegsbetrayhis courage,

andhe tumbles to the canvas for the eighth and

lasttime. Spectorbounds tohis feet,
applauding withafierceintensity. The TV
broadcastis arecording, and Spectorsaw the
fight “live” the previous nightataLondon

cinema, by satellite from Lake Tahoe, Nevada.

“That cut’sonlysuperficial,” he says, still

staringat the screen. “Bundini told meitwasn't

nothingimportant.”

E BundiniBrown, Ali’s trainer, had telephoned

& SpectorinLondononly hoursafter the fight.
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Spector's nowwaitingexcitedly foracall from
Alihimself. “He's my friend,” says Spector. Ali
andPhil-both winners, bothstripped of their
titles through jealousy and resentment for the
way theybucked the systemandheldupa
finger to the establishment.

PhilSpectorrevealed himself, brieflyand
unexpectedly, to the British medialast week.
Thereason wastherelease, this week ornext, of
his famous Christmmas Album. Thealbum,
originallyrecorded andhalf-heartedly
released in 1963, was first
titled A Christmas Gift For
Youandfeatured The
Ronettes, Darlene Love, The
Crystals, and Bob BSoxx &
TheBlueJeans, witha
memorable Yuletide
benedictionspokenby the
grand master of record
production himself.

It took between sixand nine monthsto
completeand costin excess 0f$35,000. The
amountofcare putintothearrangementsand
percussion overdubbing was extraordinary. “It
wenton formonths,” recalls his engineer, Larry
Levine, witha shudder. “I neverwanted tosee
himagainafterthat. Dayand night formonths.”

“Allthe tracks were madelike singles,” says
Spector. “IdideverythingthatIrvingBerlinand
Bing Crosby wouldn't want, becauseI was
gettingabitbored withallthe ‘Tmdreamingofa

“It went on for
months. | never
wanted to see him
again after that”

F .

'.;j ; !;f“' &

PhllSpector (right) with
singer DarleneLoveand
o | arranger JackNitzsche
recordingA Christmas
GiftToYouatLA'sGold
- Star Studiosin1963
* x

White Christimas’ stuff.Imean, everyyearthey
havetorevivelrving Berlinand tellhim, ‘It's
Christmas-timeagain, Irving.’ He mustbe 180
yearsold by now.”

Spector tooksillysongs like “Frosty The
Snowman”, “I Saw MommyKissing Santa
Claus”, “Rudolph The Red-Nosed Reindeer”,
“TheBellsOfStMary’s” and “Parade Of The
WoodenSoldiers” andtransformed theminto
pop epics through the use ofall the sound
componentswhichhadbuilthis charthits with
theindividual groups. He’sneverbelieved in
spoiling the ship foraha’porth of tar, and every
effort was expanded to make this production
asgrand andperfectashissingleslike “Then
HeKissed Me” and “Be
My Baby”. Leon Russell,
Glen Campbell, Sonny
Bono, HerbAlpert, Nino
Tempo, Hal Blaineand Jack
NitzschesatinLosAngeles’
GoldStar Studios for weeks,
addingbitsuntil the jigsaw
wascomplete.

Therecord was pressed,
the jackets printed, and thousandsofcopies
were stacked inwarehouses, waiting forrelease
in Novemberof1963. “It came out the same day
thatPresident Kennedywas assassinated,”
Spectorremembers. “Naturally, that depressed
the whole country. Certainlynoone was
buying Christmasrecords—everybodywasin
mourning, which was onlyright. Notonlywas it
the worst Christmas of all time, it was also the
hottest Christmasin American history. It never
snows in Californiaanyway.”



Therecordlaylikeastunned white
elephant. But over the years the demand
from collectorsand Spector freaks has
growntosuch proportions that copies of
thealbum, whether on Spector’sown
label, Philles, oron British London, are
much sought-after. You'll be lucky to pay
less thanafiver foroneinEngland, while
25dollarsistheminimum pricein the New
Yorkoldies shops. Spectoris aware of this.

“People have been askingme tore-release it
foryears. Everyrecordlabel wantedit.Sol
looked atthe charts overhereandIsaw ‘Leader
OfThePack’and ‘Let’'s Dance’, and obviously
there'sanew generationin Britain,andl
decided toputitout.Idobelieveinit,andIlove
itverymuch, andIwant people tobeable toget
itwithout paying £5foranold copy.It'sthe
samealbum, same mixes and everything. Just
remastered, that’sall.”

Italsohasanewcover, with Phildisguised
as SantaClaus, surrounded by oddities like
amonkeywearingheadphones, reading the
Bible.It'sonApple, rather thanareactivated
Philles, because “I figured that Apple would be
the bestvehicle forit, hereandinAmerica.”

Althoughhemayhave yearningstohave his
ownlabelagain, he'sreluctant toreveal them.
“Inthosedays, I diditalone.
Istarted Phillesin 1962, and
forthree yearsIdidn'teven
have any promotion men.
I'hadtocallguysmyself
andsetthingsup, master
therecordsand approve
them, talk todistributors
andaccountants... Since
then,I'vechanged mymind
aboutbigcompanies.”

Healsorevealedplans torelease many ofthe
oldPhilles hitsonanalbum, tobe followed
perhapsbyawholeseries of LPs—maybe
includinganalbum devoted to the manysides
by Darlene Love and The Ronettes which have
neverseen thelight of day. Thereare, for
instance, magnificent versionsoftwoHarry
Nilsson songs—“Paradise” and “HereI Sit” -
whichwere cutin '65, but kept hiddenwhenhe
folded Philles after “River Deep—Mountain
High” flopped in the States. “Peoplesay that
Iretired because ‘River Deep’ wasn'tahitin
America,” he says. “Butreallyl had enough
money, andI thought thatafter the Christinas
Albumand especially ‘Lovin'Feeling’and
‘River Deep’, I'dreached the epitome of whatI'd
wanted todointherecord business.”

Hereturnedin'69, withaRonettes singleand
aCheckmatesLtd album for A&M, but since he
beganworkingwith JohnLennonand George
Harrison the following year, hisonly “solo”
throw hasbeenlastyear’s single, “TrySome,
BuySome”, by his wife, Ronnie.

Againsthisexpectations, therecord was
acomparative flop. “I thought George had
written agreatsong, andl tried tomakeit
romantic and Wagnerian and bigand
beautiful. Was Idisappointed whenitwasn't
ahit? Thereare two ways oflookingatit: on the
onehand, it’sart becauseit’s an expression of
what you feel. Ifit's not successful... well, that’s
painful, butyoualsohave tolookatitasan
eight-piece of wax thatcanbe broken and
thrownaway and youmake anotherone.

“It’slike ifyouhave a piece ofadhesive tape on
yourarm, therearetwokindsofpeople: one
willpeel it offslowlyand painfully, soithurts
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| likehell; the other does it very quickly, justrips

“We used to work

monaurally — you

had to get it right
first time”

itoff. Theyboth did the same thingbutone
suffered considerablyless. Youhave torealise
thatwhat you're doingmay beart, but what the
public'slistening tois commerciality.”

Wearinghis Back To Monobutton, Spectoris
scathingabout people who use 16-track studios
tocoverup theirowntechnicalinadequacies.
“There'salotofinsecurityinvolved. They've got
32tracks, and they'llhave 64 soon, and then
they'll double thattoahundred-and-
something. The waywe used to workrecording
everythingmonaurally, you
hadtogetitrightfirsttime.
Today, they can'tdo that.

“WedidJohn'slastalbum
inquadraphonic. There's
fourspeakersaround you,
andIsay, Tcanonlyhearthe
bass,’and Yokosays, ‘Ican
onlyhearthestrings,’and
Johnsaysweallhavetositin
the middle to heareverything. So there'sabout
20ofusallhuddled togetherinaheap inthe
middle oftheroom... Itwasreallysilly.

“Allmy old records were recorded inmono.
Itried todowhat somebodylike Wagnermight
dotohave the movinglinesand everything
together. Ifyoutrytoseparate thatand make it

| intostereo,youloseeverythingltriedto do.”

Testingthistheory, Iplayedhimthe new
reissue of “River Deep”, on A&M. Helistened,
shook his head, andsaid, “It'sastereomix...
Listen there, how the stringsare separated. It’s
gotnopowerany more.Ididn’'tdothat.

“Sopeople askme why, whenIwearaBack To
Mono button, Irecord the ex-Beatles on 16-track
machines. Well, theirrecordsaren’treally
stereo, youknow—justlisten
closelyand you'llhear that
thesoundisall together
really. Theylike that.”

Inresponse torepeated
requests, he plays the
ChristmasAlbum, and
commentates throughit,
skippingthestylusfromtrack
totrack. “Bells Of StMary’s’,
Itold Hal Blaine there, ‘solo...
solo...solo... Twanted the
drumsonthe samelevelas the
strings. Hedidn'tunderstand
at first, but he gotit.

“SantaClausIsComing To
Town”: “The Jackson5have
juststolen the whole thing.
Thatsaxsolothere... thatwas
whenSteve Douglas could
really play. There, youhear
thatpercussion?It’ssupposed

tobe the toymakers workingaway.”

“Sleigh Ride”: “Motownstole that for
‘Heatwave'. That’s Sonny Bono [playing
the horses’-hooves effects]...”

“It'sAMarshmallow World”: “There’s

Leon playing piano. Aw, now you've got

meallexcited. Christmasisfunny—

everybodyloves everybody for twodays,
then theystartkillingeach otheragain.”
“Winter Wonderland”: “There'sEdna
singingharmonywith Darlene. Edna,
Darlene's youngersister, isnow the lead singer
with the Hot Waxhitgroup, Honey Cone.”
“Paradise Of The Wooden Soldiers”: “That’s
Herbie Alpert playing trumpet, with the other
guy from the Brass.”

“Christmas (Baby Please Come Home”: “This
bitwasmeant tobe harmony, but Darlene went
crazy.Itell you, thosekidslovedtosing.”

He finishes up with “Silent Night”, and its
spoken message to the fans from the producer.
The corny sentiments—“Of course, the biggest
thanksgoestoyou, forgiving metheopportunity
torelate myfeelings of Christmasthrough the
musicthat I love” —should be embarrassing, but
somehow it’s movinglyinnocent. “Thad toplay
allthe stringsonthat,” he shouts. “The string
playerswouldn’tdoit.Isaid iflwas Toscaninior
Eugene Ormandyyouwouldn’t say that! Playit!”

Nearlyall the guestsat his press conference
havedeparted, the wineisalmost gone, and the
food trolley'sbeenremoved, sohe gets out his
jumbo and starts foolingaround. He sings The
Mystics’ “Hush-a-Bye”, The Robins’ “Smokey
Joe's Café” and “Down InMexico”, the Everlys’
“SoSad”, The Elegants’ “Little Star” and Richie
Valens “Donna”. “Thatwassupposed tobea
properendingontherecord,” hesays, “butthe
engineer faded it tooearly.”

What?Spector smiles—asmallsecretsmile.

Hereturnstothehi-fitableand pulls outan
album bearing that familiaryellow-and-red
Philleslabel. It’s a prototype of his forthcoming
GreatestHitsalbum. Thereare 18 tracks onthis
one, includingall the favourites, but probably
there’llonlybe 12 on the production copies.

He'sthinkingof getting the rights to “To Know
HimIsToLove Him” and Curtis Lee's “Pretty
LittleAngel Eyes”, so thatthealbumwillgivea
more complete picture ofhisearly years. He
turnsall thelights out, puts the needle down on
the firsttrack, whichis “You've Lost That Lovin’
Feeling”, andlies down on the carpet, staringat
the ceilingas the massed pianos, basses,and
drumsfill theroom. “I played this to one girl
beforelreleasedit,” hesays. Richard Williains e
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“John
who?”

Paul McCartney’s ! are
concentrating on “simplicity”.
Inevitably, McGartney is drawn
into discussion of The Beatles,
but his journey of self-discovery
is moving forward. “I think ’'m
getting more back to what ’'m
about,” he says. “You know...
melodies, tunes.”

NME

HETITLE OF the B-side of “Hi, Hi, Hi”
is “CMoon”. Why“CMoon”?Sam The
Sham, inone ofhis songs, used the
expression “Lseven”... WhichisL,anda
7meanssquare. SoI-inone of my bright
moments—thought Cand moonislike
the opposite. Clever. So C Moon. I just took that, and that
means cool. So then the whole songislike, she’s cool.

Were thesesongs writtenat varyingtimes? “Hi, Hi, Hi”
was writteninSpain, because we had this tour coming
upwhichwedidn'thave an awfullot ofmaterial for. The
European tour. And we need something tokind of rock
on.Sowedid this number. We originallydid it different.
We'verevamped it forthe single.

Howaboutthe BBCbanon “Hi, Hi, Hi”. Were you
surprised? Not being quite that thick, weall thought,
you know, it might be possible. The storyisactually only
aboutsex, not drugs. It'ssomethingtosing.Idon'tcare
aboutthelyrics. Notreally.

How prolificisyoursongwriting these days? Pretty
prolific. [“He writes millionsofthem,” says Linda.] We've
gotabout30-oddtunesthat we've got,like, doneatthe
moment for the nextalbum.

PHOTOSHOT

In NMErecently,Johnis talkingabout... Johnwho? »
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Wingsin1972:({l-r)
Denny Seiwell,Linda
McCartney,Paul
McCartney,DennyLaine
andHenryMcCullough
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The Wingstour bus-
usedtoconveytheband
aroundthe Continent
inJulyand August1972-
parkedoutsideSotheby's
auctionhouseinLondon

JohnLennon. He’stalkingabout quiteliking the ideaof
playing with youthesedays—ifyou’reinterested... Howdo
youfeelaboutit? The story,ina nutshell, is that The Beatles

broke up, butdidn’tbreak up any contractsoranything. Soall the

Beatles moniesstill stayed where they all were. All the Beatles rights were
stillcontrolled byKlein. So that was the reasonI had tokind of stand fast
andsay, “Well,Idon’t wanthim.” The only alternative for me was tohave
Klein,and keep on with the whole thing. So whathappened s, we fought
theKleinthing, andnowI thinkwe standa chance ofhimgivingallofus—
allofus-somekindofrelease. Thismeans we willgetallourown
royalties coming to us separately. That was all Iwanted. And now, since
that'sbeginning tolookabitbetter, ourrelations between ourselves are
quite cool now. They're quite good. Onceit's sorted out,Idon’t seeany
reason why we, maybe, wouldn'twant to play with each other.

Maybeit'simpracticalto think of The Beatles, in the future, as akind of
permanent workingunit. But could you see yourselves musically
comingtogetheronceinawhile? That kind of thingmighthappen, yes.
Butreally, allit'sdowntois the fact thatifyouareinajob,and you're
treated wrong by the management or by the government, or by someone
kind ofa bit official - youcan either just go with itand think, “Well, this is
life, we've got to go in the Common Marketkind of thing. Solet’s go.” Or
you've got tolike digyourheelsinandsay, “Well, 'm notgonnago.” This is
thecase with the Beatles thing. Really, that's all it’sbeen downto for us.
Once that’s sorted —whichI think may be soon—well theneverything’s
cool. There's no telling what might happen then.

Whatwouldyousayhas been Linda’sinfluence, musically, on you? She
helped me simplify. It'smainlyawife'sinfluence... girlfriend-type
influence. But mainly, justsimplification.

IfIwere to pinanything onsolo-albumstuff, it would be that I felt
thatyouweregettinginto complexities. I felt that there was akind of
raggedness, and thateverythingwasbeing tried —that you werelosing
good, solid, rocking melodicdirection? That's true, yes. Soul - that’s the
thingreally. Withthe break-up of The BeatlesIdidn'tdigitatall,
obviously. Atthe end of The Beatles, everything wasabitkind of ragged
forme, abitdisheartening. Since that, IthinkI'm gettingmoreback to
whatI'm abouta bit-you know, melodies. Tunes, simple...

Some people thoughtyou’d be ashamed of your ability to write good

melodies. No matter what yousay, and coverup and hide and stuff, if
you're withaband-evenaremotelysuccessfulband-for 10years, when
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yousplitup there wasinevitablyalotofkind of “He’slike
abloodyEngelbert Humperdinck” from the other people
intheband.Igotlittleremarkslike that. Well, youdo think,
“I'llbloody show youI'm not, mate—I canrock with the bestof them,
I'mas complexas anyofthem.” AndIstarted foraperiod, goingaway
frommynormal things. Justsimple things. ..

The funny thingis, it’s all coming back to that. Right now. Well, I think
italways will. See, I think with The Beatles, like that was kind of whatI
knew. Peoplearealways people... Nomatter how farout everything gets.
Imean, underneath Alice Cooper there's afella. And that’s the kind of
basic factbehind alotofwhat goes on. Forinstance, “Mary Had A Little
Lamb” wasn'tagreatrecord, but the funny thingabout thatis we've got
awhole new audience of eight-year-olds and five- andsix-year-olds-like
Pete Townshend's daughters.

Do youmind that? Alotof people might ask like, “Where the hellare
youat?”]canunderstand why.I think ifI was just knockingaround the
record businessand someone madearecordlike “Mary Had A Little
Lamb”,I'd think, maybe, “I'mnot thatkeenonit”...

Butlookingbackonit, and looking forward on it,and all of those kind
ofthings—itreally works, youknow.Imean, onourtouritwasreallyabig
number, man. Itwas ridiculous. Imean, it's only kind of akids’ number.
Butit’s one of those where youcan getan audience singing.

Would youregard yourselfas an establishment-related artist—as
having “sold out your generation to the straights”? No, that’srubbish
—all thatkind ofthing. It’sTubbish.

How do youfeelaboutthe hostility towards Lindafrom thosewho
resentherpresence intheband? With the breakup of The Beatles,
everythingwasexplained. It was,“Whatare theladsdoing?” Well, we
stopped touring. When The Beatles broke up, I, for instance, justbuzzed
offwith Linda, and we justdid what we feltlike. We didn't feel like doing
any press, sowedidn'tdoany. Then people started comingout withall
these, youknow, “He'sahermit” kind of things. Naturally, Icouldread the
papers, and I couldsit there and think, “Well, 'm notahermit. They're
wrong, obviously.Ican tellwhatlam.I'mnotliving in London any more
—butthat doesn’tmake meahermit.” Because, youknow, lots of people
livein Glasgow, and lots of peoplelive inAberdeen, and they don't feel
funny. Butnoonerings themup viathe press everyday, saying, “You're
funny-youlivein Aberdeen.” SoIjustdidn’tfeel thatI had toanswerit.
Obviously, the Prince Rainier way ofhandling this would have been to



say, “‘Ladiesand gentlemen, this ismylady wife, Linda” onITN...

like have a big press conference after we got married and say, “Please
understand her, she’shuman.” Now the thingis, I didn'treally feel like
Ineeded todothat. ButI'lltell you—the people who don'tacceptLinda
are nearlyalways the people who've never seenthe band.

Alot of people who came tosee us in Europe were really quite kind of
pleased with Linda.I'll tell you, she'sreally gonna do something. Notin
akind of far-out way, where she's going to make herown albums.Idon’t
thinkitwillgetin that kind of direction.Tjustthink thatas part of the
band. LikeIsay, youremember when The Beatles started? Noone could
hardly playanything... Everyone knew afew chords. When youcome
fromobscurity, that’s thenormal way.I can name a few bands around
at the moment where people can’t play much, butthey can getiton.

Ionceheard youdescribed asthe Ninaand Frederick ofrock...It’snot
thatkindofthing. It’sonly asmallrole she plays, youknow. It’snotas if
she'splaying, like, anyhugekind ofrole. Imean, themainrole Lindais
playingisthatshehappenstobe “mywife”.Imean that’s the mainkind of
role thruston her.Inactual fact, [lookon Linda, withregard tothe band,
justasapiano player. Shealsotakes thelittle bits —a harmony singer.
There's nokind ofbigdeal. But you'd be surprised -like the audiences on
our tour, you know. She always used to getaclapwhenshe cameon, in,
like “I'm Your Singer”. We were abit dubious aboutall this, but she used to
gettheclapall the time. The clap, of course, isreferring toapplause.

Doesithurt, these snides against Linda—ordon’t yougiveadamn
anyway? Linda: Well, to begin withI'm notreally pushy, youknow...
likeIwanttobeastar.Iwantto play. 'minit tohave fun. Thelast tour
was great fun.

Paul: The answer to thisquestionis thatithas hurtherin the past—
weep, weep, thereare things that hurt when someone says them. For
instance, when John married Yoko everybody said, “BloodyJap.” And if
youthink thatdidnthurtthem, then you're daft. Ifyou gomarry
someone you fancy and everyone goes around saying, “She'sbloody
‘orrible, mate” —ithurts. The main thing that'shappened with Lindaand
meisthatsince The Beatleshave split, we explainan awfullotofwhat we
were doing. If we'd kind of really been careful, like about Ran or
something,and setup somekind of publicity machine beforeitall, and
tuned all yourminds into it-maybe it would have been different. Butwe
justbungeditonyourdeskandsaid, “Look—loveusorhateus.” Andalot
ofpeoplesaid, “Well, we hate you then.” Fair enough, we hate you—OK.
AndIthinkalotofthat’shappenedbydefault.

Do younowregard Wingsas fully “run-in” -and if so, aren’t they long
overdue for Britishdates? Well, there’s the British tourin April, and we
had ourlittle period of gettingit together, because you've got tohave that.
Youneed towork yourselfin.Imean, The Beatles had three, four orfive
yearsbefore wemadearecord... We were togetherasaband. Slade had
been togetherlongbefore they madearecord, too, and the Stones were
together forahell ofalongtime, too, before theymade arecord.

Linda:It'salsoaquestion of gettingabunch of people togetherand
saying, “Hey,now we're gonnabe tight, welove each other, we know each
other.” We just, none of us, knew each otherbefore.

Itakeitthataudiences don’tscreamatyouany
more. Anyfeelingson this?1don’tknow, you
know.1likean audience that raves. We had
somereal good signsoffthat European tour.
Listening to the tapes, it'sobvious we're still
prettynewasaband. 'mnotgoingtodeny that,
either, becauseit’s stupid. There's nothing
wrongwithit, nothing tobeashamed of. We
are verynew.Infact, we've turned that thing
around inourown minds—and we're chuffed
thatwe'renew.

Actually, Ifeel thatinawaythat we've got it
overpeoplelike the Stones... althoughIdon't
thinkwe're quite as good as them, yet. Butwe've
gotahell ofalot of room forimprovement inour
band. Andthat’salwaysagreatthing.

Ionceread youwere very much the kind of person
wholikedtodirectoperations. With WingsIcando

“Tt’s obvious
were still
pretty new as

WINGS

anythinglIlike, really. They're good - theywould justdoanythingl
wanted. Butinfact, we don’'tdoitlike that. Weturnup atasessionand we
allthrowideasin.Iwouldn't be embarrassed to come up to them with
materialand stuff. We knowwhatit’saboutas farasthat’sconcerned -
it'sforall ofus, it's just to produce good music.Idon’t thinkanyone's that
hungupabouthowweachieveit.

Areyouaware you're the only ex-member of The Beatlesstill producing
hisownalbum?Isometimes feel the need for other producers,and
sometimesI do use other producers. We used Glyn Johns onacouple of
tracks. Butwe wereabitrestricted there. ..

Linda: You'dlike an engineer to get great sounds.

Do you think the George Martindays... We've just done something with
George—justthe otherweek. We did a great track for the next Bond film
called “Live And Let Die”, which unfortunately will not be released for
alongtime.Butit’s agood track.

Whatabout thealbumsituation? Thisnextalbumwillbe verygood, 1
think.Thate togotalkingabout this, in case there’s 50 incredible ones out
atthesame time and ours turns out notso hot. ButI think ours is good,
youknow. There'salot of good stuffon it, some great tunes. It’s abit more
melodic,1think. Butitbops; there are some great bopping tracks.

Haveyouadded muchinstrumentation? We have used some added
instrumentation, but the best way is obviously for you tohearit.Idon't
wanttogoonaboutit.Ithinkit'llbeoutin FebruaryandIthinkit’ll be
adouble. Theideais just to get working, working, working, working. So
it’sall down to awholeload of work, becauseIlike that—doing TVshows,
doingwork.Iwouldn'tevenmind appearing on The Mike And Bernie
Winters Show.Iread people knocking Top Of The Pops, butI'm telling you,
Iwatch Top Of The Popsjust becauseit’s pop.
InBritainyoujustdon’thaveanything—andI'dratherwatch that than
the news anyday. Top Of The Pops, Tom And Jerry...1mean, they may be
abitforkids, butI'makid then, because Idigthat stuff. I think rather
thandon'tdo Top Of The Pops, you should do Top Of The Pops. Rather
thandropashowlike this, there should be five more like it.

Isthereanyrestriction on composing within theband?Oh no-
Denny'sgotagreatoneonthenextalbum.It’sreallyjustthatifanyone
turnsup with a good song, OK.Ifit’salousysong, then we wouldn't use
it. And we've got Denny singingone of our songs on the next album.
We're trying to putitarounda bit, soit’s anice kind of unit. The thing
aboutourband s, everyonelikestobeinaband. There'sreally notmuch
more toitthan that.

We're all from varying parts of the globe, and we're all from varying
upbringings. We couldn’t be more different people unless wehad a few
Chinameninthere. We're all pretty different. But whatever we're doing,
we'redoing it togethernow. The thing that’s eventually going to tell,
obviously, is the music.Imean—if we write great stuff; ifl write some great
songs;ifDennystarts writinggreat songs—great. I thinksome ofthe
songs we've gotarereally verywarm, verykind of soul, very nice stuff. It’s
stuffyoucansingto.

Doyoustilltravelaboutagreatdeal? Ohyeah,
nothalf. Wouldn'tanyone?We go tothe
Caribbeanwheneverwe can, because that’s
incredible. Thatislike, you know, paradise,
Jamaica-that’s verynice.Ilike peasants—
people-people. We're peasants, too, from
allcornersoftheglobe, agangofpeasants
whowanttobeinamusical entertainment.
Thisis thewholeidea.It'slikeinmedieval days.
Afew peoplejust got togetherand made some
musictomake themselves happy,and thento
make people happyoffit. And that’s reallyall it
is forme.
Ioccasionallywant tomake somelittle
political statements, occasionally wanttodo
akid'ssong, but were notto heavilyintothat
stuff. Themain thing, still, is just the music.
That comesoff. Ifyoulike, “Hi, Hi, Hi", then you
like Wings. Alan Smith e
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Readers’ letters

MM OCT-DEC
TEENY PROBLEM

Howthehellcan The Osmonds
have thenervetosaythattheir
so-called heavy musicsoundslike
Led Zeppelin or Rod Stewart?
Comeon, youBritish music-loving
fans.Tell The Osmondsand the
Jackson5we don't wantany of
their 10-year-old teenybop music
reproducedinBritain!

GobacktoAmerica, Osmonds
andJacksons, and leave Britain to
theiroriginalbrilliants, such as
Purple, Sabbath, ELP, Faces,
Budgie, Zeppelin, Who, Yes, Heep,
Stevensand Ash. YEUGH is the
onlyway to describe myreaction.
PETERMOORE,Liss,Hants
(MMNov18)

BOP TILL YOU DROP

Iwon'tpretend tobeamazed by
Peter Moore'sletterin MM (Nov
18),becauseit’sonly tootypical.

“Idon’tlike them, sothey're not
entitled to existas musicians.”

Iwonderifheobjects tothem
beingalive...?

“Goback toAmerica, Osmonds
andJacksons...”!

Idon'tlike The Osmonds butI
don'thave tolisten tothem.Idon’t
seewhyIshoulddemandtheygo
away—mysistersgetalotof
pleasure fromlisteningto them,
andI'mnot prepared todeny them
thatpleasure.

Ilove TheJackson 5, on the other
hand, andifanynarrow-minded,
bigoted, pretentious brat thinks
Ishouldn’tlove them, he'squite
welcome to come round.

STEVE SCHETINI, Enfield,
Middlesex(MMDec 2)

Isit possible that Peter Moore
(Mailbag, Nov 18) doesn'tlike
“10-year-old teeny-bop music”
becausehe’snota 10-year-old
teenybopper? Thinkback, Peter,
youwere 10 years old once.
Whatkind of musicdid youdig
then,ifany?

DAVID BAUCKMAN, Wallasey,
Cheshire (MMDec 2)

Weinthe Statesregardthe
OsmondsandJackson5asajoke;
amoney scheme for promoters
peddling puerile material to
12-year-old teeny-weenies.
Wake up, England! That's not
music; it's the antithesis of music.
Doyour fansknow that thisis the
sortofmuzakmygrandmother
listens to? Have you lost all taste?
England produces somany fine

bands (The Move, King Crimson,
Van Der Graaf, Kinks, Who) that
youshouldn’tbe wasting your
timeandmoneyonJ5,0Band, lest
we forget, your coveted Marc.
PAUL TAKAKJIAN, Los Angeles,
California(MMDec2)

UNDERGROUND STATION

Iremember the
beautiful days when
asked to define the
underground andits
music, I could easily reply it was
the musicoffreaks: Woodstock
nation, peace, love, etc, Bob
Dylan, PaulKantner, Jim
Morrison, CountryJoe, Jerry
Rubinand Richard Neville.

Intheolddaysitmeant
somethingtosay youhad “turned
on”. Todayyoucanask, turnedon
towhat? Camp rock? Glitterrock?
Orthat frigid brand mass-
produced bybandslike King
Crimson? Whathappened to those
beautiful daysofthe “alternative
society”? Now we have to stomach
thewhiningdenialsofJerry Garcia
and CountryJoe McDonald, who
are now questioning whether
those daysofthe SanFrancisco
freak-outsandflowerpeoplewere
atall constructive.

Bob Dylanhasall butdeserted
protest, Richard Neville has
retired, CarlosSantana (among
others) has cuthis hair,and the
MC5remain today apathetic
relicoftheir former glory, their
beautiful naivety shattered.

The two groups who truly
represented theunderground are
indanger. Pink Fairiesarerefused
aplatforminfavourof Gary
Glitter,and Hawkwind are
following The Who. Today, we
have Alice Cooperand Slade
reeking of violence, (I'velost count
ofhowoftenonhearingSladeI've
imagined someone’s face under
those stampingboots), Bowieand
thelimp-wristbrigade, and ELP
andtheirmusicalelitism.

Well-organised festivalsarea
laugh. How much organisation
went into Woodstockand theIsle
Ofwight?Littleornone.Itwas
beautifullychaotic. Fromthe one
road thatled to Woodstock, now
adozenorsolead fromit.
GAVINDUNNETT, Wick,
Caithness,Scotland(MMDec 2)

GENESIS REVELATION

UntilOctober24,1had heard
nothingofGenesisand wasstill
listening toBolanand the
Boppers. AfterthateveningIwas
completelychanged.

Genesis areavery underrated
group and deserve more thanthe
little publicity they get. Not only
aretheyoriginal, buttheysing
suchimaginativelyrics.Italso
shows the oldergeneration that
notallbands are thickdrop-outs.

Socomeon, everybody, ifyouget
thechancetosee Genesisatagig
anywhere, snapitup. Youwillsee
howgood theyare.

ANDREW DYER, Palmserston Way,
Alverstoke, Hampshire (MM Dec 30)

MAG TO THE IRISH
SoMr] Neillof CoArmagh,
NorthernIreland, is “disgusted”
afterreadingthe PaulMcCartney
interviewin MM.Iread the
interview too,and McCartney
said, “I'minBritain,andI'm
British,and whatI'mcomplaining
aboutisn'tsomethingl havetogo
tolIreland tocomplainabout...
Ireland happened and I thought,
‘I'm going tosay somethingabout
that’,and the best way tosay
somethingisviasong.”
Isympathise withreaderMr
Neil, but tosuggest thatPaulgo to
aplacewhere, at present, insanity
reigns, clearlyindicates thatitis
he,and not McCartneywho
“hasn’tgotaclue”.
TovisitIreland, as yousuggest,
Mr Neil, would be jeopardising
PaulMcCartney'slife, and that,
oldson, whetheryoulikeitornot,
isjustnoton.
MIKE BRETT, Gadebridge Road,
HemelHempstead, Herts
(MMDec30)

OLDIES AND MOULDIES

Hasn'tanyone noticed the
similarity between the Pink
Floyd’s “Interstellar Overdrive”
andLieutenantPigeon'sNo1
single “MouldyOld Dough”?
JOHN LORD, Maylands Avenue,

n
i Nashville. The first single to come from Bowie's

s i

L Y Y W

The new Lou Reed single
is like nothing
you've ever heard betore
not even Lou Reed

“WALK ON THE WILD 8

WO v A
\\ ASTRONAUT

RCKY Wil DE
Breaston,Derby (MMNov18) ; UK
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Comig next..
in 1973

O THAT WAS 1972. Hope you camped it up. But that’s far

from it from our reporters on the beat. The staffers of NME

and Melody Maker enjoyed unrivalled access to the biggest

stars of the time, and cultivated a feel for the rhythms of a

diversifying scene; as the times changed, so did they. While

in pursuit of the truth, they unearthed stories that have
come toassume mythical status.

That'svery much the territory of this monthly magazine. Each month,
The History Of Rock will be bringing you verbatim reports from the
pivotal events in pop culture, one year amonth, one year ata time. Next
up, 1973!

PINK FLOYD

THE ONE-TIME UNDERGROUND darlings attempt to reconcile
themselves with their past, via the medium of their Dark Side Of
The Moon album. “Money is the single biggest pressure on people,”
they decide. And play a benefit show for Robert Wyatt to acknowledge
thefact.

NEIL YOUNG

THE RETICENT BUT intransigent singer-songwriter turns film
director. Along the way, he dispenses sound advice. “British bands
want to be the answer to this or that,” says Neil. “By then you've
forgotten the question.”

BOB DYLAN

WITH THE RELUCTANT voice of his generation as he films Sam
Peckinpah’s Pat Garrett And Billy The Kid. The MM isreluctant to engage
with the artist directly. “You're scared?” asks Kris Kristofferson. “Shit.
I'mscared and I'm makinga picturewith him.”

PLUS...

DAVID BOWIE!
BOB MARLEY!
PUB ROCK!
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Every month, we revisit long-lost NME and Melody Maker interviews
and piece together The History Of Rock. This month: 1972.
“Keepyour lectriceyeonme, babe”

DAVID BOWIE CREATED ZIGGY STARDUST
(AND IGGY AND LOUWENTALONGTOO...)

THEROLLINGSTONES RELEASED EXILEONMAINST
LED ZEPPELINLAID WASTETO AMERICA

...and MARCBOLAN, CAN, PAUL SIMON,
MC5, THE FACES, BILLWITHERS and many more
shared everything with NME and MELODY MAKER
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