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Welcome
to1975

ME’S CHARLES SHAAR Murray is not wrong when he
surveys from behind aviator shades a show at CBGB where
Patti Smith is supported by Television and declares in his
review: “somethingis happening”.
It certainly is. Smith and her band are channelling
currents that have been swelling in New York for the past
couple of years, creating something in the slipstream of Bowie, Alice Cooper
and the New York Dolls -a happeningsimultaneouslylocal andinternational,
primaland intellectual. Pete Townshend thinks rock is on the way out, and by
the end of the year, plenty will agree with him.

On the world stage, meanwhile, our cover stars Led Zeppelin dominate the
year. The band cause riots in the USA, and conquer London with their Earl’s
Courtshow. Theyrelease Physical Graffiti,an albumin the formatbest suited to
their heft:adouble.

This is the world of The History Of Rock, a monthly magazine that follows
each strange turnof the rock revolution. Whetherin sleazy dive or huge arena,
passionate and increasingly stylish contemporary reporters were there to
chronicle them. This publication reaps the benefits of their understanding for
thereader decades later,oneyearatatime.

In the pages of this 11th issue, dedicated to 1975, you will find verbatim
articles from frontline staffers, compiled into long and illuminating reads.
Missed anissue? You can find out how torectify that on 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, a combination of wealth, fear and lifestyle would conspire to
keep reporters atarather greaterlength from thelives of musicians.

Atthis stage, though, representatives from New Musical Express and Melody
Maker are where it matters. Watching Bob Marley convert the USA. Hearing
how Ozzy Osbourne shot his cat. Doorstepping the Rolling Stones in Montreux.

“Whatare you doing 'ere?” they asked then. Now, of course, they know.

HISTORY OF ROCK 1975 | 3




975

HONTA SN WONTH

6 Two new members for
Fleetwood Mac. Ameetingwith
Hawkwind’s bassist, and Chris
Spedding. The Zep ticket riots.

12 Amildly cross David

Gilmourrespondsto criticism of
theband's recentshows.

16 Fromdancingtorare

records, DJsand bootlegging.
Followinganightoutand
amorningafteronthe
high-energyscene.

20Theband beginan

oversubscribed American tour.
AnailingRobertPlantexplains
thenew album, Physical Graffiti.

2 6 Latelyacompanion of

John Lennon’sonhisCalifornian

ontents

adventure, theseldom
interviewedsinger opensupon
John, Yoko and morebesides.

30 New albums by Bob Dylan

andDavid Bowie. Great new
singlesby Queen and Steve Harley.

32 TheformerBeatleon

hisnewalbum, Rock'n'Roll
andthePhilSpector-related
dramabehindit.

39 RoyWood defendsELO

fromecriticism. Don’ttryand
predict Bob Dylan. Why are my
Genesisrecordsscratched?

40 Bowiestartswork

onanewfilm. Introducing
Motérhead. Therevolution
takingplaceinside New York’s
discotheques.

Patti Smith
-page 62

46 Aftertriumph

inJapan, thebandbegin
workon “Bohemian
Rhapsody”. Hasitall
goneto Freddie
Mercury’shead?

92

RonWood helps
theband to
triumph at Madison
SquareGarden.

24

With thefilm of
Tommycomplete,
the Whomantakes
stockofhisband
and,infact, thestate
of rockitself.

62 The New York

poet performs
entrancinglyon
herhome turfand
discusses her debut
album, Horses.

66 Athomewithdrummer

JohnBonham, talking pubs,
farmland andmwusic. Later, there's
several nightsatEarl'sCourt.

72 The German group on tour

inEngland. Guitarist Michael
Karoliexplainsthe band’s “dirty
music”. Could that be why Holger
Czukay wears gloves?

76 TheCalifornian band

areonthewayto perfecting
theirmusic. Their personal
camaraderie, .otso much.
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80 InCanvey Island with

LeeBrilleauxandinFrance
with the mostsurprisingand
well-liked band of the year.

86 Lou Reed needsto “get

somethingoutofhissystem”.
Introducingjoe Strummerand
the 101ers. RIP. Tim Buckley.

90 Ontourwiththereggaestar

asheconveristheUSAtoa
rapturous new sound. “People
must havealeader,” thereluctant
spokesman explains.

96 The sometime Faces

frontman pondersrock success,
moneyand taxexileinthe
company of Britt Ekland.

100 Attheotherendof

thefinancialscale, the former
SmallFaceisskint.Soskint,
infact, he’seaten hishorse.



1 04 The new face of old

country explains her work, but
alsocan'thelp discussingthe
influenceonher of her former
bandmate, Gram Parsons.

1 08 TheFloyd disappoint

with Wish You Were Here. Dr

Feelgood’ssecond provesa winner.

Anew Bowiesingle appears, too.

110 john Lennonisfreeto

remainintheUSA. Introducing
TomWaits, Bobby Womack
can’tworkoutwhichoneis Ron

and which oneis Rod. The Faces,
finally, callitaday.

11 6Thequietlyintransigent

guitarist Lowell Georgeexplains
his position.

1 2 0 OzzyOsbourne

becomes theband's spokesman.
Nevermindthenewalbum...
look out, cats.

1 2 6 The most-promoted

artistoftheyear continuestowin
converts post Born To Run.

ASCAP
Benchmark
Music &
Kiching
Bear Music
Time 3:28
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132

Doorsteppingthe world's

most notoriousband asthey
attempt torecordanewalbumin
Switzerland. Areporterobserves
as “Memory Motel” is perfected.

134 Theeccentricfrontman

explains (diplomatically) whyhe
had toleave Genesis. What's next?
Films, stories, possibly cabbages.

138 Atground levelas

American music assumes a bold

newshape. Reviewed: Talking
Heads, Blondie, Ramones,
Heartbreakers. Observing
slightly sadly from the sidelines:
theNew York Dolls.

145 Airingdispleasureat

aPinkFloyd albumreview. Why
aren'tanybignamesdoingany
work? DrFeelgood areon to
something. It's the musicians
who make the music,not the fans.
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JANUARY — WARGH

PINK FLOYD, NORTHERN
SOUL, JOHN LENNON,
LED ZEPPELIN AND MORE

A change in
musical approach

NME FEB 8

F LEETWOOD MACHAVE lost guitarist Bob Welch

who hasleft the band to concentrate on production

work. He has beenreplaced in the lineup by two mew
members - Stevie Nicks (who despite the nameisin fact
agirlsinger) and guitarist Lindsey Buckingham. This
personnel change means that Mac now have two giil
vocalistsin Christine McVieand newcomer Stevie.

Itisnotyet clearhow Mac will be affected by this new 4

policy, although it would seem to point toachangein heir
musicalapproach. Theband are now based permanently
inLosAngeles, wheretheyare currentlyengagedin
cuttinganewalbum-whichisbeingproduced by the.r
formermember, Bob Welch.

FIN COSTELLGYGETTY

6 | HISTORY OF ROCK 1975
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October 20,1975:Flectwood
MacinNewHaven,Connecticut,
betweenrehearsalsforacollege-
radiobroadcastandashowatthe
city'sColiseumllaterthat day:
il-r)JohnMcVie,Lindsey
Buckingham, Christine McVie,
Stevie NicksandMick Fleetwood
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“Thenextstepwas

experimentation” -

MM FEB 1

UEEN,WITHTHEIR glamimage and

legion of young admirers, would

hardly be the first band to spring to
mindyTor most people, as arbiters of
musicianship. And yet, they're all competent
instrumentalists - even Freddie Mercury,
darling of the pin-up brigade and arch poseur,
can play amean piano. And he’s no novice
whenit comes to writing, either.

Lead guitarist Brian May, as well as being
agood musician, also has another reason for
respect - he built his own guitar. Brian's guitar
took him two years to build mainly in his spare
time, and he used an averagely well-equipped
workshop tofashionit.

“At the time the only guitar | had was a little
old acoustic with a pickup which | had made
myself stuck on. That was about 10 years ago,”
he said.

“That was the only electric guitar | had; it
was the only one at all, come to think of it,and
obviously there's only so far you can get with
something like that. Youhaven’t got enough
frets, the sound wasn'tvery hot and that sort
of thing. At the time | couldn’t afford one of
the high-priced guitars.

“A Stratocaster was my ambitionin those
daysbut | couldn’tafford one. And I didn't
really like the cheaper one; | didn't feel they
were what| wanted atall, so | decided to make
one.| wasinterestedin making things anyway.

“Iwas lucky to have a father who was
interested aswelland I'd always had
woodworking and metal working tools
around, so basically we just sat down and

made lots of designs. We drew lots and lots

of pictures, thought about the stresses and
strains, tremolo-design, truss rod design, how
the strings ought tobe anchored down to
what shape the body should be, the curve of
the fingerboard - all that sort of thing.

“We drew lots of little drawings and
gradually worked our way up to gigantic
blueprints, all the time thinking about the
kind of thing | would want to play.

“The next step was alot of experimentation.
| wanted agoodtremolo which was sensitive
and yet could change the pitch of the strings
andyet come back to
exactly the right position
-alotof themdon't.

“Soldid alot of
experimentation with
tremolos, tried two or three
different designs, some
with pivots, some with
hinges and different sorts
of things all on a piece of
wood with the tremolo
attached and some strings
just to see what would happen,

“Youhave to design something whichis
going to stand the strain, whichis quite
considerable. The system | eventually ended
up with was aplate to which the strings are
attached, pivotingon aknife edge whichis
attachedto the guitar, and the tension of the
stringsis balanced by some motorbike valve
springson the otherside. That was the second
stepreally,and then | went onto things like

“I made my own
pickups, getting
some magnets and
winding wire
around them”

December 24,1975:
Mayplushomemade

guitaratthe
HammersmithOdeon

trussrods which would stand the strain. You
have tofind something whichis strong
enoughto counteract the bending effect of
the strings on the neck. At the same time you
don’t wantittobe tooheavy. It'sa question of
simply finding the right material.

“Youcanlook up breaking points of metal
and stressesinbooks. Allthe information is
thereif youjust know where tolook for it.

You can measure the tension of strings with
spring balances, which are quite cheap. Soit's
pretty straightforward.

“The next thing was tobend the wood. | was
luckyinthatas wellbecause
there happenedtobe some
wood kicking aroundin
some of my friend's houses.
Particularly the neck - the
mahogany came froma
100-year-old fireplace
whichhad beenripped out
of ahouse someone was
knockingdown nearby. It’s
abeautiful piece of wood,
really well seasoned.

“lused mahogany simply because it was
handy at the time butit's a lovely material to
work with and | think | would have used
mahogany or oak anyway.

“Shapingit? It was just a plank of wood
when | gotit, sol drew projections of the
shape|wanted onall four sides and then ljust
started hackingaway. First of all | cutin the
planes and that left me with an angular sort of
thingand thenitwas just a question of



rounding it off. Alot of it was done with a
penknife. | just worked away and kept
trying the templates |'d made until it
fitted. When it was roughly the right
shape | attacked it with sandpaper for the
final shaping, and then finer and finer
grains of sandpaper to get a good finish.

“Then of course there's the polishing,
which | did with plastic coating stuff. You
just pouritonin quite thick layers, let it
dry and then start sanding again! Finer
and finer grains until you get down to
something like metal polish for the final
shapingand polishing.

“Andthat's the woodworking side. The
same sort of thing goesfor the body. The
way | designed that was that the strain was
taken by asolid piece of oak - that’s what
the neckisscrewed to-andtherest of the
body, which takes no strain at all, is just
glued to that.

“Atthat stage youdo all the hollowing
out and you have to decide what you want
in the way of electronics. There are quite
afew hollow pocketsinthis one which
help the sound.”

What about the electronics, the
pickups andso forth?

“I started off making my own pickups,
just getting some magnets and winding
wire around them; that's allitis really,and
they were very good. They made an
excellent sound,butbecause | hadn't
designed them properly, when you
pushed the stringacross the fingerboard
the field wasn'tuniform enough to take it.

“| bought some Rose pickups and they
were so differentin sound to my own that!
decidedto put new coilsinthem.lkept the
magnets and that's what | ended up with.

“The sound of the pickupis only the
start; it's a question of how you combine
the different pickups -I've got three - on
the guitar. There are practically no
electronicsinthe guitar atall. If you
combine two of themandjusthave the
two sounds you get anormal blend of the
two.lfyoureversethe phase you'rein the
situation where oneis cancellingout the
other toacertain extent,and what gets
cancelled out is the thing they've gotin
common - the fundamental.

“By using different combinations you
canbringout differentharmonics from
different parts of the string. You canvary
the soundalot.

“By the switches|'ve gotyoucan get
every combination from the pickupsI've
got.|'ve got six push buttons on the guitar
-one phasereversal for each pickup and
one cut-out for each.”

Brian estimates his guitar cost about £8
to build but says he was fortunate to have
areasonably well equipped workshop at
his disposal.So it looks like a good deal to
put some time away, and set about
building your own guitar, but Brian
stresses one thing: “If you are going to
build a guitar you've got to remember that
it doesn'thappen overnight. You've got to
have patience so that when something
goes wrong you can go away, think about
itand come back again in a constructive
frame of mind.” Brian Harrigan

“When | fix
somebody, they
stay fixed”

MM JAN 18

encounter with the Hawk-Lord’s veryown
Angel Of Death. On one of the opening gigs
of Hawkwind's current tour, Lemmy and
Douglas, theband'’s harassed manager, were
engaged in one of their frequent
confrontations. A real eyeball-to-eyeball
showdown this. Neither protagonist would
back down, and Lemmy, having exhausted his
lines of logical argument,
finally resorted to onefinal,
threateningoutburst.
“When I fixsomebody,” he
said, and here you have to
imagine him turning on his
best Charlie Manson
psychoticstare, “they...
uh...they.. THEYSTAY FIXED."

Lemmy, by wayofexplanation, admits to
likingthe idea of appearing “kind of vaguely
menacing”. Althoughhe confessesthathe
usuallysucceedsinlooking more vague than
menacing. Qurherobegan his musical career
with thelegendary combo The Rockin’ Vicars,
who were hugely popular north of Birmingham
but neverachieved any nationalsuccess,
because they made “reallyrough records”.

Still, that band does hold the honour of being
thefirsttoplaybehind thelron Curtain-in
Yugoslavia, where they were guests of honour
atadinnerheldby President Tito. Just think, if
they'd made it oversome years earlier, Lemmy
couldhavebeenstarringinsome Eisenstein
movie epic asa Hero Of The People... Lemmy
Nevski, orLemmyTheTerrible.

“Tito,” heaffirms, “wasallright. A good lad.
‘CallmeJosif, hesaid when lasked him to pass
methepeasat thatdinner.”

Lemmy left the Vicarsin'67, and rejoined
again for three monthsduringthesummerfora
lasttour. After that our hero becamearoadie for
JimiHendrix. “Justahumper, y’know. Butitwas
worthitbecause I got tosee himeverynight.”

ltwas with aband called Opal Butterfly
that Lemmy first metSimon King, one of
Hawkwind’s powerdrummers. “That wasa
nastylittleband aswell. They'd been going for
yearsbeforeljoined them, and they wereso
tired of playing for peanuts that they folded
afterayear. AndIdidn’tsee Simon fora
whileafter. Then Ijoined this bunch of
rovinghoodlums, and [ saw Simon
hangingout of ataxionedayand our
drummeratthetime was offsomewhere
havinganervous breakdown, so lasked
Simon tocome and play withus foranight.
And we'restill tryingto getridofhim.”

F IRST, ABRIEF anecdote to prefaceour

“The audience was
having a collective
epileptic fit”

Ex-Rockin’

i VicarLemmy
Kilmisterin
Manchester
in1975

The Hawk-Lordsrhythmsection - Lemmy,
Simon andAlan Powel!-is, quite probably,
one of the most powerfulunitsknown to
modern man. Lemmy agrees, withacertain
qualification: “I do getamazingly powerful at
times. Othertimes I'm amazingly inadequate.”

The wholestructure of Hawkwind's
performance, from the playingto the
organisation of thelightshow, has never, he
claims, been neatly worked
out. “It’satotal chaotic mess.
But it works,andifwedidit
anyotherwaythere’sa
danger thatwe'dturninto
something like Yes or ELP.

“Itis morethan just four
guysonastagewith hair
down to theirbacksides playingguitars.
actually saw Hawkwind a few times before
lhustled meway into theband. I wenttothe
Roundhouse, and thewhole audience was
havingthiscollective epilepticfit. There was
onestrobeon the band andanotheronthe
audience. ‘Givingthem atasteoftheirown
medicine,’ [ thought. ‘There’sanew approach.’
Thecrowd was shakingand twitching,and |
remember thinking, ‘I'll have tojoin the band.

“Theyfitted exactly into my philosophy. They
wereweird, and that suited me becausel was
always the one that people wouldn't lettheir
kids play with.Ireally dugit, theideas they were
into. They were playingalot of free gigs then.
Morethanwecandonow, infact, even though
we'retheonly band left whowill play free.”

In the same way as he was attracted to
Hawkwind because of - forwant of a better
word- theirlifestyle, soLemmy hasfound
himselfdrawn tothe Hell'sAngels. The Angels,
perhaps less nowthanafew yearsago, used to
flockto Hawkwind gigs and festivals where the
band was playing. And Lemmy, with his
leathersand swastikas, looks not unlike the
kind of guywho'd giveyou achain whippingin
adarkalley ifyousomuch aslookedat hisbike.

“I'mjustanold rockerwith hishairgrown
long,” hesaysdisarmingly, “andsinceall me
oldclothesfell apartI'vehad tobuyall this
hippygear. Butlwasintothelifestyle of
Hawkwind anyway.” Allan Jones
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rock’'n’roller will tell you. When you are

as good a musician as Chris Spedding,
there is perhaps not that sense of urgency
to make “the big time” as might affectthe
callow youth who donsleather jacket and
aims to be a star by his 17th birthday.

Andyet Chrishasbeen a professional

musician for about 15 yearsand his career
haslurched in curiousbutfascinatingfashion,

I- IFECAN GO speedingby, asany

neverquite settlinginany particulardirection.

That’s the way he wanted it. Butnow, Spedding
isaman with agoalandafirm philosophy.

10 | HISTORY OF ROCK 1975

| AndSpeddingthe GeetarStarisnotsuch
awild improbability asit might have seemed
inthedaysof Nucleus oreven Pete Brown'’s
Battered Ornaments.

Fornowit canberevealed, themanwhowas
whispered as possible
replacement for Mick Taylor
with the Rolling Stones, has
ahotsingleuphis T-shirt. And
ifittakes offon the goldenroad
to Top Of The Pops, then we can
expectanexcitingaddition to
theroster of newstarsfor'75.

ChrisSpedding:
“There'snotso
muchmoney
aboutnow"

r You're a Womble."

“Nobodj is
making nice
pop records”

Chris was bornin Sheffield but
deniesthathewasever greatly
involvedin the Sheffield scene,
havinggone to London atan early
stage. From rock’n’roll bands to
dancebands seemed notan
improbable step for the erratic
Mr Spedding, and he worked
quite happily “on the boats”,
and withsuchrespected senior
musicians as clarinettist Nat
Temple, whose band used to play
on the old BBC Radio series
Bedtime With Braden.

Inmorerecentyears, Chrishas
worked with IanCarr’s Nucleus, in
its Elastic Rock period, with the
legendary Pete Brown’s Battered
Ornaments (one of the oddest
bandstoemergeinthe'60s), with
Mike Westbrook and Jack Bruce.
Andalongthewayhebecame one
ofthoserock session men with
well-worn telephones.

You'dbe amazedtohearsome
of thesessions to which Chris
has contributed. Would you
believe the Wombles?

“Iquite enjoy sessionsaslongas
itdoesn’t getheavy, andyoucan
be selective.1like to knowwho
m working for. Itused tobesaid
thesessionscenewasaclosed
shop-but that’s all changed now.
It’s still veryimportant tothe
producer thattheguitaristcan
read, though.”

Helookedup andsaid
surprisingly: “I'vemadeasingle.
It'scoming out nextmonth. Shall
Iplayittoyer?Iwon't tell you what
it'scalled.” Butasthetapereels
rolled, itbecame apparent no
performance could have no
othertitle than “MyBucket’s Got
AHoleInlt”.

Itwasn’tquite the thinglhad
expected from amanwho had held
courtin many atop jazz nitery, but
therewasnodoubtithadthat
rhythmallright. Acowbell beat,
the guitarstrummed asimpleriff,
while drums and bass provided
thesolitaryaccompanimentto
Chris’ husky vocals.

“Thisversionisbasedonone
Theard byHank Williams. I did
this after Sharks broke up, because
itwasso frustrating not getting
anythingtogether. Ithought I'd
doaTop40record. Why not?Since
Iknow howtodo them. Itried adding more
instrumentstoit, butit’ssobare and simplelike

| this, weleftitalone.

“All thisiswhat 'minto now. Nobody is

making nice pop records at themoment.
Iknowit'seasy tosay it, but

— you'vegottofollowyournose.

“Thescenehas changed.
When Iwas doingso much
session work before Sharks, Idid
whole LPsforotherartiststhat
never gotreleased. Now the
record business has got tighter.
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Inthelastyear,
Chriswasonhalf-
a-dozen Top 10records,
and thishashelped convince him thatsingles
aremoreimportant, oratleast more viable,
thantheinstantsoloalbumthatsellsafew
hundred copies.

“Do people wantto know this?” said Chris,
whenasked which records he had played on.
“Well, most ofthe Wombleshitsand the
David Essexhits. Yes, [ played the guitar on
‘Remember You'reA Womble’,and allthe
albums. [ think the quality isbetter now
because people have to try harder.

“Butlalsobelievethatthe English sceneis
restricted by the opinions of the producer of
Top Of The Pops. Record producerstry tofind
somethingthatwill appeal to Top Of The Pops
andthatwillgetthemon TV. That'swhy our
pop scene isnowso parochial, whereas itused
tobeinternational.It'sdowntowhatthe TV
producer thinks will makegood TV.”

Itseemed that theregularrock-group
conceptdid notappeal to him, especiallyas the
onetime he threwhislotin with such acombo,
itsinternal problems proved a painful ordeal.
How did he feel when the band finally split?

“Ifeltreallyrelieved. | was determined to stick
itout,andIsawitthroughtothebitterend.Isat
itout,and I'mglad t did. ift had left before. ..
well, it might have broken big, and | would have
missedit. twent down well atgigsand had its
own following. Ifithadn’thad those personnel
changes itmighthave madeit. Itnever hada
chance, to be quite honest.

“NowI'm puttingalimyenergy into this
single.1used the old Sharks bass playerand
ClemCattiniondrums. Clem gets sucha good
feeland because he has been around for such
alongtime, he gets overlooked and taken for
granted. But healwayscomesup withagood
drumsound.”

WhatwillChrisdoifhefindshimselfwith
ahit?

“Theideaisto get ascene going, sothatl can
haveacareergoingasasoloartist. Rather
thandoanLP,I'dsooner keep puttingsingles
out,andifonewasahit, then I'd putaband
togetherand goouton theroad. Theideaisto
getout ofthat routine of scraping about doing
cheapgigs.”

Oneofthebigbuzzes thatcirculated the
industry a couple of weeks ago was that Chris
was a hot contender to replace Mick Taylorin
the RollingStones. How tobreak this
suggestion to Chris? He looked decidedly
noncommittal,and thesubjecthad tobe
mentioned twicetodrawaresponse.

Did the Stones ask you to join them?

(Shakes head) “No, theydidn’t. And if Iwasin
theStones, 'd onlybe aback-upman,and I want
todomyown thing There’sno truthinitatall.
When Sharkscameuplwasready forit. Now |
havetothink twiceaboutjoininganotherband

theway thingsareatthemoment. Thewaythe
businessisatthe moment, 1 couldn’taffordtobe
inaband. Youhave tosaveuptojoinaband.”
Chris Welch

> LedZep'sRobert
Plantontourin

Windows
were broken

MM JAN 18

weekend when tickets were put on sale for the band’s three

shows at Madison Square Garden on February 3,7 and12.
(The dates are so spaced because of sports fixtures taking place at
the Garden on the intervening nights.)

Tickets were due to go onsale on Monday morning, but fans
began congregating outside the Garden on the Friday evening
despite freezing weather. So many fans had gathered by the
Saturday evening that the Garden management decided to begin
selling tickets late Saturday night. More than 50,000 tickets were
sold until Sunday afternoon, when the crowd swelled to such
mammoth proportions that box office windows were broken and
seatsales suspended.

The remaining 10,000 tickets were placed onsale via Ticketron
outlets spread across the city, and they soon sold out on Monday
morning. The plan was to disperse the crowds to various selling
pointsinstead of congregating them at one outlet.

Another 40,000 or so tickets were sold for Zeppelin's Nassau
Coliseum concerts, making a total of about 100,000 tickets soldin
the New York area alone. At Boston, where Zeppelin are appearing
at Boston Gardens, similar scenes occurred and the City Fathers -
the local government authority - are considering cancelling the
concert. Boston has recently been the scene of racial disturbances
prompted by school bussing arrangements, and the City Fathers
may be unwilling to
allowalarge crowd
togather, whetherit
be forarockconcert
or political meeting.

T HOUSANDS OF LED ZEPPELINfansrioted at the

ew York

n N
by CHRIS CHARLESWORTH in at the weekend when tickets

tin fans rioted icon Square Garden
ra s iLISANDS of Led %“wdk three shows at Mad:i‘)l:' f,‘mm fixture
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» The film
versionof Peter
Townshend's
Tommyis tohave
asimultaneous
world premierein
Los Angelesand
New York onMarch
19. A spokesman
said that the British
premiere will take
placeinLondonat
about the same
time, possiblethe
nextday,although
the exact date and
venue are still being
finalised. Polydor
release the
soundtrack double
albuminmid-
March, andit
includes three new
Townshend songs
whichwere notin
the original Tommy
score-theyare
“Mother AndSon”,
“Champagne” and
“Bernie’s Holiday
Camp”. MMFEBB

» PromotersinS3o
Paulo, Brazil, have
beenpulling their
hair out because

of David Bowie's
tardinessinarriving
forconcerts
scheduled for
round about now.
OwingtoMrB's
airplane phobia,a
LandRovertrek had
beenplanned after
aseajourney from
New York to
Caracas.Bowie's
secretary, Corinne
Schwab,had been
sentinadvance to
survey the roads by

helicopter -since
some “roads” are
nonexistent,
washed out, or just
plumunfinished,
especiallyinthe
Amazonriver basin
region.Singers,
dancers, musicians
and crew were on
standbyin New
York awaiting word
onthe helicopter
surveillance.

NME JAN 18
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Dirty Hair Denied

DevidGilmour:
“l'mnotinterested
indisguisingmy
fezlingsonstage
withshowbizdevices”



“I dont
think we
deserveit”

— NME JANUARY 11—

SHORT WHILEAGO, Pink Floyd,
darlings of the intelligentsia, the
stereo-minded and lots of others
PINK FI.OYD besides, were victims of two NME
hitmen - Benedicto Nicolini (AKA
DAVID GH.MOUR Nicky The K) and Sneaky Pete
, Erskine, who stabbed Floyd viciously in the hair, the
musical integrityandin thedry ice.

Aninquest took place this week. There’snodandruffon
thisband, claimsguitarist Dave Gilmour (nosplitends
either) beforedeliveringkeyevidenceastothe meritsand
defectsof Pink Floyd, defending their music, and denying
allrumours that they were killed in the attack.

HiDave, haveyouwashed yourhair?

“No.” Gilmour flashes a thin-lipped grin as he takes his
seat, “and if hecanfind anysplitendsinhere (liftinga
clumpofhair),then...”

Thenwhat, DAVE?

But he’s alreadyscanning the menu and doesn’thear.
Hisfreehand, however, is worryingover aplastic
teaspoon. Unconsciously, he gradually crushesit, letting
the piecesslip through his fingers and fallonto the
tabletop. Gilmour is nothingif notself-controlled. Placid
even. Butnotquite.

His anger is of the sullen, smouldering variety, and yet
theweird thingis thatevenduringsuch momentshe’ll
often make way for abroad smile whichcanbeutterly
disarmingbecause itmightbe aharbinger of doom, the
herald for apersonal close-up of one of the robust Gilmour
flails. Although I can’timagineitever happening. Heis
angry, though. He told me soon the phone a coupleof
minutes after he’dread the piece.

“I'vejustread the piece,” hesaid, “and 'mveryangry
aboutit.”

The“piece” inquestion-anaction replay for those who
missed it—appearedin the24/11/74 NMEissue, written by
myselfand MrKentindirect response toour witnessingof
theFloyd on the firsttwonights of their four-dayresidency
atWembley. I'mafraid we were alittlerudeabout them. »

ALAMY

HISTORY OF ROCK 1975 | 13



1975

GETTY

JANUARY ~WARGH

MrKentwrotean extended review-cum-
critique, and [, through the back door,
managedtosecureanaudiencewith
GilmourinwhichIconfronted himwiththe
accusationstobeaired in the piece. The
overallintention, see, hadbeen, inthe
wordsoftheintroductoryblurb, “toget the
Floyd backinto perspective”,asentiment which Gilmour himselfsays he
thoroughlycondones. It was theapproach that riled him.

Ultimately the phonecall resulted in myselfinvitingGilmourforlunch

partlyasaplacatory gesture, partly to prove that the aforementioned
Kentand myselfcould,and would, stand by what'd been written, and
maintybecausearematch might provetobeinteresting.

Theaxis of thecriticism in the piece lay upon the fact (self-confessed by
Gilmour) thaton two consecutive nights the Pink Floyd made music of
suchlowqualitythatitcast ratheranvil-like aspersionson (a) their
motivation, (b) theiroverall musicianship and (c) the feeling engendered
by themintheiraudiences (bothshortandlongterm)andadmirers-one
of whom, Sunday Timescritic Derek Jewell, pulled out some florid prose
inanappraisal of thedebut Thursday-night gig (described subsequently
by Gilmouras “probably the worst we've done on the whole tour”).

Jewellwrote: “Richly they merit their placeamongthe symphonic
overlordsoftoday’s popularhierarchy. .. they reeled off, apparently
effortlessly, a performance with musical textures soravishingand visual
accompanimentssosurprising that, foronce, the thunderousstanding
ovationwascompletelyjustified.

Suchblandacceptance irritates the band, says Gilmour, equally, if not
more so, thanitsdenigrators. “tdon’t think anyone on our level feels
deservingof thatkind of superhuman adulation number,” heclaims,
hackingatapieceof steak. “But then alot of them probably digit. Sure, I'm
cynical of our position. Idon’t think we deserveit. But I'm no morecynical
ofourposition thanlamofanyoneelse’sonourlevel. | mean... totryand
maintainyour own perspectiveon whatyouareis totally different.”

Thelyricsof “GottaBe Crazy” -as Nick Kent pointed out -reveal avery
great dealof cynicism, particularly theline “gotta keep people buying this
shit”, which istantamount toasneerat the audience.

‘Mmm. Yeah. Itis possiblyasneer... butnotat theaudienceasawhole,
but at the typeofadulation bandslike usget. I mean, 1 think there is
somethingwrongwiththat... peopleneedingherofigureslike that,
thinking thatrock musicianshave all theanswers.’

Butdon'tyouthink thatwhile not beingresponsible for that element, the
factthatithasn’tbeen challenged meansbandslike the Floyd, through
neglect, are helpingcompoundit? “Yes. Probably. Buc L think we're less
guilty than most.  mean, we've made conscious attemptsat fightingit.”

Suchas?

“Inthingswe'vesaid ininterviews and thingslike thar. We've always
said that wedon’tbelievein that whole number, butit’s very hard to get
away from theimage people putonyou.”
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April23-27,1975: PinkFloyd | *
atthe LAMemorialSports 3
ArenaontheWish You
WereHere Tour,playing

The Dark Side Of The Moon
initsent retyduringthe
secondkalfof the set

How large a proportion of record buyersand concert goers buy music
papers, though? A question | did infact neglect toadd. Still seems a bit
lame, though, eh? One would've thought thatacouple of really finely
honedsatires would atleasthelp... But then, really, howconcerned are
bandsabout these kind of things? Motives schmotives. It h2Ips selt
records. Andyoudon'tgnaw thedigits that feed you.

Anyway, we're messing around here. To the specifics. Gilmouris raking
through theappositeissue as he eats. He’sinclined towards the John Peel
reaction (thinlydisguised in his mildly self-congratulatory Diary Of The
Domestic column each week in Sounds) that the piece was “hysterical”,
overlypersonal and laced with supposed inaccuracies.

Thefirst 11 of Kent's opening paragraphs make Gilmour particularly
mad. Heclaims that description of his personal appearanceand thatof
amemberoftheaudience (and hisattitudes) is totally superfluous.

Theoffending wordsran thus: “On November 14, 1974, approximately
7,000 people washed their hairand travelled downto the Empire Pool,
Wembley, towitness the Pink Floyd live. Almost everyone, that is, except
DaveGilmour-his hairlooked filthy there on stage, seemingly anchored
downbyasurfeit of scalp greaseand tapering offbelow the shoulders
withspectacularfestooningofsplitends...” Thisled on to adescription of
aFloydlookalikein theaudience, whoisheldupasaFloydfanarchetype
who smokes dope, prattles on about the cosmos and gets offon the stereo
productionquirksinherentinall Floyd albums.

“Idon’tsee anyofitbeingin any way relevant,” says Gilmourin that
sullen/placid toneof voice thatcould be either. Or both. “So there’sa guy
likethatin theaudience. Sowhat? There were probably otherslike him,
butyou find people likethatatany concert-but then Kent probably set
outtofindoneandhedid.”

lassure him that ourapproach wasin no way premeditated. There was
noquestion of a pre-planned axejob on anyone’s part. “Well, l justdon't
believeitofNick Kent. Ireally don’t. He'sstill really involved with Syd
Barrettand the whole 1967 thing. [ don'teven knowifhe saw the Floyd
with Syd. e goes on about Syd too much andyet, asfaras! can see, there’s
norelevancein talkingabout Sydinreviewing one of our concerts.

Butoneofthe newsongsisabouthim. “Yes, but that'sall. Inthe beginning
thesongswereallhisand theywere brilliant. Noone disputes that. But I
don’tthink theactual sound of the whole band stems from Syd. [t stems just
as much fromRick [Wright]. 1 mean, Syd's thing was short sangs.”

Asforhairwashing, well, the subject gotshortshrift.  think, though,
thatdressingespecially for agigis something Gilmoursubconsciousty
associates with “showbusiness” -about which morelater. Meanwhile, in
subsequentconversation with Carlena Williams, one of The Blackberries,
the twoblack back-up chicks they hired for the tour, Carlenaexpressed
delightat theopening paras. “Shit!” she observed daintily, “when | saw
thatbit about Dave’s hairl just cracked up. Lhad t'read it, y'’know?

BacktoSyd.

‘“Theband just before Syd departed had gotintoatotallyimpossible
situation. No onewanted to book them. After the success of the summer



of'67 thebandsank likeastone; the gigs they were doingat the time were
allempty because they wereso bad. The only way out was to get rid of Syd,
sotheyasked metojoinandgotridofSyd...”

This, by the way, isalso Gilmour’s comeback to my assertion that:
“It'salmostasiftheFloyd, havingloafed about half-seriouslyasthe
ArchitecturalAbdabs, garnered their persona from Barrettand, when
he dropped out, for want ofanythinghbettertodo, clungontothe
momentum he provided.”

Says Gilmour: “By the time Syd left, the ball had definitelystopped
rolling. Wehad tostartitallover again. Saucerfu! Of Secrets, thefirst
album withouthim, was the start back on the road tosomekind of return.
Itwas thealbum we began buildingfrom. The whole conception of
Saucerful Of Secretshas nothingtodo withwhat Syd believed in or tiked.

“Wecontinued playingsome of his songs because none of us were
gettinggood enough material fast enough to be able to do without them.
Whichalso, therefore, meant that I had tofitin with hisstyleto an extent
becausehis songs weresorigidly structured around it. Oh. And by the
way, theband, when tjoined, never, eversaid, ‘Playlike Syd Barrett.’ That
was the verylast thingthey wanted!”

Thishad been partofaquotel'd happened across whilewritingup the
originalinterview. Itcame courtesyofformer Floyd manager Pete Jenner.
Ithad appeared as part of MrKent's epic Syd Barrett piece last Marchand,
tomyknowledge, hadn'tbeen contested then. I presumed it tobeaccurate.

Another past of thesame quote had claimed that Syd’'sguitar technique
of usingslide and echo boxes was of hisown invention. My quote had
been: “The familiarslide and echo hoxes were purely of Syd’sinvention”,
whichinretrospectwas, perhaps, abit strong. Gilmour, anyway, hotly
denies this.

“Whydidn’tyou ask me about thingslike thatduring theinterview?” he
asks, righteouslyindignant. “Thefactsof the matter are that I was using
anechoboxyearsbefore Syd was. I also usedslide. lalso taught Syd (uite
alotabout guitar. I mean, peoplesay thatl pinched hisstyle whenour
backgroundsaresosimilar... yet wespentalotoftimetogether as
teenagerslisteningto thesame music. Ourinfluencesare pretty much
thesame—and [ wasa couple of streets ahead of himat the timeand was
teachinghimto play Stonesriffs everylunchtime forayear at technical
college. That kind ofthing’sbound to get my back up—especiallyif you
don’tcheckit.

“ldon’twanttogointo printsayingthat  taught Syd Barrett everything
heknows, ‘cosit’s patently untrue, but there areone or two things in Syd’s
style thattknowcamefromme.”

Intheoriginal, Ihad prefaced thesesuggestions by intimatingthatas
aguitarist Gilmourappearsto lack anyimmediately identifiable
personality. Theword I had used was “malleable”. He says he actually
feels tharsuch a word applied to his style(s) isacompliment. Most
guitarists, he claims, are pretty narrow-minded, restricting their possible
range ofoperations. Inthat case he could be accused of spreading himself
too thinly-ie, capable of most things, but not particularly outstanding at
anyonething. Oristhat theway he'dintendedit?

“No. ButIwork within mylimitations. But
then, whether I'm agood orbad guitaristisn’t
reallyrelevant. | mean, I trymydamnedest todo
mybest, although certainly for thefirst halfof
thattour I was, well, rusty. I hadn’t played for
alongtime and my fingers were really stiff. But
also I would say that Igot verygood by thetime
we were halfway through.”

And theaccusation that fromwhere youall
stand it’'simpossible for you torelate any more to
the thoughts of the average punter?

“Ifyou'rereferringto that bit which says
somethingaboutout ‘desperately bourgeois
existences'’?... [Theoriginal quote—Kent's—runs: “Ican’t think ofanother
rock group who live amore desperately bourgeois existencein the privacy
oftheirown homes.”] Well, ] mean, how do youor heknow howwelive our
lives? Apart fromyou-marginally—about me? Do you? Does Nick? He
hasn't been toany of our houses. He's got absolutely no idea ofhow I spend
mylifeapart from whatyoumight havetold him-andyoudon’tknow
how the otherslive. Doyou think my life is so desperately bourgeois?

“My houseisnot particularly grand. Have you seen Roger’s house?
Helivesinafive-grand terraced houseinlIslington. Solreallycan’t see
howKent cansitthereandsaythingslike that. He's noidea of what he’s
tatkingabout.”

“I was using

an echo box

years before
Syd was”

PINK FLOYD

Hedoesadmittoakindoflazinessintheband, though. He'salso
realisticabout theirindividual instrumental prowess: “In terms of
musical virtuosity we're not reallyanywhere,  think; individual
musicianshipisbelow par.”

Andno, they’re not “bereftofideas” -just resting. And worryingabout
afollow-up to Dark Side, which has, heclaims, “trapped uscreatively”. In
passing, hesays thelyrics areobviousintentionally.

“Wetried to make them assimpleand direct as possible, yet aswe were
writing them, we knew they'd be misunderstood. Westill get people
comingup touswhothink ‘Money-it’sagas’isadirectandliteral
statement that ‘welike money"”

The point-agood one, | thought-about theappeal of Floyd (and
similarbands) beinginsome way associated with the rapid
sophisticationin stereo equipment s tossed out entirely.

“Sixyearsago,” says Gilmourimpatiently, “westillsoldalbumsandyet
hardlyanyonein thiscountry had astereo. Itwas all Dansettes then...”

Andyet, from casualrandomsamplingof friends with Floydalbums,
invariably thefirst thingsaidis, “Oh, suchand such track sounds great
onmystereo.” Surely thisisa case of packagingto someextenttaking
priority overcontents? “No. That’sridiculous. I suppose the same
criticismwould applyto StevieWonder?”

Well, asithappens...

ToKent'sratherbrilliantsummingup. The para, which starts, “OK boys,
now thisisreallygoingtohurt”. Ifl mayremind you: “What the twoFloyd
showsamounted tointhe finalanalysis was not merelyakind of utterly
morose lazinesswhich is ultimately even more obnoxious than catlow
superstar ‘flash’, buta pallid excuse for creative music which comes
dangerouslyclosesto the Orwellian mean for a facile, soulless music that
would doubtlessrule the airwavesand moreover be touted as fineartin
thelatter's vision of 1984.”

“l mean,” he continued, “onecaneasilyenvisagea Floyd concertin
futureconsistingoftheband simply wanderingon stage, settingall their
tapesintoaction, puttingtheirinstruments on remotecontroland then
walkingoffbehind theampstotalk football or playbilliards.”

“Personally,” Gilmour statesstoically, “Idon’t believe any of that
rubbishabout 1984.”

Ireallydo.

“Butlmean, what differenceis there between our sort of musicand
anyoneelse’s, apart fromthefact that maybe most of the other bands just
play music for the body—and they’re hardly progressive atall. Not that
tthink we're wildly progressive, either.”

Butatitsworst, astageshowlikeFloyd'sonly dullsanaudience’s
sensibilities, even to the extent of sending themtosleep. Nothing s left
for them to project theirimagination into-it's the difference between the
holding power of aradio playand aTV play. Andinanycase, how doesiit
feel 1o be part of ashowwhere the audience doesn’teven give you aripple
foragoodsolo,yetapplaudsabucketofdryiceeverytime? “Yeah. That's
all part of dramatic effect, isn’tit?”

And that'salame comeback.

“Wewent through a period whereweblew out
ourentirelightshowfor twoyearsand therewas
noreal difference. I personally know forafact
thatitwouldn’t make anydifference if we did it
again. We've neverbeen hyped. There’sbeen no
great publicitycampaign. it'sbuiltup purely on
thestrengthofgigs. | don't think we'reremotely
closetothat thingabout tapes, doyou?”

Onthestrength of the Wembley things, yes.
Youlooked hored and dispirited.

“Notbored. Definitely dispirited. It getsvery
depressingwhenyou're fightingagainst odds
likedud equipment. Energy soon flags. We
weren't pleased to doanencore, because we didn'tdeserveit.”

Whydidn'ttheysay so, then? You know, don the olde showbizbatcape?
“mnotinterested in disguising my feelingson stage with showbiz
devices. I'veseen hundredsofbands do that. Doesanybody respect
them? From what hewrites, Nick Kentseems to believeinitall-theold
thingof The Show Must Go On, Never Let The Public See Your Feelings
and thingslikethat.”

Wouldn't the discipline of forcingjust alittle of thatattitude on
yourselveshelp insituationslike that? “No. When I'mstanding there I'm
consciousoftrying togive the most I can,” says Gilmouremphatically.
“AndIdon’tneedtohaveclean hairforthat.” PeteErskine ®

HISTORY OF ROCK 1975 | 15




1975

JANUARY ~WNRCH

- JANUARY 25—

-7
y e
ARRY, A FAIR-HAIRED motor mechanic
from Manchester, is about five-eight tall
NORTHERN sout slim as a panatella, He keeps that way, he sa
because he dances so much. He dancesev
weekend, all of the weekend, which tends ta
mean a bad timefor his girlfriend.

Thisis what Barrydid last weekend. On Saturdaynight he
lefthomeand picked up hisgirl, a petiteblack-haired|little
number, and drove over to Blackpool. He queued outside the
Blackpool Meccaand gotin around 8.45pm while the price
wasstill atits basic. The later you get there, the higher the
admission price.

Barry waswearingasuitwhenhearrived. With atie, partof
the Mecca’s compulsoryuniforrm imposed on patrons. He also
carried ablackAdidas hold-all. .

Barryand hisgirl wentupa couple offlights of escalators
pastTiffany’s ballroom where a D) played popsoundsand
aclinically professionalhouse band played clinically
professional versions of pop hits By thetimehereached the
top floor Barry had his tie off. -

Alongawide carpeted corridos, groups of two, three, four
guystalk, poringoversingles. Through thedoors at theend of , |
thecorridor andinto The Highland Room, along, rectangular '
room, halfofitlined with bars, Thefar wallis made ofbare » . |

REX FEATURES
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wooden panelsexcept foracouple of doors; one longwallto theright is
fronted by alowstage. Onthestage behind awooden hurdleisadisco, the
focal point of theactivity here.

Barrystayedthereforabout three-and-a-halfhours dancingalot,
chattingand drinking. Around midnight he leftand drove 1o Wigan; it
took aboutan hour. Heand hisgirl had about an hourtokiltwhen theygot
toWigan. Theyspentitinacrowded, humid coffee barfull of guyslike
Barry,somewith girlsof theirownbut manywithout.

At2am Sunday morning, Barryleft the coffee barand wentintothe
Wigan casino. lHe changed out of hissuitintoalight-blue vestand
whitebaggies which werein the hold-alland he putonapair of
less smart, though more comfortable shoes,and wentinto
another dancehall. Hedanced there for somethinglike
sixhours.

The Wigan Casinoshut at8am Sunday morning.
Someofthekidswent forbreakfastand then took a
swimtofreshenup. Later theyalldroveto Burnley,
where there wasanother disco, anall-dayer. There,
they danced some more. Barry does that most
weekends. It'shisscene, and hesharesit with
thousandsofyoungsters (theirages range from
about 151026, with most between 18and 22).

Thesceneis traditionatty based ontwo things-the
danceand the music, whichissoul. Itisnotanewscene,
itshistory stretches back some 10 years, but now thescene is
changingthrough pressuresof mediaattention and commercial
exploitation. Several of those who've stayed with the scene throughout
areworried by therecent glare of publicity, but most are confident that
they’llweather thestormand re-emerge as unified as ever.

Thereasonfor this thinkingis sound enough -atleast four of the DJs
Ispoke toat both the Blackpool Meccaand Wigan Casino expressed it
withvirtuallythesame words.

“It'shecause,” they'd say, theirvoices becomingseriousand wise,
frowningslightly, “that werenot thescene...it'sTHEM out there.” And
they'd point to the bobbing heads dancing concentrated to thesounds.
I'd beinclined toagreewith that.

SHORT HISTORY OF the scene. It's heen dubbed northern

soul, butdancersand DJsalikeseem not tocare for the title.

It goes back to around 1964-5 and The Golden Torch
discotheque ballroom in Stoke-on-Trent. There, early Motown
soundswere played, bandsspawned by the soul boom gigged and
adeeply knowledgeable sort of clan grew up.

Likeanyscene with a dedicated following, italsoattracted the
unscrupulousand the downrightcriminal, who would take any
opportunityoffered torip thekids off.

Butthe musicremained intact. Other, moreobscure records began to
getplayed, theirrarity value growing with the years. The sound, however,
remained basically unchanged. A relentlessly fast snare drumsnapping
four-to-the-bar; aboomingbassline; sharp, toppybrassand/or strings;
thevocalsvaryingfromintense expressive wailing to mechanical
screeching, yetallcompellingandinvolving. Theydrewyouinand
pulled youto thedancefloor.

Thefamiliarity oflistening to the same soundsevery week, however,
gradually bred contempt. The search for rarersoundsbecame more
frantic-arecord'slifetimeon the decks becameshorter. The turnover
demanded wasevergreater.

Inevitably the centre of the sceneshified, relocatingitselfto the North,
inManchesterat the Twisted Wheel. There it continued to flourish for
awhileuntilittoodimmedand the axis moved on to Blackpooland
Wigan. There, for the present, itremains.

Atthe moment the Blackpool Mecca, reacting to the spiralling
commercialinterestin thesceneandtotheincursion of white musicinto
apreviously “black soul” area, isrealigningits musical policy toinclude
newer black music.

Itisadifficult, costlybusiness to maintain their policy of playing rare
records—asoneoftheDJs there, Colin Curtis, said: “I'veonly got to play
anewsound twotimesand the next week there’ll beathousand copies
pressedup orimported.”

Bootleg pressingarealsosomethingBlackpool, in particular, is
campaigningagainst, withasgreat atenacity ascanbe mustered. But
the “purity” of the soul music played in Blackpool is, perhaps, the main
concernandthedifficultyexperienced insuch a pursuitisreflected in
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aslightfallinattendancesthere (thoughthisissomething of anormat
seasonal occurrence,accordingto the venue’s manager).

DowninWiganthereare no problemsfillingthetwo halls—atargeone
functioningasthe mainscene, thesmatler playingpop soul; rarityisn’t
soessential but danceability remainsofessence.

But thereisoneproblemwhich the hall hasto copewith. Despite the
Casino'snumber-one D) Russ Winstanley assuring the Casino crowd
thattheall-nighters werein no danger, fourguys, quite independently,
cameup tomeand mentioned thelikelihood ofticensing trouble later

thisyear, although Winstanleysays that theCasino’soperated for
almostayearwithoutalicence and has had no trouble from
theauthorities.
Whatever the futureholds, whether it is forced tomove
onornot, itwon'tdie. They, the dancers, thesweating,
spinning, bouncingcrush, willsee to that.

ACKIN BLACKPOOL, lan lLevineand
Colin Curtisdo alternate hourly stints at
the deck.
Levineisafat, bluntnortherner. He offers astiff
hand tobeshaken, its thumbstickinguplikea
flagpole. Helooks away from you asyoushake the
proffered palm. Hisbluntnessisn't rude. tt’sas
businesslike as hisintroductionstothediscs he spins.
lanhasbeen DJing forsome fouryears. [e'sbeen collecting
recordsforeight yearsand hasa fabled cotlection. He mentions
howmanyandsays he doesn’t like that figure published.

Heused toworkat The Twisted Wheelin 1971, went to The Golden Torch
in 1972foraspelland then moved up to the Blackpool Mecca where he’s
beeneversince.

Hegets his “rare, commercial” sounds from frequent tripsto the States
andisduetogooverthereinthree weeks’ time. He'llstay with oneof The
Exciters, whoaregreatfriendsof his. Hecan finance these operations
easily because his parents are wealthyand he has otherrecords sent over
byhisrelationsthere.

Allthetimewe'retalking, leaningup againstawallin thecorridor
outside the Highland Rooms, people come up tolan (“Don’tcall them
kids...they’re not,” hesaysfirmly). Theyask him aboutarecord, about
afuturedate,aboutsomethinghe promised tobringalong. Heseems
anavuncularfigurethere,animpression strengthened byhisinitially
distantmanner.

But, like Wigan, thescene in Blackpool attractsfollowers fromall over
Lancashire and, often, downintothe Midlands. Coach partiesfrom asfar
afield asScarborough, Wolverhampton, Kidderminster, Harlowand
Cambridgegravitatetothescene, drawn bythe magnet of thesounds.

lanisintroducingagreatervariety of soundsinto therecords he’s
currentlyspinning. They used to be exclusively old recordsfrom the
Stateswhich had barelycaused aripplein theirhometand, let alone been
releasedin Britain.

Nowadays he's playingrecordsjust released in the States (one of the last
he played before we talked was taken from anew George Clinton album
which may or maynot bereleased here. By thetime that happensitis
likely that Levine will have stopped playingthetrack.)

AtBlackpool Mecca, Levine playstoacrowd of 800-900, which can go
upto 1,300 0or more. He only works there Saturday night butadds: “This
istheonethatmatterstome. lt'sthescenethat'smade me England’s top
DJ." (He'sveryself-confident and assertive).

One noticeablecomment from both Wigan and Blackpool DJs revolved
around themusic they ptayed and their personal tastes. Fewsaid the
discstheyspunweretheirown preferences. lan listened
to“somethingabit more funky,
but not basic. 1tike Kool
&TheGang.”

lanisatonceexplicit
andguardedabout his |
relationship withthe Wigan o
scene. Hedoesn’tlike the
music much, becausean
increasing proportionis
white British orwhire
American, although itmakes
asuitableenough noiseto
danceto.
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But, asanyofthe DJsat Blackpool and Wiganare
thefirst tosay, it’s the dancers who matter. lan and
Colinwant to keep the musicas pure as possible; Russ
Winstanley, Richard Searling and the othersin Wigan
want to “please the kids; they're the ones, notouregos”, as
oneputit.

whichhangs over his shoulders. He’s been at Wigan two years

this March. He started out at the Stoke Mecca and then the
Golden Torch all-nighters. He left there after “a disagreement”. Now,
including the Blackpool night, he works anything from four to seven
nights weekly.

Colinisastalkativeas lan Levine s reticent, yetheisnoless blunt.
Aman forlayinghis cardsonthetable. He, more thananyotherI talked
to, isconcerned about the commercialisation of the scene by record
companies, who are now plunderingwith thedynamism of Vikings. Few
putinwhat theytake out. This, I thinkis the crux.

Currently, he's concerned “about the pressures on the punters. [don’t
want to make much of this so-called haggling between Wiganand the
Mecca, especiallyifit gets the attention of the wrongtypes.”

He feels “the punters are beingimmensely used. Just think, if soul
musicwas in thesame position ascommercial pop music, think of the
bread it'd be making.”

Hedoesn'tsee the past 12 months’ interest in the sceneas exploitative,
but “it isthefirst nail in the coffin. This music has been underground and
Ihate to seeitturn commercial, otherwise we'llbe losing alot of punters.

“Tokeep the scenealive we have to keep in front of record wholesalers,
because theycan ring up the Statesonce they hear whatwe're playing
and get 1,000 copies imported. But the time lapse between us playing
asound and bulk copies appearingandkillingit offis shrinking. How
long can wekeep thatup?”

Atthe moment everyrecord companyin Britainis hip tothe potential.
Right from the time RobertKnight's “Love On A Mountain Top” went
into the British charts late in 1973 after disco play had activated interest,
therecord business becameaware of the possibilitiesinherentinsuch
afanaticaland loyal bedrock of fans.

C OLIN CURTISIS pipe-cleanerlean. He has long straight hair

NORTHERN SOUL

through more swing doors, alonga short narrow

" passage and through yet more doors. Out intoalarge

hall. At the far end is the stage with curtains closed

behind a deck holding three turntables and box upon

boxofrecords.

The temperature in the placestarts athot, becomes humid,
thenstifling, tropical, equatorial. And thekids dance on.

Arecordstartsto play. Asit reaches a bridge the snare drum cracks out
twobeats. Everyhandin the place, in perfectsync, appearstoclap.
There’sasound likeagunshot, awhip crack.

That sound punctuates throughout the evening. These are the people
who makethescene. There may beleeches who feed off their blood,
pushers and bootleggers and other vermin, butthescene s firmly based
onworkaday punters who just wanttodance, tobe on the scene.

Thehallfills up. The dancers crowd closer together. The music is based
on the samesound sstructure as the oldest Motown records - that
distinctive, fast-slapping beat-though the colour of the artistsinging the
beat s, at Wigan, increasinglyimmaterial.

Abovethe dancefloor, around the wall of the hall, runsabalcony. Up
therekids push through to the “pop” disco, asmaller hallthough noless
crowded, or shuffle through boxes of records, label-less or otherwise,
which are beinghawked.

The centreofactivity switches between D] and dancer. Facesturntothe
stageasarecord ends. A new onebegins and the punters pick up the beat.
Somejogintoit slowly; others—moresold on the particularsound being
played this time-fly with an effortless, often quite graceful, easeintoa
smooth series ofkicks, pins, jumps and squats.

Goneare thesuitsandties; nowallis baggies with vest or bowling shirt.
There are more blacks at Wigan than at Blackpool, though converselyless
black music. There is the paraphernalia of Casino artefacts- posters sold
tothekids, badges tosew on vest or shirt, carstickers.

Asthe night wears on, 3am, 4am, the dance becomes more intent,
exhausting. Kids go out fora Coke orsitslumped against awall. One little
fella-hehas alight-bluebowling shirt on-isdancing 10 feet fromthe
stage. A D] putsanewrecord on. The kid stopsdancing. Hestands,
expressionless but for a hint of petulance, withhands onhips. The
record, you gather, is not to hisliking.

Since then, Tamla Motown have re-released
old favouritesand Pye has launched Disco
Demand, alabel drawingits material from the
scene and coveringthe wholespectra, almost
scoring with The Casualeers’ “Dance, Dance,
Dance”, finally breakingthrough with Nosmo
King&TheJavell's “Goodbye (Nothing To Say)”
and Wayne Gibson's “Under The Thumb”.

Boththelatter are whiteacts, both Wigan
sounds, and both abhorrent to current
Blackpool practice.

Somerecord companies, hesays, won't export
quantities of singlesunder6,000,and whena
British importercanafford tobuyin thatsort of

“The music’s
been under-
ground; I hate
to see it turn
commercial”

Sotherehestandswhileallaround him
bodiesjiggle, twirl, hop and leap. Youdon’t
dancetosomething you don’tdig. Behind the
curtains, onstage, DJs congregate, chatto
friends. Russ Winstanleyis another podgyman
and Boss D] of Wigan. Heisn’tas worried about
commercialisation as the Blackpool operators.
He reckons the scene will be under close
scrutiny “until about June or July. There’llbe
acouplemorehitsand thenthefuss’lldie
down. Somethinglike thereggaeboomafew
yearsback.”

For Dave McAleer, Pye’sA&R manup for the
night, thetestingtime of the evening comes

bulk and stillmakea profit... well, it doesn’t take
awholelot ofbrains to wise up that hereisalicence to print money.

“We'rereallyscrapinground to find records now. Youcan't fight it
really,butwe'llkeep tryingto... righttotheend.

“Imean, | could goto President and tellthem what they've gotin their
catalogue that's worthreleasing, but that’s not what want to do. How
many of thesoul artistson Disco Demand havegot into the charts? None,
right? They'reall white.”

And now, he reckons, there’s probably going to beaTV documentary on
the scene. That is another, somewhat larger nailin the coffin.

“Whydo they exploit the scene in this way? They're treadingon people’s
ground, they've nofeelingforit... We're goingto lose alot of good people
ifTVgetsagrip... It'llbeasad loss forthe soul scene in general if
commercialism does take ahold.

“But,” he says, tryingto end onan optimistic note, “the sceneis hereas
longasthe punters wantit tobehere... Its essenceis rarityandit’sup to us
tokeep thatrarity.”

Wigan Casino, alarge, red-brick, grim-lookingedifice, is
lengthening. Inside, the evening session is coming to an end.
It’s mainly pop. Through swingdoors, up a couple of flights of stairs,

QI T 1.30AM SUNDAY morning, the queue outside the

whenhehands overanewJavells singleto be
played. As soon asthe needle hits the groove there’s loud, brash music-
louder than most of the records played.

Thekids, apart froma few small pockets of activity, stopdancing. It
takestimeto getareaction and anyunfamiliarsound isapproached with
acertainsuspicious temerity. Todance or not todance.

Inthe end, it's their decision which will decide how long the Javells
record gets played; that goes forany new sound, no matter how rare, how
black or how white. That, says Winstanley, is the way it should be.

Andthen younotice them. Thekids sittingandleaningalongthestage.
Onegirlis staringout atthe dancers and, casually, herlefthand holds a
taperecorder microphoneto the shuddering speakers. Then you notice
another. And another. One more at the end of the stage.

Finally, around 5am, it’s timeto leave the seethingfield of dance.
Perhapsthe most lasting memory of all was walkingfrom oneend of the
Wigan dance floor to the other. It was like walkingon a trampoline.

ThelastI saw of Barry, the motor mechanic from Manchester way, he
was jumping way above the otherkids, a big, big smile across hissweaty
face. Then helanded, did aspine-breaking backward bend, cameup
andbobbed forawhile. Then went intoaspin, arms held tight across his
chestlike an ice-skater. Helooked triumphant after that. The scene’s his.
GeoffBrown ®

HISTORY OF ROCK 1975 | 19




1975

JANUARY - WNRCH

March24,1975:Led
Zeppelinroundoff
their 38-date UStour

withthreenights atthe
Forum,Inglewood,LA



LED ZEPPELIN

— FEBRUARY 1—

T'S COLDOUTSIDE, freezing, sub-zero
and bittes, but inside Chicage Stadium,
asuperstructure designed taaccommodate
ocean lin2rs, 20,000 Led Zeppelin fans are
roaring in unison asif some giant orgasm has
overtakemeachandeveryone.
They’verecognised the opening notes to“Stairway To
Heaven”, the song they all came to hear. Even Robert Plant
made areverentsde=ch before Page plucked theopening
stringson thelower “retboard of his Gibson twin-neck.
“We...uh...reccrded... nowlet messee... 14sides of music
includingthe new abuminourcareer... anduh... well, we
think that thissomgis... uh... prettybloodygood... eh,
Jimmy?” says Plaat.Jimmygrins and thecrowd roar.
Danny Goldberg, aharassed-looking New Yorkerwith
aponytail whorunsSwan Song RecondsforZepin the
States, was telling me about “Stairway” ontheway to
theconcert.
t'samazing,” hesaid.“The FM radio stationsin New
Yotk havedonea poll on what is the most requested album
tragk andfor two vearsit’sbeen ‘Stairway’. Nothingelse
s close toit. They're always playingit.”
thereon stage Zeppelinaregiving the songanew
sion. Page issubtly altering theguitarfeed-in »
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twistinganotehereand addinganextraone there, butit’s
Plant’svocal that chargesthesongwithdrama.

It took about three numbersfor his pipes to clearout and
now he’sshifted into top gear. Spoken asides between lines,
building toafrenzyas Page movesupto the 12-string neck and
crasheson openchords thatringoutlike echoesinatunnel.

“Tobearockandnottoroll...”

Lightseverywhere, sparklingoffasilver ball, and everyoneis
ontheirseats, cheeringmadly. John Bonham, in white boiler
suitand black howlerhat,stumblesoffhisdrum podiumand
nodsback to the crowd. John Paul Jones, demure in gold
embroidered waistcoatand fitted black pants, grins, and Page,
relinquishing the twin-neck toaroadie, bowsvery low.

“Thankyou, Chicago,” says Plant,and thegroupretiretoan
ovation that continues for 10 minutes, buildingin waves of
hoarse cheeringuntil thegroupreturn, pluginand punch out
thedefinitiveriffof“Whole Lotta Love”. Page, guitarslungas
lowasever, duck-walksaround, jerkingout the notes that have
becomestandard lesson numberonein heavyguitartuition,
long black haircoveringtherightside
ofhisface.

“Love” movesinto “Black Dog” with
theaid of fourexplosionsatop thefive
lighting towers thatbeam downon
theband, and it’s offagain for five
minutesbeforeZep returnwith
“Communication Breakdown”, 1o
makeitalmost threehours from the
golden boysofheavyrock; threehours
ofincredible musicthat willbe
repeated nightly untit Zep’s US tour,
thefirstmajor rock tourofthe USin
1975, winds up at LosAngeleson
March27.

The tour, however, was almost
cancelled at thelast minute, for
Jimmy Pageis playingunderasevere
handicap. Thethird finger of his
lefthand, theone that’sused byall
guitarists tobend notes, wastwo
weeks beforethetour, trappedin

. . N | . a4 8 N’ U
aninterconnectingcarriage door ko L e s SO e

onatraininVictoriaStation.
Thejoltbroke aboneandspecialists
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Bandandmanager
Peter Grant(farright)
onboardthe Starship,
Zeppelin'srented
Boeing720airliner

BILL GRAHAM PRESENTS

Bostonwas actually the venue of the first
USappearance byZeppelin,so the band
feelbad about the cancellation. Thereal
reason for the ban, however, was not so
much theriotingfansasthetenseracial
situationinthat city, where recently there
have beenriots over school bussing
arrangementsand theCityFathersare
reluctantto permit any largegatherings
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say hewon’tbeableto usethe finger for
another two weeks. Hetakesapain-
killer before goingon stage.

Jose ¥ THI
SF. AL & ug Box L
X 4 LEY AND MAY BOK OFF(Ce , 21
“ D TR "y , WEBSTOR
Ican’tplayanybluesatall,can’t NOTE - PLEASE NO ALCONOL. OR CANS e s =
bend notes either,” he told me before )

goingonstageat Chicago. “It'sthe

mostimportant finger forany

guitarist, so I'm having to modify my playing tosuit thesituation.
Ashame, butitcan’t be helped.

“We've had to cut‘Dazed And Confused’ from the set and substitute
‘How Many More Times', which wehaven't played in four years. I'm stilt
doingtheviolin bow routine,but we've had toaltereven thatand I can’t
doitaswellasl'dliketo.Icantellit'snotasgoodasitusuallyis, but the
audiences don't seemtonotice.

“We almost cancelled the tour,butwecouldn’t,aswe'dsold all the
ticketsand a postponement wotild have meant chaos. It couldn’t have
happened ataworsetime, either.”

Plant, too, wascomplainingofillness. “I'm catchingfluand can'tsing
properly,” hesaid.

llinessand broken finger bones are not the only problem that Zep are
havingtocopewithonthisjunket. There wereriots when tickets went on
saleinseveralcities, and the worstincident occurred at Boston, where the
counciirefused to grant alicence for the concert.

Asaresulttheconcertscheduled for February 4 hasbeen cancelled,
thefirsttime inseven years of touringthataZep concerthas been
cancelled. Anextra date hasbeen added at Nassau Coliseum to make
up for thecancellation, and ticketsare beingdistributed to Boston fans
by mailorder. Allmail with a Massachusetts postmark received
preferential treatment.
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whichwerejustunfortunatetobeinthe
wrongplaceatthewrongtime.

Thetouropenedthisweek with three
concertsat the20,000-capacity Chicago
Stadium, thethird of which | saw. “It takes
them afew concertstogetinto their
stride,” oneof theroadiestold me
backstage. “By the time this band gets to Madison Square Garden, it’ll be
oneofthebestrockactsevertosetfoot there.”

Zep'sthree-hourset-thereisno support act-inctudesfive newsongs
that’lt be on the Physical Graffitidoublealbum, due forimminent release.
Thehold-up, asalways withZep, isbecauseof theartwork.

Two of thenew piecesstand out. “Kashmir” isalongsong, abuilder with
acomplexascendingriff, while “Trampled Under Foot” is an out-and-out
rocker with asimplecatch-line thatwould make anexcetlentsingle.
“Trampled”, infact, mighteventually take the place of “Whole Lotta
Love”asapowerfinale.

Zep,incommonwith afew othersin theirleagtie, have theabilitytohit
anaudiencerightfrom thestart, merelyby theiractual presence. In Zep's
case thenumber is “Rock And Roll”, and the effectislike asteam-driven
locomotive gatheringspeed foralongexpress journey from the opening
staccatonotes.

Plant, bare-chested and golden hair curlingoverhisshoulders, is the
veryepitomeof therockstar, asuperstud whose blatantly sexuat
manoeuvresaround hisstage rivalanythingfrom Tom Jones' Las Vegas
routinesto David Cassidy’s more primitive but similarexpressions of
virility. Theslightly built Page, shy, sleepy features hidden behind amass
ofblack curls,dressed in whitesilk suitand blackembroideredshirt,
prowlsthestagewithaLesPaultuckedinalittleabove knee height.

e
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John Paul Joneskeeps outof the picture, alternating between three
Fenderbasses (one fretless) and onlyreally making his presence felt
when he moves to the keyboard. His Mellotron work on “No Quarter” was
acoupdegrace.

Two new songs follow “Rock And Roll". Thefirst, “Sick Again”, is
atritecomment on the LA scene and hangers-on thatZep accumulate
whenever they visit California. Another uptempo rocker. The second
isareworking of the bluesstandard “In My Time Of Dying” which
features Page onslide throughout. Thenit's “Over The HillsAnd Far
Away” and “The Song Remains The Same”, whichmovesinto “TheRain
Song”, the firstopportunity for Page to play delicatelyand use histwin-
necked guitar.

Two more new pieces, “Kashmir” and “Wanton Song”, come next before
Jones’solo on “NoQuarter”. Thenit’s “Trampled
Under Foot” before Bonham’s tour de force,
“Moby Dick”, which now includes a 15-minute
drum solo, apowerdriveextraordinaire that
hastheaudiencestandingtimeand time again
atits false conclusions.

“How Many More Times” is Page’s new vehicle
for the violinbow scenario, modified slightly
because of his broken fingerbutstillimpressive,
especially the part wherehe uses astabbing
echoandapparently duets with himself.
“Stairway” closes theset.

Hasty getaways, police escorts and armed
bodyguardsareall partoftheroutineona
Zeppelintour. Theband are hustled directly off
thestageintothe usual waitinglimousine while
theaudienceisstill waiting fora thirdencore.

Onarrivalat the hotel theband locked themselves away foran hour’s
conference with Peter Grant before venturingout into hotel lobby and
bar, which were rapidly crowding with fans who'd heard where the group
wasstaying.

Thisweek Zeppelin take possession ofthe Starship, the personalised
rock’n’roll jet that will ferry them toand from gigs with Chicago asabase.
This method of touring, used by Zeppelin on previous tours, is unique.
It'salso extraordinarily expensive. ChrisCharlesworth

“I can’t play
any blues
at all,and I
can’t bend
notes either”

MELODY MAKER

ED ZEPPELIN'S COLOSSAL US tourclicked intoits
Lsecond week this week with one cancelled showin St

Louisand amajorriot at Greensboro, North Carolina.
Controversy surrounds their every move.

On Monday of last week, Robert Plant, who was suffering
fromacold duringthe group's three concertsin Chicago, took
aday’srestand thatnight’sshow in St Louis was cancelied.
Plantstayedin bed inhis Chicago hotelunderdoctor’s orders
whiletherest oftheband and entouragedecided to utilise
their freetime with atwo-day trip to Los Angelesaboard the
rented Starship.

On Wednesday, Plant had virtually recovered and theband
made ahastyreturn from California, pickingup Plantin
Chicagobefore continuing on to the East Coast forthe
Greensboro concert, whereticketless fans clashed with
security guards and police in scenes outside the massive
20,000-seater auditorium where the group were playing.

Fivehundred fansattempted tostorm therear of the
building, brandishing broken bottles, stones and piecesof
scaffolding. Three of the group’s fivelimousines were severely
damagedbefore police were called to clear the area. Theother
two cars were hastilybacked inside the hall-otherwise the
band would have had nomeansofescape.

Although the majority ofthe rioting fans had disappeared
by theend of the show, the group were forced tomake the
quickest getaway seconds after leaving the stage. Zeppelin
manager Peter Granttook the wheel of one of the limousines -
much to thesurpriseof the official driver— while the other was
driven by Magnet, a British roadieemployed by Deep Purple,
whohad come along to the concertasan oldfriend of the band.

Headingthe procession wasa policecar whichclearedthe
way forthetwolimousines, sirensblasting, atspeedsof up to
70mphinaheavilybuiltuparea. Thethreecarsdrove overred
lightsand on the opposite sideof the road in a scene that resembled a
Steve McQueen-moviecarchase. Thesquealingtyresalmostdrowned
out the policesiren.

Grant, anexpertdriver, who had offered to buy bothlimousines from
thecarcompany, said afterwards: “Ididn’t care whathappened so long as
I got theboys out OK. Thatcar I wasdrivingwasout of time; otherwise I'd
havedriven fasterstill.”

Relaxingon the Starship on the flight back to New York, whichthe group
areusingastheirbase for the rest of the East Coastleg of the tour, Grant
admitted thatit was one of the scariest nights in Zeppelin's career.

Thisweek thegroup play three shows at New York’s Madison Square
Garden andthree shows at the Nassau Coliseum within the New York
area. The third Nassau show was added toaccommodate fans from
Boston where Zep's planned concert was
cancelled becauseoffansrioting when the box
office opened.

MELODY MAKER

1TH TWO WEEKS of the current
Led Zeppelin tour under his belt,
Robert Plant isfeeling the strain.

One show has been cancelled because he
caught ‘flu and he’s still sniffing and talking
like he's wearing a nose-clip.

Robertblamesit partly onhisparticularly
enjoyableChristmasfestivitiesand the
changesinclimateinvolvedintraversingthe
Atlantic. We'retalkingin hissuite at the Plaza
Hotelin New York, the samesuitejust left by the Chairman of Sonesta
Hotels, thechain that owns this particularchunk of Americana.

Love's Forever Changesalbum is playingon atiny portablerecord player
and Plant spreads outon a couch, bare-chested as always, golden hair
curlingeverywhereandsippingafruitdrink between assaultsonapaper
handkerchief. We begin by talkingabout the new atbum, Physical
Graffiti,due to bereleased anytime. It's Zep’sfirstdouble album.

“Isupposeit was about ayearago whenwestarted, ifIcancastmy mind
that farback,” hesays. “It’salways acase of getting togetherandfeeling »
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out themoods of each of us when we meet withinstruments for the first
timeinsixmonths.

“Webegan asalways, playingaround and fooling about for two days,
playinganything wewant, likestandards, our own material oranything
thatcomestous, and slowlybutsurelywe developafeel that rakes us
ontothenew material. Someof the newstuffcamedirectly from this
approach, like “Trampled Under Foot”, which was justblowing out,
andsome comes from Jonesyor Pagey or myself-bringingalong some
structure which needs workingon. Then thefourofusinflictourown
venomonittodeveloptheidea.

‘Weintended to record as much new stuffas we could before we started
losing thefire, because we've always believed in not prolonging periods
of recording or composition tosuch a degree where we know we are not
up toourbest. So we recorded as much fresh stuffas we could before
lookingback at somethings we hadn'trecorded.

“Then wesaw thattherewas alot of stuffwe'd put downand we thought,
‘Why not putadoublealbumout?’ There’s alot of variation of material, so
itgivespeopleawholespectrumofstylewhichiscontained in one
package, and | think that's very good.

“ltgoesfrom one extremetotheotherbutatthesametimeit’svery
evident thatit’sZeppelin. You could play a track on theradio thatyou'd
thinkwould never, ever be us, but then whenyou listened you'd hear little
thingsthatcouldn’tbeanyoneelse.”

Recordingtook aboutfourmonths, which was
strungout overamuch longer period. “ltsounds
alongtimebutthewholeessence of thebandis
thatwedowhatwewanttodowhenwewantto
doit. It'snoraceforus. We'vegot no deadlines
tomeetand when wefinallydogivesomething
thenit’sgot tobejustdead right. Wehavea
stride, agait, thatifit wasadjusted wouldbe
very detrimental to thewayweare.”

Robertagrees that 1974 was ayear of little
publicactivity forthegroup, but maintains that
settingup theirownlabel, Swan Song, took up
muchoftheirtime.

“After thelast American tourl was sorelieved
tobehomeagain, becausel'd missed a season

“We do ‘Sick
Again’, which
1s about us
and what we

seein LA”

and I really need each season asit comes. I like to feel springand 1 got
backin August after thattourand realised I'd missed springgoinginto
summerthat year. | don'twanttolose these perspectivesin what|1
consider tobeimportant forthelyrical contentof what 1 write.[wantto
take stock of everythinginstead ofgoingon theroad until1 don’tknow
where the fucklamandend uplikea poached eggthree daysold.

‘But the time comes, asit doesinrecordingand the record company
andeverymove that we make, whenweknowit’stimeto go outon the
roadagain. Weallmetand thought, 'What have we been doing?’ We ait
needed thattimeoff but wecursed each other for havingitand agreed at
thesametimethat we'dbeen physicallyidle.

Thegroup hatesrehearsing, says Robert, but theyrealise they have to
limberup toapproach playinginthe waythey want. “Thefirst houris
usually great, but then we think how much betterit would beifthere was
anaudiencethere. Alotof theconstruction thatwedoonstageisfired by
theatmosphereoftheactualinstant.

‘Obviouslywehad torehearsethe stufffromthenewalbumtogetitinto
someviableshape. We played all the newsongs at the rehearsal, but some
ofthemtakesuch adifferent direction thatitwould be difficult toemploy
them live after beingoffthe road for 18 months.

“Wedo'Sick Again’, which is about ourselves and what wesee in Los
Angeles, butit’sapityyoucan’thear thelyrics properly live. Thelyrics say:
From the windowof arented limousine, I saw your prettyblueeyes/One day
soon you'regonnareach 16, painted lady in the
cityoflies! Asmuchasit’s pretty, it'ssourreally.
That’sexactlywhat LA stands for. JoniMitchell
summed it up best when she called it ‘City Of
The Fallen Angels'.

“Wedo ‘InMyTimeOfDying', whichisareally
old, standard thing. ‘Gallows Pole' wasanold
traditional thingtoo,and ‘When The Levee
Breaks'issomething!haveon anold album by
Kansas Joe McCoyand Memphis Minniein
1928. There are so many classics from way, way
backwhichwecangivealittleofourselvesto
andtakethemthrough theyears.

I'snow over twoyearssince Zeppelin have
appearedin Britain. Well, Robert ... “Weshall

( i January 25,
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definitely play England by hook or crook before Midsummer
Day thisyear. Tosay whereand when at the moment is
impossibleas wehaven’tfound outanything. Allbeing well
weshall definitely bein England soon duringthe summer.

“I playguitarnowand againaround Worcestershire, but it
isn'tmet by suchtremendousoutcriesasit is when weall get
togetheronstage. I'vebeen 75 per cent pleased with the
shows we’ve done so far, even though we'vegota new stage
set-up toget usedto. It’squite hard to go outand confront
thousands of people with a new stage, sowe have to
compensate for these new things.

“Atthebeginning ofthetourl always feel nervous because
I'vegotalottostand up for over here. If ever I've given ali that
I'vegottogive,it'sbeentoanaudienceand theaudiences
herecanreallydrainyouuntilyou'realmostin tears.

“It'snotasifthesekidsareall 17 or 18and goingbarmy.
These people have been going along with us forseven or
eightyears. Now | know there’s people in England who'll say
they've beenstandingwith us for seven oreight years, but
overherethewhole motionislikeaseven-year trek that's
charged with the energy that these people give. My nerves
arereally through hopingthat!canre-establish the contact
that I had before.

“The English promotionside of thingshasalways been
archaic. They didn't want toknow usas the New Yardbirds
intheearlydays, so we had to come over here and make
astatement thatnoone elsehad made hefore. Then
everybodywantedtoknow.

“Icanseethis happeningagainwith The Pretty Things,
who have achieved so much ability with theirwritingand
playing. They get much more coverage herethanin England,
but how much coverage canyougetin England, anyway?It's
nottoo hot, and the promotersarealittle reserved in what
theycan promote.”

Zeppelin have always maintained a reputation asoutlaws
oftheroadinthe US. Talk of theirexcessesin the hotel rooms
rangesfarand wide,andthefaintofhearthave beenknown
tocower when they approach with thetwinkle intheireyes
that spelishavoc.

“Like the music, the legend growstoo,” said Robert. “There
aretimeswhen people need outlets. Wedon’trehearse them
and, let'sfaceit, everybody's thesame. Over the last few
yearswe'vespentsomeofourtimeatthe EdgewaterInnin
Seattle, where Bonzo fishes for sharksin thesea fromhis
bedroom window. Hence the mudshark thingon the
Zappaalbum.

“No, we'renot calming down yet. Calmingdown doesn’t
existuntilyou're dead. You just do whatever youwant todo
whenyouwanttodoit, provided there’snonastiness
involved, then thekarmaisn’tso good.”

Movingon to more serious topics, | asked whether Robert
thought “Stairway To Heaven” was becomingheavily
identified asthe group’ssignaturetune.

“Idon’tknowabout that. We've alwaysintended totry
andcreate aspectrum of musicthatcapturesas many
aspectsofusaswecould, although we neverrealisedit at
thebeginning.

“Wetryanddothisonstage, too. We start offlike songs of
thunderandthenwetakeit downwithasonglike ‘Rain
Song'soyoutend todevelop arapportrather thanjusta
blatant musical statement. Itebbs and flows through two-
and-a-halfhoursorso,and we feel it would be unfair for the
climaxto be‘WholeLotta Love’ now, because thatisn't
wherewe climaxany more.

“It’squiteamovingthing. I rememberdoingit atthe
Gardenlast yearand I sangwell away fromthemicand
1 could hear 20,000 people singingit. 1mean... 20,000 people
singing‘High Heeled Sneakers' is one thing, but 20,000
peoplesinging ‘Stairway To Heaven' isanother.

“People leavesatisfied not hecause of the violent aspects
ofthe music, which Idon't think exists anyway, but because
they feel asatisfaction with the music they've heard.
ChirisCharlesworth e

In a completely

different vein

MM MAR 1

Led Zeppelin
SWANSONG

Noother top bandinthe world gets
asmuch stick as Led Zeppelin. Every
time they bringout an album there’s
sixmonths of carpingbecauseit’s not
full of remakes of “Whole Lotta
Love”; followed by another six
months of moaning because they
haven't played any live dates;
finishing up with sixmonths of
complaints about the time it’s taken
them to make the new one.

Not this time, though, | suspect. By
allowing themselves the luxury of a
double album, they’ve managed to
cramin abit of everythingandin
enough quantity to keep that vocal
minority of moaners at bay.

For once they will have to admit that
the wait since Houses Of The Holy has
been worthwhile; some may evenbe
moved enough to recognise Physical
Graffitifor whatitis: asuperbly
performed mixture of styles and
influences that encompasses not only
allaspects of Led Zep's recording
career so far but
also much of rock
asawhole.

Thisis not just
acollection of
great tracks,buta
perfectly balanced
selection of music
that weighs heavy
rock with acoustic,
ballad with out-and-out rocker in such
away thatyoucanplay the album
non-stop day and night without ever
needing to pause for a bit of peace.
And for one of the world’s heaviest
bands, that’s some achievement.

Physical Graffitihas not just been
“worth the wait”;ithad to takealong
time to produce music of this calibre.
Unlike so many bands today, who hurl
out albums like they were Frisbeesin
Hyde Park,Led Zep can be bothered
to take the time and trouble to make
thisone evenbetter thanthe last one.

They are, if youlike, one of the
few “progressive” bands left - you
remember them, the groups who
were always going to move forward
and keep exploring new avenues.
Zeppelin have, and still are doingjust
that. They established their base with
heavy blues-rock on Led Zeppelin|,
and have constantly sought to build
on that, investigating new fields; from
the folky “Battle Of Evermore” to the
reggae-influenced “D’'Yer Maker”.

“It’s a superbly
performed
mixture of styles
and influences”

Now they've taken electronic space
rock for “In The Light”, one of the two
mostimmediately striking cuts on
Physical Graffiti.

It opens with eerie keyboards that
sound like they belong to Pink Floyd'’s
“Set The Controls For The Heart Of
The Sun”, before moving onto more
familiar Zeppelinriffing. What marks
it as the work of true craftsmen,
though, isthe linking: those space
sounds are not just afrill tagged on
for the hell of it, but properly joined
to the core of the song, first ledinby
Robert Plant's voice, thenled out for
areprisein the middle by Jimmy
Page’s acoustic guitar.

“Kashmir” hits you just as
immediately. it'sina completely
different vein:heavily orchestrated,
with a chopping stringriff which
builds up to a crescendo at the end of
each verse. The nearest equivalentis
the work of the classical composer
Moondog, whouses the samerichly
descriptive style.

Soeffectivelyisit
usedthoughon
“Kashmir” that it
actually sounds like
you're travelling on
acaravanserai
through the East.

Buttheband'’s
strength does not
alwaysrest onthe new. They take
that old, old theme of the blues on
“In My Time Of Dying” and come up
with afresh approach, by constantly
changing the pace, veering from the
breakneck to the dead slow. Plant
holds a note here, John Bonham
continues adrum patternthere,and
itjoins together as tight asaclam.

Anditif's heavy rock youwant,
Zeppelin candive anumber along like
noother band on Earth. Listento
themroar through “Custard Pie” and
“Night Flight” and “Sick Again”,
always giving that little bit extra
that's the sign of class - abubbling
keyboard here, a nifty riff there, an
intricate pattern elsewhere.

They canbe wistful (“Down By The
Seaside”, fun(“Boogie With Stu”)
acoustic (“Bron-Yr- Aur”), melodic
(“The Rover”) -just about anything in
fact. They can take aslongasthey like
with the next album: Physical Graffiti
willlast 18 months or 18 years. And
then some. Michael Oldfield
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“I'ma
very
lucky
man

HARRY NILSSON
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downs another Brandy S8

MELODY MAKER

ARRY NILSSON S a stocky, blond Californian and

pleased that right now hisage s thirty-threeand

athird. He camestridingthrough the Pierre lobby

loaded with parcelsafter amorning’s shopping

in New York, dressed in blue jeans, blue anorak

and white tennis shoes. On his head was ablue flat
cap which failed to keep his hairin place. His light skin gives him the
airofaScandinavian.

But Harry wasactuallybornin Brooklyn, New York,and didn’t move
tothe West Coast untithe was 12 yearsold. It'sa pretty well-known fact
thathe worked asabankclerk before becomingasinger, that he doesn’t
performliveand hisdiscography now numbers 11 albums of mainty
self-penned material. Curiously histwo hitsin the UK-“Everybody’s
Talkin’” and “Without You” - were both by other writers.

Wehad lunch atthe Park Lane Hotel overlooking Central Parkand

werejoined first by Harry’s Irish girlfriend, and secondly by Alice Cooper.

Theheadwaiterat the establishment insisted we wore jackets; Harry
hadtokeep hisanorakon,and remove hisflathat, much to hisdisgust.
Heordered a double Chivas Regal onice, which hedrank neat,and we
startedtalking, firstabout his newrecord.

“Imhavinganargument with RCA about thealbumand at the moment
they'rewinning,” hesmiled. “They disapprove of the title God's Greatest
Hits,sowe'rearguing. Forthisalbum [haveamajoradditioninmyband:
Van DykeParks, who'sdynamite.

“Hebrought with himaguycalled Robert Greenwich, whois the finest
steel drum player I haveeverheardandisequallybrilliant. There's a lotof
percussiononthisalbum, morethanusual.

“Van Dyke sort of sataround and played piano and hehasacreditof
musical co-ordinatorand maestro. Hisideas were what [ wanted.

“Otherthanthatlusetheusualgangof musicians: BobbyKeys, Klaus
Voorman, Jim Keltner. Drjohn played onone trackand that’s dynamite.
There’s 10 new songs and one more which is actually ademo that I wrote
when thealbumwasfinished, sothere’s 11 tracks, and it’sduethefirst
week of March, dependingon myargumentswith RCA.”

albumreleased in the summer, on which Harry collaborated

with John Lennon, his long-time idol. “Yeah, it’s not long after
Pussy Catscame out to release another atbum, but Pussy Catsdidn’t
last too long, anyway.

THE NEWALBUM comes hot on the heels of Pussy Cats, the
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“Iliked Pussy Cats, but to be subjective there’s good and bad about
it. Unfortunately I was in bad voiceat the timeand thathurt. The
sequencingwasn’tthatgreatand thesongselection was done abiton the
spurofthemoment. Weweresittingaround with nothingtodo, so we
said, ‘Let’sdoanalbum.’ As aresult we picked songs off the top of our
headsandjustdid them.

“Neitherone ofushad anysongs spare at the time; Johnhad two buthe
wanted them for hisalbum. [ thought thealbum wasOK.It’s not asbad as
some of thereviews that I'veread, but timewill tell. I think ‘Many Rivers’
wasareallygoodcut.

“Wedidn'tthink that I sounded like John on the songs. [ think many
people made theassociation, butIcan compare ‘Many Rivers’ to
‘Without You’ and some of the old stuffthat I did along time ago. | had
agratingvoice on Pussy Catsbecause myvocal cords were inbad shape.
Iwas seeinga throatspecialist every day before the sessionsand we even
triedafaithhealerand acupuncturist tryingto get it fixed. [t was almost
permanentlydamaged.

“lenjoythegravelly sound. It'ssomething I've wanted sincechildhood
andit’staken manybottles ofbrandy and cigarettes toget. Iguess I've got
alittlemore thanIasked for now. lused totry and getarasp sound before,
but notlosethe clearness of the notesin other kindsof songs.

Now I'vesuregot therasp andit’ll take quiteawhile to get well; [ abuse
mythroat more than necessary. Butalso, I've never had thatgreata voice
anyway. I'vealwayssungoutoftune. Youknow, [ don’tthink I'm that
good awriter, either. 'mjustaverylucky man.

I mentioned that Harry's two biggest British songs were not hisown
compositions. “Yeah... that'spartof mydilemma,” he replied. “It's OK,
Ilike being misunderstood. When I'm older thekidswill discover me, the
nextgeneration. Butitwaslikeadream for me tomakeanalbumwith
John.I'vealwaysloved John Lennon. He's my favourite hero. We'd talked
aboutitinthepastbut never done anything. Hefirstsuggested it at a Phil
Spectorsession, but [ passed thatoffas one drunken evening. Then we
were bothtogetherin LosAngeleslastsummerand wedidit.

“Wehad alot of fun. We spentamonth ata beach house with thewhole
bandandamonthatahotelin New York and every night was alaugh. The
house belonged to Peter Lawford and everywhere we went there were
pictures of John Kennedy. Very spooky. It was like a musicians’ commune,
alaughaminute.

Itwaslike OUR album rather than thenormal producer/artist
relationship. We're both singersand both songwriters, soall decisions
weremadeonjointapproval. We think alike, so it was easy to make
decisionsabout what wewanted todo.



“Wethoughtithad asenseof humour. | don’tknow...
IguessI'mjustbitteraboutit. I think thatsense of
humouristhesingle mostlackingthinginpopular
music. It'salso thesingle mostlackingqualityinthe
peoplethat present popular musicto the public. It hurts,
because that’swhat rock’n’rollisall about —fun.

“Actinglikeamanonafuzzytree... |t'shumour. How seriouscan you
getabout ‘your baby, my baby’? Lots of musicians take it too seriously and
it'sdulland boring, and that’s what’s killing pop music. I likehumourand
Ilike songs thathave humour. That’swhy I'm arguingwith RCA.

“They don’tget the joke about God's Greatest Hits. | asked them whether
they'd haveturned down Jesus Christ Superstar for the same reason. Most
ofthelyricsonthealbum areajoke,anyway.”

Throughout hisrecordingcareer, Harryhascut as manysongs by
otherartistsas himself. “Yeah, I'd always wanted to do ‘Subterranean
Homesick Blues’,and I'd always wanted todo ‘ManyRivers’. [ thought
thatwas goingtobeahit, butyou can’ttellany more. IfI'd walked into
aroom andsomeone playedit to me, I'd have jumped. It’s difficult for me
tofind songs|like thatI wanttorecord. [ don’tlike most songsand Idon’t
thinkanyonelikes MOST songs. With ‘Everybody’s Talkin’ and ‘Without
You', ljustheard them, liked them and did them. Very simple.

“Ifound ‘Without You’ onan old Badfinger album, and [firstheard it
atsomeone’shouse. Adayor twolater [ kepthumming thehook and
thought itwas a Beatles song. Itsounded likeone, so I tried tofind it by
lookingonallthe Beatlealbums. Finally[said, ‘lknow... it'snot The
Beatles. It’s that group they have: Grapefruit’, so | wentout and tried to
getaGrapefruitalbum. Finallyithit me. Itwas Badfinger.

“I broughtittoRichard [Perry—Harry’s produceratthe timej and he
agreed torecord it with me. [t wasn’t that big asurprise when it took off
thewayitdid. It’sactually more surprisingwhen they’'re nothits. [ think
they’reall hits whenI'm writing them, and if 'mssingingit, it 'sa hit too. If
youdon’tbelievethat,yougocrazy.”

Conversationswitched into comedy, oneof Harry's favourite topics.
AliceCooperarrived and the two of them discussed Mel Brooks, amutual
favourite comic. Quick repartee ricocheted across the tablefor 15
minutes; coupledwith record company grievance stories triggered off
after Harryrecountedastoryaboutasingle being withdrawn by RCA
because they didn’tthink it was commercial. Thelyrics wereabouta TV
detectiveseries and television sets, and theyincludealineabout “19 inch
baby” and “twiddling knobs” . Too suggestive, said RCA, and stalemate
existsat present. “ljust signed anew deal with them for eight more
albumsandthisis thefirst. Astormystart,eh?”

lasked why Harryneverappeared liveand
Alice, equally curiouson thistopic, craned
forward tohear. “I prefer playingdead.”

Cutthewisecracks. Seriously, Harry. “No,
Idon’t wantto play live.1don’treally know.
Everybodyasks methis. Itstartedoutasajoke
originally as nobody everasked metoplaylive.
Ineverhadabandandldidn’thaveanagent,so
nobody asked metogo outlive. People asked me
aboutitandldecideditwasoriginal nottogo
outlive, solthoughtI'd keepit thatwayawhile.
I'vekeptitforsevenyears.

“Itdoesn’tappealtomeatall.Idon’t know
whethermy performinglive would help record
sales. [ just look at the peoplewho do
performliveand don’tsell records.
Moreartists performlive thandon’t
and moreofthem don't sell records.
InAlice’s case,I'msurehissales
would double ifhedid a tour, but
thatdoesn’tmeanit will with me.
I'vejustsigned anew deal with RCA
for$5millionand I'vegotacouple
of gold albums withoutdoingany
liveappearances. That’sgood
enough for me.

“I'vedoneacoupleof TVshows but
thatwas withoutanaudience. Just
aproducer, myselfand the crew.
That’scontrolled. Youcan dowhat
youwant to doand takeadvantage of

“I decided it
was original
not to go out
live. It doesn’t
appeal at all”

HARRY NILSSON

things that thestudio hastoofferwhichyoucan’tdoin
alivesituation. | didsome TVshowsin Americaalong
time ago—the Johnny Carson show, the Mike Douglas
show-withjustmeanda piano.
“Iwasonceadvised todolive showsandappearonTV.
lagreedto the TV. ‘Everybody’s Talkin” had justcome outand
itwasahit, sol wentonthisTVshow.Ididn’thaveasuit towearsol
borrowed my manager’ssuit, which didn’tfit. Assoon as it was over
Irealised I was makingamistake and stopped doingit. My reputation
isnowunscathed.

“I'vetalked about it with the band thatIuse on thealbumsbutIdon’t
knowwhat we'd do. Itwouldn’tbelike aconcert tour, because they’reon
the way outanyway. Maybe we'd do amoviehousewithanewalbum.I'd
justdoone newalbum’sworth of live stuffrather thanall the old stuff.”

AtthisstageAlice left,so lasked Harry why he didn’tlike giving
interviews. “I don’t know. RCA want me to do a bunch of them soon, but
Idon’trecall when I gave thelastone. It could be one year ago. No, it was at
the time ofthe Little Touch Of Schmilsson In The Nightalbum.

“I don’tknow what to say to people who ask questions. I loved that
album, though.That’sapersonal favourite of mine, mainly because
Derek Taylor produced it and because the songs are greatsongs. 1didn’t
singtoobadly, either.Isang OK, foronce.like anythingifit'sgood, and
those songs were gogood.  have a deep respect for Burt Bacharach.”

HoldingHarry to one topicisdifficult: suddenly we’d switched to
astronomy-“whatdolwanttotalk about musicfor?”-and hisdeep
desire to go to the moon. He’s already bought aticket through PanAm,
and hesayshe’d swap 10years ofhislife for the chance to goup there.

“Music? Well theonly things thathave made musical sense in my lifeare
The Beatles, Little Richard, Ray Charles, The Everly Brothers. That was
untilllearned about some other writers from other generations. Inmy
generation those are theonesIlook to.

“The Beatles beateveryoneto the punch.On myfirstalbumIdida
collage of 15 Beatlessongs all together ‘cos | wanted to do what they did.
That makes me sound like agroupie, but  was proud of the fact that 1 did
that, that I recognised early on how good they were.

“Assoon as | saw what they were doing I just backed off. They were doing
exactly whatlwanted todo, but they were there first. They were just at
therightage to be the ‘lads’and I'd always considered myselftobea‘lad’.
Ilovethemindividually and collectively.

“Ringoisnow averydear, close friend and [love himand John too. John
and [aren’tquiteaschummybecause he’s anindividual, hedoesn’thang
outeverywhere. Paul I don’tknow that well, but
George [ know better. [ respectandlove them
all,and therearen’ttoo many peoplel cansay
thatabout.”

Harry admitstohavingseenjustfivelive
actsin hislife. Recently hesawElton John,
whom heliked, thoughhe’s nottoo keenon
Bernie Taupin’slyrics. “ldon’tliketheir
songwriting technique that much, butthey're
nice guys. | never saw The Beatles, actually. [
paid tosee Ray Charles. He’s theonlyonel paid
togoandsee. And [sawRandy Newmanand
Laura Nyroat the Troubadour because | respect
them both tremendously. l wanted tohearthem
andencourage them.

“Ohyes. Andthe Smothers
Brothers. I guesseverybodyknows
Isaw them at the Troubadour.” [Just
aboutayearago Harryand Lennon
heckled the Smothers Brothers,
LennonwearingaKotexon his head,
and madeanundignified exitwhich
washeavily reportedin the press.]

“Isaw TheWho, too, ‘cos Keith
isafriend of mine.Ithink Pete
Townshend isreallygood.
TownshendandKeith arereally
strongpeopleand [ sense a protection
thinggoingon there. Pete protects
Keith,andllikethatidea.lalways
thinkJohnwould defend Ringoin
thesameway.” Chris Charlesworth ®

Nilsson
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In hisliner notes to the new Bob
Dylan album, Pete Hamill, who
notso long ago was writing his
very human articles for the New
York Post,says: “Here is Dylan,
bringing feelingback home. In
this album heis as personal and
asuniversal as Yeats or Blake;
speaking for himself, risking the
dangerous opening of the veins,
he speaks forusall.”

Hamill writes well. He'sa Dylan
fan.Soam!.There are lots of us
still left. And with each album
Dylanhasreleasedinthe pastfew
years we've beenhopingit's as
great as Blonde On Blonde or
John Wesley Harding or “The
Times They Are A-Changing”.

Maybe, when sufficient time
has elapsed toprovide a proper
historical perspective, it willbe
possible to mention Planet Waves
inthe same breath, butforme
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and most of those fans | would
think, thatfeelinghasn’t quite
beenthere.

Andthat,inadeepsense,is
becauseit'snotreally true, as
Hamill says, thatin speakingfor
himself Dylan“speaks for us all”.
Dylanlongsince ceased to do
that, exceptinthe mostcliched
sense. Increasingly,indeed, with
the exception of the live double
Before The Flood, which had
memento value attached, his
albums seem to narrowin
universal appeal.

I doubt if his converts are
many or substantially so. The
man'’s hold on hisgenerationhas
slackened off, iwould suggest,
and this was one of hisstrengths.
Afterall,afundamentalrule of
pop successis to seize the time.

Dylanis anartist, above and
beyond chart positions, and yet
his self-involvement now, a
powerfulsource of his fascination,
is not as frequently absorbingasit
was. | wonder thathe bothers to

BobDylan:
missingthat
healthysense
ofrage

say,in “Idiot

Wind” - probably

the strongest song on this album,
however - that “Someone's got it
infor me/They re planting stories
inthe press.”

For himit's such an empty
gesture. His ability these days
to express broad truths out of
highly personal emotionsis less
inevidence thanitwas, alas,
MrHamill to the contrary.

Andyetlfeelinstinctively that
Blood On The
Tracks willbe
better received
than Planet
Waves. The
latter, with The
Bandhelping
him out, had a
tough, sinewy
quality, but
there wasalso
an experimental
airinthe wayit
veeredsharply
inmood, from

— ALBUMS —
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the tender hymns of
“Forever Young” to the
bitter almonds of “Dirge”.

With Blood On The Tracks
Dylan seeks gentler ground.
The melodies are generally
softer, the instrumentation
more muted after the
fashion of John Wesley
Harding, the approach more
frequently narrative, asin
early Dylan, and the themes
more obviously those of
love songs. The album
couldreally have marked a
transitionbetween Harding
and Nashville Skyline.

Thisis ground that willbe
familiar to hisfollowers. And yet
with Planet Wavesitdid look as if
he were abouttotake offinanew
direction. Blood On The Tracks
-abrutally inappropriate title,
somehow -sees him moving
laterally. If not too many of the
songs, however, are vintage
material, yet Dylannever fails to
keep the interest cooking.

“MeetMe In The Morning”is
aslow, gritty blues, with such
archetypalblues symbols as “the
little rooster crowing™; “Buckets
Of Rain", whichhe sings very
effectivelyinanasalrasplike
that of Lightnin’ Hopkins, of all
people,reminds me of anold
Dave Van Ronk song, "Bad Dream
Blues”; “Simple Twist Of Fate”,

whichfeatures himjust on

harp and acoustic, is notable
for his whispery, studied
intonation; and “Lily,
Rosemary And The Jack Of
Hearts", almost a spoken
poem againstacountry &
westernbeat, draws
judiciously on the traditional
song motif of love and cards.

He most perfectly brings of f
thelove song, though, with “If
YouSeeHer SayHello” andiits
deep, bell-like bass resonating
along the lines; as Hamill says,
“asimple love song... butabout
love filled with honour, and a kind
of dignity”. But the two tracks
thatimpress me most express
othersides of Dylan.“Tangled Up
InBlue” explores afavourite




records as amusements.
The credibility of Young
Americansishindered
fromthe start by his
passion for pastiche.
Worse, throughout the
album | getapersistent
picture of patronisation
asBowie flips through
his soul cake-stall at
Sigma Sound, like some
cocktail-party liberal.

- SINGLES
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Queen'sFreddie
Mercury:gutsier
andearthier

Dylanrole; that of drifter,
bumming from city to city.

Butif he treated this theme
self-righteouslyin “Drifter’s
Escape”, and with akind of
sorrowing poignancy in “| Am
ALonesome Hobo", here he
employs asense of gleeful, comic
absurdity asthe narrator
recounts his kooky adventures to
the backdrop of a slappy beat.

“Idiot Wind", the obviously
“different” cut,isalongand
fierce account of its author’s
hatred for those whoinvade his
privacy, and by extension, the
privacy of us all: “Idiot wind
blowing every time you move your
teeth”, he sings.

However, as I've suggested
already, it’s not easy to make
that extension and see beyond
Dylan’s personal anger at gossip-
mongers. Yethe performs it with
such conviction that for the only
time on the album he forces the
listener into an attitude.

It's just this healthy sense of
rage that | missnowin Dylan.No
one should want to stereotype
him, but Blood On The Tracksis
notreassuring asareconciliation
of his past with the present.
Michael Watts, MM Jan 25

David Bowie
RCA

If Diamond Dogs, with its
pretensions toliterary
intelligence, was asort of vinyl
version of future shock, Young
Americans couldn’tbe more
inappropriate;it’sdeliberately
basic, lyrically straightforward and
non-conceptual beyond the fact
thatit’s designedtocast our hero
inthe mould of soul superstar.
Only the Barry White
inclinations of “1984” on his last
studio album could possibly have
indicated where Bowie was
heading next. The problem with
Bowieis that he changes contexts
with such rapidity that he’s hardly
entitled to feel sore when he's
accused of merely observing
passing fashion and of making

This would matterless
if the album wasup to
the mark, butit's
depressingly messy and
vitiated, asif he knows
he's not quite hitting the note. Is
he forever doomedtoflit through
avariety of stylesin abewildering
St Vitus dance? So to speak, what
he gains from being roundabout
he losesin swing, because there’s
no question that Young
Americansdoesn’t cutit asasoul
record, whichisits primary mode,
nor any other kind for that matter.

Not only are his hollow, frozen
vocals weirdly out of context, but
he patently lacks any deep
emotional commitmentto his
material. He simply doesn’t have
the feel. The abstract, stylised
schema that was soright for
Diamond Dogs here sounds
computer-processed. It's
mechanistic soul.

Luckily for him, his
accompaniment is generally
excellent. One cut, “Fascination”,
is just about saved by a wah-wah
soprano sax solo from David
Sanborn, who also plays some
nice tenor on “Somebody Up
There Likes Me”. Willie Weeks
and Andy Newmark are wellin
there. And the vocal backups
strongly support Bowie's
mannered treatments;infact,
where they're allowed more
leeway, as on "Right” -an
untypically compulsive track
-they produce something
approaching excitement.

Thesingle and title track is
areasonable, if unmemorable
discothequerecord, but the final
cut, “Fame” which Bowie has
written with JohnLennonand
guitarist Carlos Alomar, is actually
rather good - some splintered
guitar riffing and staccato
singing, “borrowed” from James
Brown, that's the closest Bowie
comes tobeing funky.

However, Bowie irrevocably
sinks his album for me witha dire
version of Lennon's “Across The
Universe”, which wrings the
original through the production
mangle in piteous fashion. It'sa
new highinlows. And, asfar as
Bowie's work is concerned, sois
the album. Michael Watts, MM Mar1s

SINGLES

Queen EMI

Who are the most successful
British bands of the last 10
years? The Beatles, Rolling
Stones and The Who might
be afair guess,and Queen
obviously reckonsotoo, for
this recordis anunashamed
assortment of all three. Throw
inatouch of early Floyd and
asprinkling of Bowie and you
haveaTop10record.

Chunky guitar rhythms lead
usinto the dreaded Freddie
opening fire with typical
venom, with the lines echoing
back and Brian May’s lead
guitar taking command, like
theintro to “Daytripper”. This
record, whichisacutfrom
Sheer Heart Attack,ismore
gutsy and earthy than their
previoussingles, althoughit’s
still heavily stylised and the way
the drums and vocal chorusis
arrangedis pure Tommy.Oursis
not toreason why and soon the
nation will be leaping around
their bathrooms as this comes
over the wireless. Hit. MMMar 22

Steve Harley & Gockney Rebel

EMI

A crucialsingle for Steve in the
light of his recent flop, which
has made hisrantings and
modest predictions asick joke.
Wisely he's laid off the Ferry-
Bowie exaggeratedimitations
to acertainextentand
concentratedon producing
agood songwithout relying
so heavily on hisown style and
character toseeitthrough. The
vocals are still excruciatingly
stylised andif anything that's
what'llbringit down, for the
song, astrongly Dylanish,
tuneful thing, isn’t bad. There’s

some interestinglyrics, too,

which soundlike a

defensive V-sign to his critics,
although his specific message
is obscure by the energetic
back-up vocals and Steve’s
ludicrous enunciation. It'l be
tight but alikely hit. MMFeb?

George Harrison
APPLE

Best single for quite along time
from the galloping guru.
Hopefully he’s ding-dongedall
the rubbish out of his system
now, and this agreeable record,
whichintegrates beefiness
withcomposure, indicatesa
more solid musical approach.
He soundslike alatter-day
Dylan wailing above an easy-
going backing that includes
some attractive guitaranda
crisprhythm. Well done, sir -
take another throw and collect
ahit. MMMar1

The Goodies
BRADLEYS

Thoseloveable bounders

who weekly brighten our telly
screens have produced a spoof
on the “Funky Chicken” that
borders between the totally
obnoxious and the faintly
amusing. BillOddie hollers out
astring of puns over asterile
rhythmand atambourine that
rattles away like an out-of-
control stage-coach.lt’s all very
silly, but at least they do have
some musical base for their
novelty records. Hit. MMMarr

The Eagles

ASYLUM

Bands of the Eagles’ quality
arerare, yet they have wide
commercial possibilities, being
more than capable of popping
up witha massive hit. Sadly this
ain’tit. It’s pleasant, close
harmonies blending well over
asleepy backing -just abittoo
sleepy. The songitselfis
inconsequential, and as
delightful asit is after Gilbert
O’Sullivan’srantings, | can't
see this stirring any Chelsea
pensioners from their beer
and baccy. Miss. MMMar1
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February 25,1975: John
Lennonphotographed
ontheroofofhis
apartmentbuilding, the
Dakota,New York City
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“Iddo

C vitolis callin 1], and each joc
swers as his name s calle i e
John, indenimpantsandshirtand wearingthose
'S ysinister, tinyround dark glasses, grins
ab yattheotherend of the room, smokingan ol
endlessstream of Gauloise cigarettesand drinking
coffeefroma plasticcup. 1
Setting up a conferencecall with people in 35 g =
differentcities is nosmall deal, but, then the artist '
we'redealingwithis nosmalldeal either. Capitol are
anxioustosell plentyof copies of the new Rock'n’Roll
album, and this method isas good as any tospread the
word across the nation.
“Hello, John Lennon ‘ere,” says john, pickingup
anextension phone when theroll callis completed
satisfactorily. »

BRIAN HAMMILL/GETTY
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Listeningtoanswers without hearingthe questionsbecomesa
fascinatingexperience for the next30 minutes, as Johnyellsdownthe
receiverinresponse to the nation’sinquiries, which seemto cover
everythingfromthenewalbumtotheimminent reformation of You
Know Who.

“Whynot?” heshrieks (oneassumes someone had asked him why he
recorded analbum ofold rock'n’roll songs). “It'ssomething!'ve been
wantingto do foryears. Inbetween takeson all sessions, Beatledaysand
since, wealways messed around doing those sort of songs. We never put
themout, though.

Anothersilence. “Well, therewasa psychodrama happening,” he
repliesto thisone. “It was called Phil Spector...”

Lennon began work on his Rock’n’Roll albumin
Octoberof 1973, doinga number of sessions with Phil
Spector at the Record Plantin Los Angeles. Byall
accounts the sessions became prettywild, with
anythingupto28 musiciansjoininginon thetracks.

When the work was finished, however, Spector
disappeared amid storiesof anastycarcrash. When
hedisappeared, hetook the tapeswithhimandit's
taken johnalmostayeartoget themback. FHanding
themoverinvolved a deal wherebySpectorreceived
averysubstantial producer’sroyalty.

AtthetimeJohn did gethold of them, however, he
wasworkingon the Walls And Bridgesalbum, so they
weretemporarilyshelved. On playingthem
afterthecompletionofthisalbum, John
decided thatonlyfourSpectortracks were
worthusingandtherest weretoocrazy. Then
hewentbackintothestudio, thistimeusingthe
Record Plantin New York,and cutafurther 10
tracksthat he produced himself. Thecompleted
14 make up thealbum, and asterisksontherear
of the sleeve denote which songscame from
whichsessions.

Onthesubjectofthesleeve, incidentally, it’s
interestingto pointout thatthe photograph
onthefrontwastakenin 1960in Hamburg
duringThe Beatles’ Star Club days. Thisshot
re-emerged at the Beatles Convention, held
in New York last July, where the original
photographer,a Germannamed Jurgen Vollmer, wasexhibitinga
numberofveryearly Beatle pictures. The threeblurred figures walking
infrontof john are, from left toright, George Harrison, Stu Sutcliffe and
PaulMcCartney.

Triviafanswill alsobe interested to know that theroyalties from John's
version of “Peggy Sue” will go to McCartney, who bought the publishing
rights tothe Buddy Holly catalogue, and the royalties from “Bring 1t On
Home ToMe” willend upinAllanKlein’s pocket. Kleinowns the
publishing to thissong.

“The project collapsedin L.osAngeles,” Johnissayingdownthelineto
his 35 listeners. “Supposedly-you never knowwith Phil-he had acar
accident, and I never got hold of the tapes. Out of about eight tapes, only
fourwereworth using. I like ‘Stand ByMe', and ‘Be-Bop-A-Lula’ isone of
myall-timefavourites.”

Onhegoes. “There’s been more troublewith this album than Soft Mick,”
he says at one point, whichshows that thescouse in Lennonisstill there
despitethreeyears away from home. e talksabout the “other” album
outonthemarket,abootlegversion of these sametapes that has been
advertised on television, but doesn’t say much because of legal reasons.

“Myhairjusthappenstohave grown down tomyshouldersnow. it’s
alwaystherightlength fortherighttime,” hereplies afteranothersilence,

Aryds

“If we got back
together, it
wouldn’t be
for one last
show, right?”

andonewonders which particulartown jock wanted to knowhowlong
John’shairhad grown.

“Let’ssay we'rejust good friends, hoho,” hesaysalittlelater,and no
prizes forguessingthe question thistime. “At least we're talkingand
we'reall happywith each other. If wegot back together it wouldn’t be for
onelast show, right?

“If weever got together, my instinctstellmeit would be moresensible to
sitinastudioandget relaxed togetherand make some music before
stompingouton dates. 'm not saying that’sin the offing, though.”

Fifteenminuteslater, the US discjockeyssatisfied with theirrap, John
putsdown the phone and relaxes before turningtome. He’salways
willing totalk to the English music press, perhaps
feelingthatbecauseothislengthy absence from
Britain MM meritsspecial treatment.

“Well, tjust finished Mind Gameswhen | started
thenewalbum,and | just wanted to havesome fun.
ltwassosoonafter Mind Gamesthat I didn’t have
anynewmaterial. fwanted tojustsingand not be
the producer. | thought, ‘Who's theonetodoitwith?’
and immediately thoughtof Phil Spector.

“Wewentdown tothe Record Plantand started
cuttingand, well, it got pretty crazy, as youmight
have noticed from some ofthe reportsin the papers.
Itrealtly got wild at times.

“Butwemanagedtocutsevenoreightintheend

beforeit collapsed, whichis the only way to put
it. Next thing, Philhad apparentlyhadanauto
accident. Onlyheknows whetherhe did or
didn't, but that’swhat thestory said.

“Thatwas theend ofit then, because he'd got
thetapesand tdidn’tget them back untiltwo
daysbeforel wentinto thestudiotocut Walls
And Bridges. After the Spectormadness | went
ontodotheHarryNilsson thing,and I pulled
myselftogetherin the middleofthatand
prepared formyownalbum.

“Itried everythingto get them back, even
justhangingaround LAtoseeif Phil would get
better.lcouldn’tthinkwhattodo,soldid the
albumwith Harrywhilel waswaiting. When
Igotthetapes, I couldn’t getinto them because

Iwasallgeared to Walls And Bridges.

“When I did getinto them, I foundthat out oftheeight there wereonly
fouror five that were worth using. The sessions, like, had 28 guys playing
liveand alotof them out of tune, which is too much, even forrock'n'roll.

“Soldidn’tknow whether toforgetitorcarryon, butlhateleavingstuff
inthecan. | thoughtabout puttingoutan EP -remember them?-but they
don’thavethemin America, and thoughtabout amaxi-single.

“Intheend!decided tofinishit offand produce therest myself. 1 did 10
tracksinthreedaysin October, all the numbers that t hadn’tgot around to
with Phil.Thadalotoffunand mixeditalldowninabout fouror five days.

“Myone problem was whether it’dsound weird going from the Spector
sound tomysound, from 28 guysdown toeight. But they match pretty
well, I think. So there it was, I suddenly had analbum.

“Then there wasacomplication withsomebodyin New York whom
I'dgivenatapetoandhestarted advertisingiton television, which
we'd talked aboutat one point. Capitoland EMI heardit, though, and
convinced meitshouldgooutasaregularalbum. Theyhave therightto
doitandlcouldn’tstop themifthey wanted to, but they convinced meit
wastheright thingtodo.

“I'vesentaway for someof theotherversionsofthealbum, but they
haven'tarrivedyet. They've used mynameonitand there’sacourtcase

It's a busy time for JOHN LENNON
— hit singles, a new album of oldies
and recording with Eiton John and
and David Bowie. Plus at last his
fight to stay in the U.S. looks Iik'e
reaching an end. Between all this -
and telephone interviews with y & WS .
35 Americ %gsezaﬁk-‘éghn found g 1 SR R e g EREEST AT R
time to taﬁ( to CR i T S G et
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March1,1975: with Yoko
OnotopresentRecord
Of The Yearatthe17th
Grammy AwardsinNew
York'sUris Theatre

goingon. It’salmostthe

same, witha couple of slight
differences. It'llbecome alittle
collectors’ item, I suppose, but
it'snowherenearasgood.”

HEIDEA OF putting
| outan “oldies” album

has been inside John
forsometime. “Everytime
I make an album, whetherit
wasa Beatlesalbumorone
of myown,ljam onoldiesto
warm up. There must be tons
of tapes around with me
doing songslike thisjust to get
the feel of being in the studio.
We'ddo these numbers to
break theice in case we were
getting too uptightabouta
song. Ifitwasn'ta 12-bar, it'd
besomethinglike ‘Stand By
Me’, which everybody knew.

“With The Beatles, we covered
alotofrock’n’rollontheearly
albums, butwereallywere
loathtodoitonrecord because
wealways thoughttheoriginals
weresogreat we couldn’ttouch
them. Wedid thembecause
they wereournumbersonstage
and wedidn’thave enough
materialofourown.

“Wehad nochoicebutto
record ‘Twist And Shout’ and
‘Dizzy’ and all those things. We
had asacred Englishthing
aboutrock'n’roll, butI'vebeen
playing ‘Be-Bop-A-Lula’on
stagesincelwas 15. Mostly
they're myfavourites, but ‘Just
Because’ wasonelhardlyever
knew. Phil suggested that. ‘Bony Moronie’ was alwaysafavourite, but
there’slotI've missed. I didn't make an attempt at early Presley.

“Therewasoneofhis I tried, butit was no good. Ididn’t touch
earlyJerry Lee, and there's plentyofhis 1 used todo. l alsoused
tosingall the early Buddy Holly stuff—infacti was Buddy
Holly fora period, what with the glasses, even though
Ididn'twear them onstage.

“Therewasalottogoat, but there're 14 trackson
thealbum and most albums these daysonly have
10tracks. I could have done more but I hate double
albums, even though some people likethem. It’s
too much, especiallyforone guysinging.”

I mentioned how McCartney would profit from
thealbum..

“Whataclever move thatwas. [ hopehegives
meagooddeal. Kleinowns the Sam Cooke catalogue,
too, whichis ‘Bring It On Home To Me’. I don’t
care who gets themoney. With Paulit’s cool
‘coswe'repals, and evenKlein’sall rightreally.

I'm not gonna get much money from this
album,anyway.”

at Bostonand I was nervousjustwatchinghim. ] was thinking, ‘Thank
Goditisn't me’ ashe wasgetting dressedtogoon.

“Iwent through mystage fright at Boston, so by thetimel got to
Madison Square lhad agood time,and when I walked on they
were all screamingand shouting. Itwaslike Beatlemania.
Iwasthinking, ‘What isthis! ‘cosIhadn'thearditsince
The Beatles. I looked round and sawsomeone else

playing theguitar.

“Itbrought the roof down. It was déja vu for me,
not like The Beatles screamingbit, but the place
was reallyrocking. We'dhad arehearsal, butwe
weren'tthat together. By the timewegotto ‘I Saw
HerStanding There’, Elton’s piano was jumping off

thefloor.
“ItwasElton'sideatodothat song. Wehad todo
‘Whatever Gets You Thru The Night' because ofa bet we
had. Elton played pianoon thesingleand he
said thatifitgot to Number One, would l appear
onstagewithhim?
“Ineverthoughtit'd make NumberOne, but
itdid and Elton called me and said Ihadn’t to

“When 1

Conversation turned toJohn’srecent
appearanceonstage with Elton John,an
eveningwhich obviouslydelighted himin that
theaudience gavehimaconqueringhero’s
welcomeas he stepped upto play.

“Itwas great. He was more nervous than I was,
because he was nervous for me as well. Elton
used to be in the Dick James office when The
Beatles sentin theirlatestdemo, sohe had areal
emotional feel for The Beatles. I went tosee Elton

walked on,
they were all
screaming
and shouting”

break myword. So naturally wedid ‘Whatever
Gets You ThruThe Night'. And naturally we did
‘Lucy’, because 1 did that with himat Caribou.
That's me out of tuneinthe background, doing
thereggaebit. I gotit wrongjustlike Idid the
originalon Pepper.

“Elton wanted me to do ‘Imagine’, buti didn’t
wantto comeonlike Dean Martindoing my
classichits. I wanted tohavesomefun and play
somerock’n’roll,and I didn’twanttodo more »
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thanthreebecauseitwas Elton'sshowafter all. He suggested ‘| Saw Her timeforrehearsal,and | didn'twantit to be acase of just John jumpingup
Standing There’ and [ thought, ‘Great’, because [ never sangthe original and playingafewchords.
ofthat. Paulsangitand!did theharmony.” “Iwenttoseehimat Nassauand it wasagood show. Theband wasgreat
Theexperience, however, hasn’tmotivated John to goout on hisown. butRaviwasn'tthere, soldidn’t see the bitwhere the crowd was supposed
Hesayswhimsically thatitwasgood fun buthewouldn'tliketodoit for togetrestless. I justsawa good, tight show. George’s voice was shotbut the
aliving. atmosphere wasgood and thecrowd wasgreat. [ saw Georgeafter the
“I'mnot againstlive performances, but1 haven'tgotagroup and Garden showand we were friendsagain. Buthe wassurrounded by the
Ihaven't putastageshow together. I'mjust notkeen onit right now, but | madhouse that'scalled ‘touring’.”

may change mymind. It'd be dead easytogoourand
dothisrock’n’roll material,but I'd have todo more. I'd
havetodomy old hits, which [wouldn'tmindreally.”
Johnwasexpected toplayat George tlarrison'’s
Madison Square Garden show butdidn’tbecause he
hadarowwith Harrison over thesigningof what he
callsthe “Famous Beatles Agreement” -thefinal
dissotution of thegroup which requiredall four
signatures. John wasthelast tosign this document.
“Georgeand larestill good palsand we always will
be, butl wassupposed tosign thisthingon the dayof
hisconcert. Hewas pretty weird becausehewasin
themiddleofthat tour,and we hadn’tcommunicated
forawhile becausehedoesn’tlive here.l'veseen Paut
abitbecause hecomestoNew Yorkalot,and I'm
alwaysseeing Ringoin LosAngeles.
“Anyway, | wasabit nervousabout goingon
stage, butagreedto because it would have been
mean of me notto goonwith Georgeafteri'd
goneon with Elton.I1didn’tsign thedocument
on thatday because myastrologer told me it

Anybad publicitythat George received through
JOHN LENNON doinghistourhasn'taffected John'sattitudetolive
‘lml“r work. “IrespectGeorgebut I think he madea
- mistakeon thetour. Mistakes are easier tospot if
you're nottheperson makingthem,soldon’twantto
comeon like‘'l knowbetrter’, ‘cos1 haven'tdoneit.
“Fromwhat [read and heard, oneof the basic
~ mistakes seemed to be that the people wanted to
-~ hear old stuff. George wasn’t prepared todo thatand
lunderstand him. When [ did thatcharityat
MadisonSquare Garden I wasstill ridinghigh on
Imagine’,so [ wasOK for material. Butwhen 1 did
‘Come Together’, the house came down, which gav
mean indication of what peoplewanted to hear.
“Atthetimelwas thinkingchatldidn’twantto
doall that Beatlesshit-butnow | feel differentty.

“I re Sp e Ct I'velostall thatnegativityabout the pastand I'd

behappyasLarrytodo ‘Help'. I'vejust changed
G b t I complerelyin twoyears.I'ddo‘HeyJude’and
e Ofge u thewholedamnshow,and fthink Georgewill

eventuallyseethat.Ifhedoesn’t, that’scool.

wasn't theright day, tee hee. Intheend I signed think he made That'sthewayhewantstobe.”

itin Disneyworld in Floridawithmyson Julian.
Ithoughtitsuited the occasion.
‘Georgewasfuriousatthetimebecausel
hadn’tsigneditwhen I wassupposedto,and
somehow orotherlwasinformed thatl needn’t
bothertogoto George'sshow. fwasquite
relieved in theend because there wasn’tany

Johnisvagueabouthisimmigration situation,
which, ofcourse, is still pending.

a I ] |]_Sta,ke On “Thereareallsorts ofthings poppingup and

thewhole thingislikealittle teeny Watergate.
that tour” 1think thingsarelookingup because theold

guard haveleftand there’sbeenachangein

politics. Butit'sstill downtoa political decision

Arrivingatthe Grammy
Awardswith Yokoand
DavidBowie,whowould
presentArethaFranklin
withthegongforBest

R&BVocalPerformance




from the White House tolet me off the hook. There’sa
lotta peoplegotinto this country because there’s heen
aspecialbill putthrough for them, and there’sachance
that mayhappenwith me. They doit for Pakistani
maids and, for that matter, there're knownNazisliving
herewho'renot being harassed.

“liwasontheTVaweek agothat Nazisare here,
includingonewhokilled about 800,000 peoplein Poland.
There'redrugdealers, too, who arein here. My lawyerhas
alist of people who've committed rape, murderand
drugsdealingand they'rehasslingme. Thisisalast
resort butI’'m gonnaget that Green Card some day.”

with David Bowiein New York. John met Bowie

atan LA party he'd attended, hesays, in the hope
of seeing Liz Taylor. “Ringo knows her, so 1 went with
himand Elton, but I really got to know him through
Mick [Jagger]. 1 see alot of Mick when he'sin town.

“David told me he was goingtodoaversion of 'Across
The Universe’ and I thought, ‘Great,’ because 1'd never
done agood version of thatsong myself. it’soneof my
favouritesongs, butididn’tlike myversion ofit. Sol
wentdown and played rhythmon thetrack. Then hegot
thisguitarlick, someand himputthistogetherin
anothersongcalled ‘Fame’ whichisonhisnext album
too, IThadfunandit’libeoutsoon.”

John says he’s missing England. Ifhegot his Green
Card tomorrow, he'd fly to London the following day.
Hewantstoseehis Aunt Mimiagain and he misses his
sonJulian, although Julian wasrecently over for the
Florida vacation.

“Wewent to Disneyland on what must havebeen the
mostcrowded dayoftheyear. It's funny.] wassitting
onthemonoraitalongwith everyoneelse, notbeing
recognised,and I heard someone with hisback tome
say that George Harrison was theretoday. The guy
was leaningon meat the time,and he'd heard thata
Beatlewas theresomewhere. Hecouldn'tsee the wood
forthetrees.

“Itwaslike the'Which oneof you isRingo?’ bit that
people used tosay touswhenwefirststarted.i trynotto
miss England and I make myself not getsentimental
aboutit. I say to myselfthatI'mgonnaget this Green
Card,andwhenIdoI'llbe onthenextplane.”

Lastly, John mentioned that he’sback with Yoko, after
aseparationthathaslasted overayear.

“I'mhappy asLarry, andsheis, | hope,” hesaid. “We've
known each other fornineyears. I met herin 1966. We
had asortof breakdown last year, one way oranother,
butwecalled each other often, even when 1 was going
crazyout on the West Coast, and I probablysaid a lot of
barmy thingsto herwhich I'liregret.1 wasjustgoing
over foravisittwo weeksago anditfellin placeagain.

“Iiwaslike I neverleft, althoughI'd been there
afewtimes. Suddenly it fell back into
placeandirealised that thiswas
wherelbelonged.1thinkwe
bothknew we’d get back
togetheragain sooner
orlater, evenifit was
fiveyears, and
that’swhywe
neverbothered
withdivorce.

“I'mjustglad
sheletmeback
inagain.Itwas
likegoingout
foradrink, but
ittookmea
yeartogetit.”
ChrisCharlesworth ®

J OHN HAS RECENTLY beeninvolved in sessions

Keep ‘em
dancing

NME FEB 22

John Lennon
APPLE

“Re-lived by JL" it says on
the sleeve - and that's where
Rock'n’Rollscores over last year's spate
of retrospective enterprises.
Possessingno equivalent of Lennon's
crazily alienated youth to obsess them,
Bowie, The Band, Ferry et al could only
look back in warm nostalgia and
attempt, with artistry, to recreate.

By comparison, Lennonis fixated. His
focusonhis early teen years has the
brilliant gleam of genuine obsession.
Herelives - and that’s what prevents
Rock'n’Rollfrombeing charged with the
archness, the indulgence, the ambiguity
andthe decadence that surroundedthe
attempts of Ferry and Bowie. Lennon
isn’tinto perspectives. Rock’'n'Rollis
whatit claims to be and no more.

Andnomore? Let's get this thing the
right way up; this albumis fine - the best
sustained effort on John Beatle's part
since Plastic Ono Band. (Although the
parallel ends abruptly
there; Rock'n'Roll’s
twin principlesare
strength and hilarity...
it'san “up”record...
party time, kids).

The quickest way to
become convincedis
tohammerinto your
local disc vendor's den
and demandtohear Chuck Berry's
“You Can’t Catch Me" followed by
Larry Williams’ “Bony Moronie”.

Both have gigantic sounds - lots of
snare, riffing saxes, chunking12-bar
guitars,and echo unlimited - care of
Phil Spector (who produced and
co-arranged four of the best tracksin
late '73 before his car accident).
“You Can't Catch Me"is
apowerhouse rock-out
that’d make agreat
single with its
“Come Together”

referencesand
all; “Bony

Moronie” is
tackledata
markedly slow
pace which
allows the
breaks to
become
yawning gaps

ina mountain

His focus on his

early teen years

has the gleam of
genuine obsession

range of sound with Lennon left
suddenly alone inthem, savouring lines
like “Rock'n'roll by the light of the silvery
moon” and “Making love underneath
the apple tree”.

Both tracks are genuine rock’nroll
relived; Lennon simply accentuates the
beauties that were always there.
Anyone else would have felt obliged to
comment. The general scheme of the
album is down to fast continuity (keep
'em dancing); the overallmood
concerns Lennon'’s attitude to his own
enthusiasm (a songin his heart, a smile
onhisface). Witness the introduction of
Lloyd Price’s “Just Because” with John
reminiscing over a swarm of mandolins:
“Ah, remember this? Imust've been13
when this came out. Or was it 14?”

I'mutterly disarmed and expect you'll
be also. Other points to watch include
(1) anextraordinary
squealing guitar solo
on“Stand By Me”
(which | trustis by
Lennon, although the
sleeve providesno
personnel); (2) “Do
You Want To Dance”
performedata
drunkenlope; and (3)
arampaging “Peggy Sue” screeching
toahaltfor Lennon to dohis “Look
out!” bitbefore amanic rhythm guitar
chargesinto take the central break.

Personally I'dhave preferreda
punchier version of “Sweet Little
Sixteen” and don'treally care either
way about “Bring It On Home To Me",
“Be-Bop-A-Lula”and“Ya Ya", but
what's left (“Rip [t Up"/“Ready Teddy",
“Slippin’ And Slidin"" and “Ain’t That A
Shame")is, in the words of the ad man,
sheer enjoyment.

One comes away from this album
with the hope that these old forms
are still viable; their simple strengths
are very much what's needed today. If
Lou Reed’s oldies album hits it off (and
he must have ahell of a story to tell),
we might witness a complete change
of direction in the next year or so.
Meanwhile we leave Mr Lennon wishing
his listeners well from the final grooves
of his latest fave album: “Everybody
here says Hi. Goodbye.” lanMacDonald
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Readers’ letters

MM JAN-MAR
R Dylan's fresh blood

Whenconsidering
Dylan’s Blood On The
Tracks, could we
pleaseresist comparisons with
any previousalbums and view
thissetasafreshstatement. The
albumdwells entirelyon the
breakdown of man-woman
relationships. When has this
everbeenencounteredso
regularly asitis today-withthe
patheticreasons showingan
increasingirresponsibility?

Thewarningand the pain of
consequenceseem mostevident
in“You're ABigGirlNow", with the
lines like “What's the senseof
changing horsesin midstream”
showingthedownward path
whichresults fromchange
throughidlefancy.

While wishingtorefrain from
known pastdescriptions, 1 cannot
help but feel thatthis album
mirrors acurrent mood and is
alsoanenormousartistic feat.

Idohopethat the lukewarm
reviewswill notdeter peoplefrom
buyingwhat1believewillbeseen
asasaneartist’'sattemptat
persuadingus alltowork harderat
ourmarriages andrelationships.
DAVIDRFRANKUM, Gaydon Close,
Lodge Park, Redditch (MM Feb15)

Floyd: dark side of the tunes
I'msittingherelisteningtoalive
PinkFloyd extravaganzaonthe
Alan Freeman show. Well, just
whatlexpected.lhaven'treally
heard them since the days of
Syd Barrett, butreally, tocall
thisband aleading contender
forthe coveted title of the Melody
MakerPollband of the year, does
aninjustice to the bands that
reallydeserveit.
Thesongwritingand
compilations [sic] mustbe
questioned for their loosenessand
lack of any substantial ability.
Whatever happened to the rock
bandswhose musickeptyouon

aknife edge for twohours, where
itwasn'tacaseofpredicting
what was coming next? Surely
theyaresimilarto ELPin the way
theyreproduce theirsongs note
for note on stage. However, ELP
havevast musical ability. Pink
Floyd havenot.
Asformusicianship, I canonly
equate Messrs Waters, Wright,
Gilmourand Mason withthelikes
of Sweet, butthenatleastI've
heard somefairly good licks by
them.lsupposelamgrateful to
AlanFreemaninaway, because
nowlfeel fullyjustified in calling
Pink Floyd the most overrated
load of rubbish 1 have ever heard.
PLUNNON, High Street,
Edlesborough, Beds (MM Jan 25)

Scratching the surface

Everyrecord I have had from
Charismahas been faulty.

Ages ago | bought Foxtrotby
Genesis. It was faulty,  tookitback
totheshop andeventually tried
alltheirstock (sixrecordsinall),
whichwereallfaulty. Theysent
themback and got a newstock-
allfaulty. Thatwas all they could
doforme, theysaid, and gaveme
one of thefaultyrecords.

IsentthatbacktoCharisma,
who sent me another copy (faulty)
butaccused mystylus of damaging
records. Whatrubbish! Anyway,
thestorygoesonwithme
purchasing morefaultyrecords
(by Genesis, The Nice, etc).

Yesterday 1 bought The Lamb Lies
Down On Broadwayby Genesis,
which cost me £4.49. ltwasn't
worth £2 because most of it was
damaged. The shop assistant told
me thatitwas thesecondone
they'dhad backthat morning.

lalsoknowforafactthatashop
in Sheffield hashad 50 returned.
RP Walker, VictoriaStreet,

Ripley, Derbyshire

Aspokesman for Charismasaid:
“Wearefullyawareofthis
problemand very muchregret
thatinitial batchesofthe new
Genesis album were, in many
cases, faulty.Ifanyonewitha
faultyrecord writes toCharisma
weassure themthat noletterwill
beignored. Theycanalsosendthe
recorddirect tothecompany
which pressesour material:
DennisWatkins, EMIRecords,
1-3 Uxbridge Road, Hayes, Middx.
Allfaulty records will be replaced
by perfect copies.” (MM Jan18)

Roy Wood defends ELO

Afterreading Melody Maker's
review of The Electric Light
Orchestraat London's Drury Lane
Theatre, [ canhonestlysay I've
neverreadsuch aload of self-
indulgent cocky reporter'sshitin
allmylife.1 took some time off
fromrecordingto goto the concert
and feel thatlcanprobablylook at
itwith more of anobjective view
thananyoneelse, havingonce
playedwith thisband.

When they are quoted as being
a“singlesband”, obviouslyyou
haven'theard the Eldorado
album, whichin myeyes could
be the mostexcitingworksince
Sgt Pepper.

Andtosayalsothat they are
pretentious, with nospirit of
adventure, makes mefeel that
this bloke must have gonetothe
wrongtheatre.

Thecriticismofthestring
sectionwas grosslyunfair. It
seemed to enlarge on thefact
thatthey were “whirling celli
overtheirheads” (which,
incidentally, they only did
towards theend of theshow),
ratherthanexplainingthatthey
areactuallyfine musicians.

Theunbelievable violin solo
by Mik Kaminskiwasn’tonce
mentioned. He ended up playing
“Orange Blossom Special” at
ahundredmiles perhour, while
leapinground thestage onone
leglikearavingloony.

Well, that'sentertainment, folks.

Andhow about telling
everybodywhat nicesongs Jeff
Lynneiswritingnow, and how
wellhe and newbass player Kelly
sangthem?Oh yes-Richard
Tandy's name was once
mentioned, but you forgot to tell
everybody thathe was actually
playingintricate chorusand
orchestral partssimultaneously
—which, forwantof anotherword,
could onlybe described as
absolutely breathtaking.

Whatashame thereviewer
hasbad ears. Itwas the bestshow
I'd seen by any group for ages,
with plenty of excitement and
good humour.

Reporters beware-don't wait
until they becomethe biggest
bandinthelandand then write
nicethingsabout themjust
becauseit’s the “in” thingto do.
Cleanyerbloody earsoutand
listento Eldorado.

ROYWOOD (MMMar8)
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A natural
progression

MM JUNE 7

this week when he started work on a new
movie, The Man Who Fell To Earth. It is
Bowie’s first film role, although two years ago
he was poised to star in the movie
version of Stranger In A Strange
Land, Robert Heinlein’s best-
selling science-fiction novel.

Plans for that moviefell through
duringtheplanningstages.
Nevertheless, Bowie hasalwaysseen
thecinemaasa natural progression
inhiscareer. The newfilm, being
shotonlocationin New Mexico, is
described as “a mysterious American
love storyspanning25 years”.

Itisbeingdirected by Nicolas Roeg,
who wasresponsible for Mick
Jagger's film, Performance. Work on
The Man Who Fell To Earth started on
Mondayand a 10-week shooting
schedulehasbeenplanned. The film
willbereleased in theautumn-and
beaccompanied byasoundtrack
albumfeaturingatleast two new
Bowiessongs.

DAV]D BOWIE LAUNCHED afilm career




Bowieas Thomas Jerome
NewtonandRipTornas
DrNathanBryceina

scene from TheMan
WhoFellToEarth,New
Mexico, July/August197s |




“Interpreter of the
black experience”

MAY 17 Jazz/soul poet Gil Scott-Heron signs a new deal — but his
teaching job keeps him “in contact with the things that create writing”.

EW YORK:“l hear they're asking
N Rockefeller toinvestigate the ClA.

Well now, inmy opinion that’s stupid.
Asking Rockefeller what's wrong with the CIA
is like asking James Brown what's wrong with
soul music.”

Gil Scott-Heron’s small audience cracks up
at this statement of the obvious, one of many
that are flowing this eveningin his motel
roominNew Jersey. Hisenergy level remains
intact eventhoughhe's just walked off stage
following afiercely energetic concert at
ablack college 10 minutes’ drive away.

His set lasted well over two hours - long by
anyone's standards - and my companions and
| were amazed when we looked at our watches
as the house lightsin the college gymnasium
indicated that it was over. We thought we'd
beenthereanhour.

There were two highlights: a percussion
jambased, | was told, onan African fertility
dance thatinvolved at least half of Scott-
Heron’s band (The Midnight Band) on
awide assortment of unusual percussive
instruments, and a half-hour segment during
which Scott-Heronrecited his poems.

It cost just $1toattend Scott-Heron's
performance at the Livingston College in
New Jersey, aridiculously low figure but one
which Scott-Heron's contract defines quite
clearly. Atamore open venue he will charge
more, but he doesn't want to make money out
of black people.

Clive Davis hasjust signed Scott-Heron to
his new Arista label, amove whichis bringing
him to the attention of a far
larger public than his work
was afforded previously. His
Arista album (his second),
The First Minute Of A New
Day,made the Top 30in
theUSandasingle, ajazzy-
flavoured, conga-accented,
piece of funk called “Ain’t
No Such Thing As
Superman”, issstill rising.

With his enormous writing talent and his
exceptional band (many of whom, like himself,
are college graduates) Gil Scott-Heron hasitin
himto be the biggest black artistinthe US
since Stevie Wonder. He refers to his musicians
and allblack people as “brothers” or “sisters.”
Allthe members of his stage band were
Lincoln students. “That was the first group
Iwasinthat | was part of the directionof...
I'd played piano inbeat groups and sung
the ‘coohs’ and ‘aaaahs’ and whatever,” he
told me as we relaxedin the motel.

‘I'd sung songs like ‘Ain"t Too Proud To
Beg','Knock On Wood' and ‘Soul Man',
whichwasall right, but I still felt there
were so many things happening, that

Scott-Heron:
determinedto
say “something
reallyrelevant”

“I want to make
sure my input
stays in the
community”

there were somany other things tosing
about. At first | was letting the words
dictate what the music should sound like
andthat was wrong. It shouldbe the other
way round. Once I met Brian[Jackson],
who had alot of tunes and didn’t do much
with lyrics, | learned how to play and
helearnedhow todopoetry. There'sa
tremendous opportunity when you come
into contact with thousands of people by
way of radioor aconcert. | could never get
overitiffound myself doinga concert
where | didn’t say something really
relevantif lhadthe chance.”

His poems that eveninghad included
various references to the recent CIA/
Howard Hughes-backed attempt to raise
the submerged warhead-carrying
Russian submarine; Frank Wills, the
security guard who originally discovered
the Watergate break-in; and the
persecution of several black extremists.

“Our [black] poetry has an oral tradition
interms of the fact there were poems
before there was writtenlanguage. The
history of the tribes and the villages was
deliveredorally and verbally. A lot of things
youcando orallyreally do not come across
aswellinliterature, and there’s something
about the dramatic presentation of apoem
that doesn’thappen onpaper.”

Scott-Heron attaches agreat deal
ofimportance to his teaching post at
Washington's Federal City College,
partly because he feels strongly that the
bestteachers are not availablein
community schools and partly because it
keeps himin touch with that community.
“l want to make sure that my input staysinthe
community,” he said. "And as | teach creative
writing, | want to make sure that my writing
keeps in contact withmy art and the current
concepts. If I'm on the road for five days, |
can't keep up withmy writing, but being in the
classroom aday or two a week willkeepmein
contact with the things that create writing.”

Scott-Heron cannot predict which way his
careeris goingand refuses
tobe drawn on the subject.
“That's like separating your
life from your career and
allthe other things you do,
like putting everythinginto
alittle box.

“Inever think of myself
inthose terms. ljustdo
what | have to do today, and
tosay my careeris goinginto one directionis
to predict the future.In general | would like to
see the things we are doing now continue to
develop as they have over thelast five years.

“I think we have consistently shown
progress both lyrically and musically and been
consistentin terms of the ideas that we
express within our interpretation of the black
experience. If you consider yourself an
interpreter of the black experience you have
much work to do and many things to say.”

AmongScott-Heron's fansis Stevie
Wonder. After hisrecent appearance at
New York's Bottom Line Club, Wonder was
heard to remark: “Gil says things alot of
people are afraid to say.” Wonder was right.
Chris Charlesworth
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Close friendship
with Keith Richards

MMAPR19

thissummer. But heis not becoming a permanent member

of the band. The tour, which encompasses both the North
and South American continents, starts early in June, and Wood
will be taking the place of Mick Taylor, who quit the band in
December last year.

Aspokesman for the band said that Wood will be playing with the
Stonesonly for the tour, and he still remains amember of the Faces.
Thusany decision over a new permanent guitarist for theStones
hasbeen postponed untilafter thetour, whichitisbelieved will
end in mid-)uly. Amongnames mentioned for the job are Wayne
Perkins and Harvey Mandel.

Wood formed aclose friendship with Keith Richardslastyear
when the Stonesguitarist collaborated on Wood's solo LP project,
I've Got My Qwn Album To Do. Richardsalso appeared at Wood's
London concerts, which werea prelude to thealbum’srelease.

TheAmericantour, whichisbelieved tostartin NewOrleans
onJune 3, will be probablyfollowed by European and British
concertdates.

Found hanged "™**

PETER HAM, GUITARIST, singer and songwriter with Badfinger,

RON WOOD IS to join the Rolling Stones for an American tour

was found hanged on April 24 at his home in Woking, Surrey. He
was 27 and unmarried.

BorninSwansea, he beganasamusicianinagroupcalled The Iveys,
whobecame Badfinger after sendingademoto The Beatles’ Apple
companyin 1968. After beingsigned to the Applelabel, and gettingahit
soonafter with “ComeAnd Get It”, they werealways in the shadow of
The Beatles, and constantly suffered from thecomparison. Hamwas
also theco-writer of “Without You", aNumber One hit for Nilsson.

Thegroupworked mainlyin America, wherein 1972 they had
aNumberOnewith “DayAfter Day”. Theyalso playedat George
Harrison's Bangla Desh Benefitconcert there. Two years ago, the group
left Apple and signed with Warner Brothers. The funeral is nextweek.

iy Lemmy (left)and

“Yourlawn
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» Elton John will
debutanewlineup
for hisbandat the
huge Wembley
Stadium concert
this summer. Nigel
OlsonandDee
Murray, the
drummerandbass
player withthe
Efton JohnBand,
have both quit. But
replacements will
be foundbefore the
Wembley concert
onJune21.The
departure of
Olsson and Murray
splits up amusical
relationship that
goesback tothe
beginning of Elton's
career-eachhas
been with himsince
theearly'70s,
before the addition
of Ray Cooper
(percussion)and
Davey Johnstone
(guitar)to the band.
Olssonis
presently recording
asoloalbumatthe
CaribouRanchin
Arizona, while
Murray has yetto
announce his future

plans. MMAPR 19

Motorhead's first
drummer,LucasFox

Fo——

would die”

MM JUNE 7

EMMY,BASSPLAYER with cosmic
I Irockers Hawkwind, announced this

week thathe has quit theband. The
decision came midway through Hawkwind’s
US tour. Lemmy flew back to Britain, and a
temporaryreplacement wasimmediately
flown over to America to enable the band to
fulfilall outstanding commitments.

Lemmy now plans to launch his ownband,
Motérhead, named after the song of the same
name, which was the B-side of “Kings Of
Speed”. Are-recorded version of this song
could be the new band's first single. No
musicians have been named, but Lemmy said
it willbe afour-piece and thathe would be
handlingbass andlead vocals. “This will be a
step forward for me,” he said. “The newband
will concentrate on, shall we say, very basic
music. | felt they were losing some of that
quality and movingin a different direction.”

Severalother songsbesides “Motorhead”
are being considered forrelease,andan album
isbeing prepared. A debuttourisscheduled
for Augustor September. “This band willbe so
dirty,” said Lemmy, “if we movedin next door
to you, your lawn would die.”

» CultNew York
poetess andsong-
writer Patti Smithis
tosignan exclusive
long-term contract
with Arista Records,
reportedly for a six-
figure advance. Itis
understood that
severalother
companies were
negotiating for her,
but she felt that
Clive Davis' Arista
label could give her
the supportand
exposure she
needs. Alongwith
Lenny Kaye (guitar),
Richard Sohl(piano)
and lvan Kral(bass),
Pattiis performing
regularlyinNew
York,anditislikely
that she will visit
Britain to tiein with
her Aristalaunch
here.NMEAPRS
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“People want to dance and forget
their troubles” "'™

66 T HEY'RE THE BIGGEST thing
since The Beatles, and it's going
tobe like that fortwo years.”

Billy Smith was screaming the above
sentence at the top of his voice, struggling to
be heard above therecords being played at
Le Jardin, aNew York discotheque opposite
the Diplomat Hotel on West 43rd Street.

“Rockis dead, I tell you. Kids want
something differentand thisisit,” he yells,
spreading out arms towards a dancefloor
where well over ahundred dancers are
gyrating beneath strobe lights to anincessant
output of “new” soul music.

Billy Smith is a self-styled experton
discotheques and discotheque music.

The “they” to which he wasreferringin

the opening paragraphis notagroup or

singer, but aphenomenonthat hasbeen

directly responsible for much of the singles
chartinthe USA over the past 12 months:
the discotheques.

Billy Smith is the first record company
promotion man - he works for 20th Century,
but the actual company makes little
difference - whose jobinvolves working only

44 | HISTORY OF ROCK 1975

the discotheques. Previously, of course,
record promotionmen, or pluggers, have
worked exclusively with radio stations,
persuading programme directors and radio
jocks to play their wares.

Smith’s appointment is just one pointer to
the growing worldimportance of
discotheques asameans of breaking a
record, and he'’s working a city where anew
discotheque seemsto openevery week.

“It'sthe economicsituation that's
responsible,” Smithis saying as Le Jardinjock
Bobby Guttadaro juggles betweenLabelle
and Gloria Gaynor and fights the switches on
the complex lighting system. “People want to
dance andforget their troubles, so they're

turning to this type of music, music to dance to.

“This is the next big thing, the next Beatles
ifyoulike. The Beatles arrived after asort of
depression, and disco music is now taking the
place of rock. I thinkit'll last two years at least
before something else comes along, but right
now you've got to agree with me. Just
look at the charts.”

Smith “broke"” Barry White
through the New York

discotheques, Le Jardinin particular. Radio
stations weren't preparedto play White's
variations on the Love Unlimited themes,
so Smith tried servicing discotheque jocks,
taking the records round to the clubs
personally and building up a relationship
with the jocks and club owners that had
neverbeen attempted before.

Previously discojocksin New York and
elsewhere were lucky toreceive free
promotional records from companies - even
by mail. Usually they bought their own and
built up jealously guarded record collections.

Radio, after all,isking in the States. Withso
many stations pumpingout every conceivable
form of music hour after hour, itis not
surprising that bigger companies spurned
the discotheques as a promotional vehicle.
Now they are regrettingit.

“Now promotionmen from other
companies come and ask me tohelp them
because they're newto the scene,” says Smith

®Hids want somethin

fifferent - this is it!



Fromcliquey gay
hangouttopopular
dancedestination:
New Yorkdisco
LeJardinin1975

with some satisfaction. “I
don't minddoingit.lfarecord
isgood, danceable, thenthe
jocks will play it anyway, with
or without me recommending
it.|do know now what'llgoin
the discotheques and what
won't.So do the disc jockeys.
They ought to be the A&R
men these days.”

There are two types of
discothequein New York.
Firstly, there are those like Le
Jardin which keepsregular
hours, opening atnine and
closing at four, serving
alcohol and catering for both
singles and couples. Entrance
costs $10 (about £ 4), and that
includesacouple of drinks.Le
Jardinis currently enjoying
atremendous popularity,
havingbeen transformed
frommainly gay hangout to
acrowdeddance emporium
within the past sixmonths.

The second typeis the
cultistdiscotheque that
caters for the ultra-serious
dancers. These clubs open
later and stay open until six or
seven the following morning.
No alcoholisservedatall
(bars mustclose at gamin
New York) and the clientele
ismainly gay.

Entranceismembership
only,and membership can
costup to $100a year (about
£40). There'salsoan
entrance fee ofaround $10
each time you go, but members can bring
guests withthem. Both types are equally
important when it comes to testing and
breaking potential hit singles, says Smith,
who spends every night of the week cruising
around discotheques until the early hours,
chatting up disc jockeys and delivering
records. He doesn't get to his of fice until well
into the afternoon.

“Discos havereally caughtrecord
companies on the hop,” Smith continues after
handing awhite label of Barry White'snext
albumto theresident disc jockey. “Now | bring
my white label downhere to have it played
firstinstead of on the radio. | can also watch
the reaction to various cuts on the album.

“If i see people stop dancing when one
trackis played and start dancing to another,
thenI'llknow whichoneis Barry'sbest single.
Jocks work out their programmes that way,
too. Ifarecordisastiffit'ssimple tosee
because people will stop dancing. If people
dance, it'sa hit. The formula can’t miss.”

“The jocksdownhere have
become so goodat telling
which records willmake
hits that they're
startingtogointo
studios as assistant
producersor
consultants when
discorecords are
beingmade. They

advise the artists or the real
producer whether or notit'll
getthe dancersgoing.”

Aglance at recentsingles chart-
toppers confirms exactly the points Smith
enjoys making. “Lady Marmalade”, the
Labelle single, is an obvious dancing song,
with anirresistible hookline thatbodes well
for events that may occur laterin the
evening. “Shame, Shame, Shame”, too, was
obviously created with the discotheque
marketin mind, with lyrics that spellout the
needtodanceifthe rhythmisright.

Toaslightly lesser extent there'sbeenthe
recent success of black groups like the Ohio
Players, Kool & The Gang and The Hues
Corporation. Allof them saw the light
through danceable singles,
andevenour own Average
White Band gotin the act
with “Pick Up The Pieces”,
thessingle thatled to the
enormous success of their
second albuminthe States.

Gloria Gaynor was
recently crowned “Queen
Of The Discos” at-you've
guessed - Le Jardin. Barry White threw a
party at the same establishment whenhe
firstrose from the ranks, and White felt so
strongly about the club’s role in his success
that he presented a gold album of his Love
Unlimited set to Jardin DJ Guttadaro.

Dancing at Le Jardin providesarelease
thatfewrock concerts can provide. Strobe
lights flicker almost all the time.
Conversationisruled out completely. The
records never, butnever, stop. The jock
never speaks but does take requests. The
amount of records played seems to vary
between 20 and 30,and favourites are
repeated atleast once an hour.

“These people buy therecords and dance
athome,” says Smith, indicating the swelling
throngonthe large floor. “When ‘Kung Fu
Fighting’ was big, there was adance to go with
it,and people practised their steps athome. It
was a huge craze here for awhile, with
dancers chopping at each other karate style.”

Therecordis all-important, rather than
the artist, inthe case of disco records. While
trusted favourites like White will undoubtedly
getaplay onsight,acompletely unknownact
isjust as likely to get equal promotioniif the
jocks -andthe dancers -react toitstrongly.
After all, whoever heard of George McCrae
before “Rock Your Baby”?

“I'm still the only promotion guy who goes
in person around the clubs,” Smithis saying
as we travel uptown to the Hippopotamus.
“They must see the light of day soon,and
startappointing their guys todo ajob like
me. They'llfind it hard, though, especially if
they're not prepared to stay out all night.”
The Hippois a cutabove Le Jardin,
which offers fake plants for decor
andis, after all, slightly shabby
beneath the neon-lit facade.
It's one of those places where

youdreadtosee whatit
looks like empty and with
the lights turned up full.
Hippo seems to be
couplesonly. [t caters for

Strobe lights
flicker all the time.
The records never,

but never, stop

arichercrowdandis
membership-controlled.
Drinks are more expensive and

the plush red velvet surroundings,
while initially resembling a Paris brothel, are
chicand comfortable too. They also feature
aniftylineinwaitresses - or hostesses - who
wear dressesslitup to the hip. The dancingis
just as furious, though, and the musicis
essentially the same. Smith agreesit’s the
same everywhere.

“Clubs are openingup all the time
because of the craze,soit’snot onlyrecord
companies who are creaming off money
fromdance records. There's one opening up
tonightandI'llbetyouthere's lines around
the block.Mainly it'llbe gays, though.”

The factthat New York
hasprobably thelargest
gay community in the world
(certainly the most open
gay community)isanother
contributing factor to the
disco phenomenon. Gay
men like to dance, and they
like todance toblack
music, perfecting their
styles and impressing their partners. And
while the sight of a dancefloor occupiedsolely
by males is mildly disconcerting at first, you've
gottoadmit they're greatdancers.

The gay, late-night spots are mainly
downtownin the vicinity of Greenwich
Village, and several of themare lofts
converted for the purpose. They're very
private, with word of mouth being the only
advertising. Nomore is needed, and the
clubs are not so much out to make a profitas
provide a meeting place for minority groups.
But dancing is the prime motive, and dancing
goesonuntil well after dawn.

Vicki Wickham, who manages Labelle,
is convinced that discotheques were
responsible for the initial thrust behind the
band. “We have made betterrecords than
‘Nightbirds’,” she told me last week. “But
they were totally uncommercial. People had
to sitand listen to them. By doing amuch
funkier album, it gotinto the discos.”

It was the Paris discotheques that were the
first to pick up on “Lady Marmalade”, not
surprisingly in view of the French-language
linesinthesong. “When we saw what was
happeningin France, how the clubs were
playingit, we got Epic to service the
discotheques over here in the States,” said
Vicki.“We employed adiscotheque
promotion manin California to takeitaround
LA clubs,and between him and Epic | think
we covered almost every discoin America.
We sent the album to thousands of discos,
andthe two cuts they played were ‘Lady
Marmalade’ and ‘What Can | Do For You'.

“It was definitely discos rather than radio
with us. Kids were goinginto the stores to
buyitbecause they’d hearditindiscos and
not because they’d heard it on the radio.
Fromthe discosit went on to jukeboxesin
bars and then on to the radio.

“People want agood time and they can
haveitinadiscotheque. It gets usback to the
depression, butit's afact. Ask Monti Rock or
Gloria Gaynor. They'll tell you the same
thing." Chris Charlesworth
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November 29,1975:
Queenplayfivenights
atHammersmith
Odeonaweckafterthe
releascoftheirfourth
LPANightAtThe Opera
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“WeTe
rocknrollers

QUEEN work on a new
album, featuring a song
called “Bohemian @
"':E’dﬂ Buthas —
worldwide success gong
ta Freddie Mercury’s
head? *“I'm thinking of
being carried on stageby
b ves’” '

MBLODY MAKER

HETOKYO FANS roared
asQueen swaggered
across the stage’midst
flashinglights, smoke
anddryice. It was
acurious cry, but
roughly tramslated into English
it meant “Get your knickers
off”’, and ssch debasement of
thelanguage was adirect
result of czachingfrom one
Freddie Mexrcury and his
trusty intes preter.
Freddiewasinspiredtointroduce
hisJapanes2fanstotheartof
coarsesho_tingwhenheattended
astripclubonenightduringQueen’s
recent highlysuccessful tour of theland
of therisinz steel production. To his
surprise, the buxom Japanese wenches
weresheddingkimonosto the swelling
rhrthmsc ‘Killer Queen”, the hitsongthat
hassent hzarts pulsing throughout
decadent w=stern-stylesociety.

Newerz shouting, ‘Get'em off,’ and our
irterpreterasked whatit meant. When we
explained - a1ey fell about laughing, and
translated & into Japanese. Soon Queen »

v ey
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audiencesfound themselves encouraged to shout notonly “Yeah,
yeah” and expressionsto the effect that they felt “all right”, but such
diversevariationsas “Shagout!”

Freddie chuckled at the memoryashesippedteafroma
ceremonialbowl. Hewas clad inadazzlingkimono, and sat cross-
legged onthe floor of hisabode, decorated with Samurai swords
and hand-made parasols, just down the road from Shepherd’s
Bush. Ratherlike the Victorian explorers, he had broughthome
thelifestyle and artefacts of a foreign culture, and seemed anxious
not to lose the magicofa countrythathad obviously made
aconsiderableimpression.

“llovedit there, thelifestyle, theart... I'dgo
back tomorrowiflcould,” insisted Freddie,
shooinghiscatsTom and Jerry offal.ed Zeppelin
album thathad been carelessly exposed.

Howhasitbeen these last few months? Freddie
seemed just slightlyenervated, not quitethe
garrulous showman first metonadark nightin
Liverpool, on their British tour lastautumn.

“It'sbeen...fun. Whenwe finished the
English tour we went to Europe. We cameback
atChristmas and then we went to America,
whichwasquiteabash. Two months. That's
whencamea cropper.lhad voicetrouble,
these horrible nodulesbegan to formonmy
vocalcords.

“Iwenttosee specialistsin England and
America, and they were talking aboutan operation, but fortunately they
seem to have gone down nowand it won’tbe necessary. Thank God. In
Americatheyweretalkingabout givingmelaser-beam treatment. They
justsinge themoff, but they stilldon'tknow about the after-effects, which
couldbedangerous.

“Ihad experienced trouble before, and always thoughtitwasjustasore
throat. ButinAmericaitreallystarted hurting, especially after we did six
showsinfournights. Aspecialist told me I'd have to stop singing or I'd
have no voice leftatall. And that really frightened me. So we had to cancel
quite alot of shows. We seem dogged by bad luck.”

Freddie worked out that he had donesome 80 shows in the pastfew
months. Hadn't thisled to any protests ‘twixt group and management?

Freddie smiled his saturnine smile,and waved a gracious hand: “well,
there'sbeen the usual, ‘Areyou tryingtokill me?’, and we protested of
course, butitdidn'treallykill me, and we had a week’sholidayin Hawaii.
Andyou have to gauge thework against the success we've been having.
InJapanwe're quitea hit [Freddie has away with understatement|. It
started the momentwe got there-riotsat theairport, bodyguards, just
like the old Beatle days.

“Theorganisationwas spellbinding, and weloved every minute of it.
Yes we needed protection. You couldn’tgo down into thelobby of the
hotel, itwouldbeinfested, butreally nice people, waiting forautographs.

“AndIcouldn’tbelieve the crowdsat the concerts, allmillingabout,
swayingand smiling.1learnt afew Japanese phrases. It took alot of
practice, butthefanscouldn’tbelieveit. [used
toeavesdrop and pickafew thingsup. Youhave
tomake itvery fastand snappy.”

Freddiebrokeofftoissueafew fast, snappy
instructions to hislady, inJapanese. | think
hewas askingher for some more teaand
strawberries.

Howlonghad this beengoingonin Japan?

“Well, Queen IIwasthe LPof theyear,and
since thenitjust builtup. Wewere given so
manybeautiful presents, dolls, lanterns,
andthey’resointorock music. They've got
some very good groupsoftheirown. They start
outbycopyingours,and afterawhile theystart
togetbetter. Wehad aJapaneseroad crew, and

Ah so—its Fleddie Mercury!
Queen Elizabeth It is not the
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“We’re in the
process of
seeing how
much money
we've got”

they picked up theroutinein
two days.”

How did Queen see their position
duringthisbreathingspace
between bursts ofactivity?

“We'rein the process of seeing e R
how muchmoneywe'vegot. I've
beenlivinginthisflatfor three
yearsandI'dliketo buyahouse, but
I'dstilllike tolivein London. This
place holds alot of memories. All the
songsforthe firstalbumswere
writtenonthat piano.” Aghostly notestruck ashe
spoke. Thomas the Cat had leapt on thekeys and was
knockingoutaninterestingimprovisation.

“Yes, Queen Iland Sheer I leart Attack were bashed
outonthat. Thisiskind of stock-taking, and thisis the
worst possible time for me. Where do we go from here?
Asfarastoursareconcerned, we'regoingtostart the
album,doanother American tour, finish thealbum
and thendoaBritish tour. Japan again nextyear, but
I'dgosooner.

“By theway,” (and here Freddie’s thoughtsagain
turned away from the next LP despite myholdingup
alarge placard with ‘What’s the next LPlike?' slashed
acrossitinred paint), “when we werein Japan we went
toateaceremony, like the one the Queenwent to (THE
Queen). And you noticed how she pulled a face after two sips? Well, it’s
athickgreenliquid,andit’s bitterashell! You're supposed tofinishitin
threesips.

“Wewenttoareception. All the top Japanese businessmenwere there,
and the British Ambassador, and hiswife. She told us: ‘WewenttoseeLed
Zeppelin, buthewassoloud!”

Veryinteresting, I rejoined, snatchingup a Samuraisword and
preparingto disembowel the singer, but what about the next LP?

“Somuchhashappened tous, all at the same time, and weare very fussy
and particularabouteverythingwe do. We've
been very successful worldwide, and that'sone
thingl neverdid foresee, oursuccess outside
Britain. Therehas been pressureonusand
we'llhavetostand uptoit. Weargueafterevery
gigand therearerowsin thedressingroom.
That'’sbecausewe're temperamentaland
thingsgoflying.

“I get frustrated and rowwith my manager,
andsomanytimeshe’'sthreatenedtoleave.
No, Idon’tcoveritup,orhideanything. [used
tosealitupand thenexplodeall over the place.
Butsuccesshasmadeusseethelightattheend
ofthe tunnel. twasmore frustratingin the
earlydays, when the presswere notvery
favourable towardsus. 1 got
verydepressed as faras
Britain was concerned.

“And thencameatime
when| thought we were
over-exposedinallthe
papers. lwastalkingto

aven Bigger places
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April22,1975:(I-r) John
Deacon,Roger Taylor,
BrianMay andFreddie
Mercuryinthe garden
of their Tokyo hotel

Robert Plantabout thisin NewOrleans. We
getanolderaudience in the States; it's rock
asopposed to pop. We getalot of listeners.
AndinLAwhere we were told they wereall laid-
back andstoned audiences, they were
allrock’n'rollers. We had tocancel alot

of prestigious gigs because | wasill, butwhen
wego back, we'll be playingeven bigger places.”

What made Queen so attractive to world
audiences?

“I believeit’sthe musicand not gimmicks. Yes,
it'sour music actually.” Freddie said it with just
aglintofsteelin hiscasual glance upfromthe
ceremonial teapot. “Ijust feel the music has
somethingsufficiently differentaboutit, some
originality and versatility. Our record companyin America weren't
billingusasthe Next BigThing. They justsaid, ‘Havealisten to this; thisis
British rock in the raw tradition’, not the newest rage. Theyalsosaid our
stageactwasverygood.

“Wedo ‘KillerQueen’, butonlyas part of amedley,and that'sbecause it
isonly onefacet of what we do, and tobe honest, it'svery hard torecreate
those harmonies. We have been thinking of revamping the show to
provide twoclimaxes-I'm givingaway my secrets. | was thinking of
havingthefirst partinall black and thesecond in white. We'velearntalot
doinga two-hourshow. You haveto paceitout, or you get whacked.”

Did Freddiestill maintain his onstage aggression and ferocity?

“I feel aggressive during aggressive numbers, and subdued in subdued
numbers. We'rerock'n'rollers atheart. We don't wantalot of propson
stage. We doalot of dry iceand throw the odd flower. By the way, wedon't
usesteam. Wasityourmanin New York who said we used steam? 1 had
visions of us all boilingkettlesbackstage.”

“A girl pushed
a dog into my
arms while I

was on stage
in Toledo”

You'd allbescalded todeath!Ichuckled. “Gosh
yes,” said Freddie without enthusiasm. “We’re
learningall the time,and we’reall gettingour
show more polished. Many’s the timeI've
dashed off stage for acostume change and
heard Brian finish his guitarsolo abruptly, while
I'mstill puttingmy trouserson.l havetorushon
stage half-undressed. I've been caught quite
afewtimeslike that. Allgoodfun, though.”

British fans willexperience this spectacle
onceagain next November, but meantimethere
iswild talk of Queen playing Empire Pool,
Wembley, maybeattheend of August.

“I'mwonderingwhethertowaitanddothe
newLPfirst.”

Ahyes, nowabout thatalbum...

“Wehavebeen alongtime away. The Statesand Britain wantasingle,
y'know, andwe won'tpullanother one offanalbum. But we nevergo
intoastudiojust to record asingle. Italways comes from abatch of songs.
lalways getdepressed whenitall stopsforus. Thenyouhave to will
yourselfbackinto the pace.

“Yes, I've been depressed and upset lately. Suddenly you'rebackhome
from a tour, and you have to make yourown cup of teaagain. And I'm used
tobeing pampered and cossetted...”

Re the LPrecordingscheduled to follow up Sheer HeartAttack...

“DidI evertell youabout the time agirl pushed adoginto myarms while
I wassingingonstagein Toledo?”

Well, it was time to go, Freddie, thanksforeverything...

“Bytheway,justonething...

Yes, yes?

“Youmustcomedown and hearusrecord the nextalbum.” Chris Weich »
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“Mynodulesarestill
withme™: Mercury

1975

onstagein197s,
sufferingforhisart

1ppiL - SN

NME

T'SEASY TO understand how “Queen to

split” rumours getunder way. The band’s

expected large summer gig never happened
and thenon-appearanceofeither an albumor
asinglekept the silence at deafening point.

From America we hearthat Brian May was
offeredajobwith SparksandinEngland there
werestories to theeffect that theband’s
managementsituation was nonetooamicable.
Andthroughoutall this timethe band remained
schtum, giving nointerviewsand neither
confirmingnordenyinganything. Evena
promised visit tosee the band at Rockfield
Studios was “put off” at thelastmoment. Isall
wellin Mercury’s trousers?

Still, allisnow resolved. Queen now haveanew
manager, and theirbiggest headacheis How The
HeltAre They Going To Finish The NewAlbum
intimefor Novemberrelease? Theyarealso
planningamajor British tour for late November
and asinglefor October,soit'stime tozip up
and getgoing.

ltwasthree dishevelled members of Queen
whowerefinallybroughtiobavatthestudiosin
London. John Deacon was absent since they were
addingvocalsand Iwasinformed hedoesn't
participate overlyon thatside of things. Two
membersof Hustler-aquite different group
weresittingin thecontrol room aghastat the
meticulouswaythe bandrecord

[ftheysang“nonono” once, theysangit 20
timesinthespaceofabout 10minutes.Andon
eachoccasion someone would find fault. It must

getexceedingly
tedious. The track = C .

; ATV SLovthenman
inquestionisa P 7, /
Mercury composition, _ f ”"/’M’/

‘BohemianRhapsody”;
verymuchanoperatic
opus, taxing thevocal
cordstothehilt.On
playbackit sounds
truly magnificent,
undeniablyQueenyet
withgreaterdepththan
onany previousefforts.

Mercuryisbouncing
aboutsaying “Hello
dear” tonewarrivals. » He'sgreat,actually. 1 thought hecould do
Brian Maystilllooksfragileand Roger Taylor Brian withanotherpiano playerso we could play

sitsdown ratherwearily. They arescheduled duetsallnight.1said, ‘What'sbetter thanone
tocarryonrecordingtill2am. Mercuryseems . iano player? Two piano players.’ Inawayit’s
youre 8 y p play I play y
likehe'sitchingtoralkand, yes, there’s plent justwhatwe wanted and thecombination is
! 8 I y J
toask. Like what happened with the otd goingtobestartling. It's thesort of combination
management, Freddie? o t we'vewanted foryears. Thewhole structure of
Hetakesadeep breath. Ile \/\/ gUl a;r - record deals and his whole method of work, his
“AsfarasQueenare concerned theyare wholeapproachissoright. Hecameinto
deceased. They ceaseto existinany capacit negotiate the wholestructureofrecording,
ycapacity 8 8
with uswhatsoever. One leaves them behind publishingand management.
like one leaves excreta. Wefeelso relieved. Mercurywas presentat therecent much-
ywasp

e 2
ltappearstobean almost rehearsed answer. I | |a,ke ]_t Spea,k published John Reid birthday party last week

Iplod on. Howdid thechange of management (“We'reboth Virgos, youknow”). Thishe
comeabout-whychange? pronounced “lovely”.

‘Wefelt there came atime when we had got far toobigforthemto “I'merhis‘otherclient’. He said, ‘You must meet my other ctient; my
handle. We needed bigger handling. We needed achange. But I don’t otherclientwantsto meetyou.’ Elton Johnwaswonderful - one of those
wanttodelveintorrivia...” peopleyoucaninstantlygeton with. Hesaid heliked ‘Killer Queen’, and

AndontoJohnReid, new manager, also manager of Elton john. anyone whosays that goes in my white book - myblack book is bursting

“Actually, we were approached by-and we ourselves approached attheseams.
aseriesof lop-classmanagers (o make sure we made theright choice. Thesubject switched to the new album. Apartfromtheaforementioned
John Reidhappened to be the choice because he flashed hiseyes at me “Bohemian Rhapsody”, what othertracks are there? “Well, thealbum is
andlsaid, ‘Whynot.” Mercury laughs. called A Night At The Opera. We've finished all the backing tracks and it’s
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beginning tosound better thanwe expected. With ‘Rhapsody’ we've
squeezed to our limitations for four octaves and notslowed down the
tape! John Deaconhaswrittenalovelylittleditty called “You're My Best
Friend” and Roger has written “I'm In Love With My Car”, includinglines
like: ‘I've got a feel for myautomobile...

“Brianhasanoutrageous, mammoth, epic track, ‘The Prophet’sSong’,
whichisoneof ourheaviestnumbers todate. He'sgot his guitar
extravaganzaonit. Yousee, Brianhasacquired anewguitar specially
builtsohecanalmost make itspeak. Itwilltalk on his track. Then there’s
‘Good Company’, written by Brian, a George Formby track with
saxophones, trombone and clarinet sounds fromhis guitar. Wedon't
believeinhavingany session men; wedo

“I'mthinkingofbeingcarried onstage by Nubianslaves and being
fanned by them —infactI'm auditioning for them now. I'shall personally
select thewinners. Butwhere tofind aslave?I'm alsolookingfora
masseur. Theotheroneis nolongerwithus.”

What happened tohim?

“Hisfingersdropped off.”

Trouble with Freddie, he’s always concerned with hishealth. Still, there
arereasons.OnthelastAmericantoura couple ofgigs were cancelled
owingtothroat problems.

“Mynodulesarestillwithme. I have theseuncouth calluses growing
inmy interior [throat]. From time to time theyharm myvocal dexterity.

Atthe moment, however,” (heallows himself

everythingourselves. Fromthe high falsetto
tothelow, bassy farts, itisall us.
“Anothertrackis ‘39’,alittle spacey number
by Brian, askiffle-styled numberwhich
we've never tried beforeand thealbumends
withsomething totally unexpected, alittle
virtuoso track by Brian. There’salso ‘Sweet
Lady’, aheavyishdittyinstupendous3/4.”
Apart from ‘Rhapsody’, Mercury himselfhas
penned four tracks. “Oneis called ‘Death On
TwoLegs'.I'm not going to say any more-just
listen to the words carefully, kiddies. Anasty
little number which brings out my evil streak.
The wordscameveryeasytome. There'salsoa

“A young
American tart
pilfered my
jewels and
bracelets”

asmile) “lamwinning.”

How canheensure the problem won’trecur?

“I'mgoingtogo easy onthered wine, dear.
Andthe tourwill be planned around my
nodules. Actually, | came very near tohavingan
operation, butldidn’tlike the look of the doctor
and Iwasabit perturbed about having strange
instruments forced down my throat.”

After the Britishtour, theband goonce again
toAmericaand thenceontoJapan. Japanholds
fond memoriesforMercury.

Withafarawaylookinhis eye, hesays: “Iwill
be able to be reunited with mybodyguard.
Imust stress we allhad one each-ourown

lovelylittle ballad; myclassicalinfluence comes
intoit. Brianisgoingto attemptto use harp, reallife-size harp.I'm goingto
forcehimto playtill his fingers drop off. It'scalled ‘Love Of My Life'.

“Seaside Rendezvous’hasa 1920s feel to itand Roger does atuba and
clarinetonitvocally,ifyou see what mean.I'm going to make himtap
dance, too; I'llhave to buy him some Ginger Rogers tap shoes. ‘LazingOn
ASundayAfternoon’ [not The Kinks' or the Small Faces'] isashort track,
justone minutesixseconds. Avery perky. spicy number, dear. Brianlikes
thatone.”

Summingup, Mercurysays: “Therewerealot of things we wanted todo
on Queen I1and Sheer Heart Attack but there wasn’tspace enough. This
time thereis. Guitar-wise and on vocals we've done things we've never
done before.”

Inordertofinish thealbumon time, Mercury says they will “work tillwe
arelegless. I'll singuntilmythroatislikeavulture’scrotch. We haven't
evenreached the halfway stage yet, but from thethingsI canhearwehave
surpassed anythingwe’ve done before musically.”

Allright. Nowtothe other stuff.

Isittrue aboutBrian beingoffered agigwith Sparks? Was thereany
serious thoughtofsplittingup theband?Own up...

Mercuryiscontemptuous of thewhole thing.

“Aboutnine monthsago, Brianwas approached by Sparks, whosaid
theywouldlikehimtojointhemasguitarist. Butweall treat that sort of
thingaseverydayand mundane. We're soinvolvedinwhatwe do-anyway
we'veallhad offerstojoinotherbands. Wedon'tgive ita second thought.

“Butwhile, say, Rogerand I would tell them to piss off, Brian takes his
time aboutbeingnice to people, so sometimes they get thewrongidea.
Brianisreallytoo muchofagentleman,

personal bodyguards, thatis. Mine was called
Hitamiand he was thehead of the Tokyo bodyguard patrol. Hisentire job
was to pamper and cosset me throughout the tourand make sureno
harmwas to come to my person. Hewas verysweet; he gave me thislovely
Japaneselantern, whichItreasure.”

Isthere any likelihood that Queen may do some Americangigs with
EltonJohn?

“Well, funnyyou should say that. We had an offer to do two gigsin LA,
but we were far too busy so we couldn’tdo them. Butalthough we'reall
the same family, Reidy won't putus out as a package. Heknows the
differencein the audienceswe appeal to. Hewantsus to be aforceof our
owninAmericatomaintainwhatwehaveandtodoeverythingbigger
and better.”

Mercuryis not quite sure if Seattle ison their Americanitinerary. He
remembers ayounglady fromthat partof the world quite vividly.

“AyoungAmericantart,” he starts getting veryangry at thememory
ofitall, “camein and pilfered my contents... myjewels, bracelets, etc,
andshe wasjust evacuating theroom whenlaccosted her by theelevator.
I pulled her by thehair, dragged herinto theroom, emptied the contents
outofherbagintheroomandeverythingbutthekitchen sinkcame out.
Iretrieved mythings and said, ‘Get out, you Seat tle shagbag.”

Whyhadn’tthere been any recorded material from Queen forsolong?
(Yeah, Iknow thatwasan abruptchange of subject.)

“Actually, that was the way we planned it, dear, but we should have
asingle taken from thisalbumout in October. The album comes out
in November whenwe startour world tour. We're planningonamuch
broaderscale thanbefore, dear.” Julie Webb o

QUEEN

whichlam not-lamanoldtart-but
not forone moment did he consider
leavingus. Butthatwas ninemonths
ago, solongago that thatrumourwent
outwith the Boer War. Still, it'svery
flatteringtoget offers.”

The November British tour, however
should dispel anysplitrumours forever.
Preparations are alreadybeingmade

forthat.
HAMMERSMITH  Tol. 01-

' 0 D E 0 N Manager : Philip Leivers
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The StonesatMaclison
Square Garden, June
1975, with Billy P-eston
onkeys (farleft),
Ronnie Woodreplacing
Mick Taylorand Ollic E
Brown(behind Charlie
Watts)onpercussion
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Rolling Stones’ arrangement

with Ron Wood eontinues
to pay dividends.

MADISON SQUARE
——— GARDEN ——

LIVE!

——— JUNE22 ——
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Featirring BILLY PRESTON & RON WOOD
EAGLES & RUFUS

Shecees? Griesls

ROLLING STONES

EW YORK: SO there's half the island of
NJamaica up there -drums, tambourines,

triangles, maracas, talking drums - just
anythingthat comesto hand, right,and there’s this
stringy dude inadenim frock coatandaberet that
folks are sayingis Clapton - but from a hundred
yards away, who knows?

AndMick’s wearing Keith's leather jacket - this
isafter he'spoured the bucket of water over his
head and after the parachute-silk dragon has
spewed confettiand balloons over the front few
rows... Anyway, they're doing “Sympathy For The

Devil"” for the first time since... since then, and

wow, doesit ever sound good.

Feels good, too, what with the house lights
up and most everybody dancingand
clapping, and the star-shapedstage
flappingup and down, and fire crackers
exploding everywhere,but| guessthe

atmosphere at Madison Square Gardenis
always pretty... electric and the Stones’
opening night could hardly fail, could it?

Allthe same, it took the group a while to get
into their stride, a half-hour at least, the sound so

strangled and mangled for “Honky Tonk Women"
through to “Star Star” that listening wasn’t much
fun. “You Gotta Move” was theice-breaker.
Jagger, Billy Preston, Ron Wood, Richards and
percussionist Ollie E Brown locked into uncertain
but enthusiastic harmonies - and Keith, in the
absence of Mick Taylor, pulled off ataut and
emotional blues solo.
Technically, of course, neither he nor
Wood are world-class lead players, but they
complement each other nicely and the lack of
bone fide virtuoso only underlinesaall the
essential earthiness that we used to associate
withthe old Out Of Our Heads period. Plus,
Taylor never
1 . fitted visually
Keith,inthe  withhisshy,
b f M- k student good
aosence 0 [H looks, while
the Face,
Taylor! DUIIEd Off cigarette glued
atautblues solo  permanenty
to hislower
lip,resembles
some evolutionary stage between Wyman and
Richards - all three of them, evenin expensive
silks and leathers, coming on like Portobello
Road hustlers gone ape.
But the overridingimpression gleaned
from the whole shebangis that they're having
fun. A lot of the macho-sadist excess hasbeen
pruned back, and although Jagger cavortsand
leaps and pouts as much as ever, he seems
more like anirresistible clown thanany Lucifer
figure.Indeed, at times, he lets the image
slide entirely as he straps on a guitar for
“Fingerprint File” and stands immobile behind
the mic stand as Wood and Wyman move to
bass andkeyboardsrespectively.
Andthese flashes of naturalness are
inevitably at odds with the elaborate props
-the notorious giant phallus, the dragon
head and, worse, asequence where Jaggeris
raised 30 feetabout the stage on ahigh-wire,
suspended-stirrup affair. Firingonall cylinders
asthe vitriolicrock band, the very essence of
hard blues and boogie, such paraphernalia
seems exceptionally jive.
But not to bitch overmuch. It’s stillan
incredible show. SteveLake
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“Rock has

becomea
Spectator
sport”

— NMEMAY 24 —

ETETOWNSHEND DIDN’T die
before he gotold. Yet deathisn’this
problem;it’s the passingof the years
and his current positionin what he
feels is a younger man’soccupation.
“Hyou’reinagroup,” hebegins, “you

:,:.?::2,‘::; lllnll:g.: (kll.(.l andnotonly getaway withit, PETE TOWNSHEND

Thename Keith Moon somehow springs to mind.

“Hyou'rearock musician,” Townshend continues,
“youdon’thave to puton anyairsand pretend tobe
—ininverted commas—'normal’ orevenbe asked
tohehave likeyou'reamatureand a highly
responsible person. These are just the trappings that
society putson most people-with the result that
mostkids are burdened down with responsibilities
fartoocarlyin theirlife,

“Youknow thedeal: as soonas youleaveschool
you'vegottofindasecurejob andhangontoic.
fwrote'MyGeneration’ when was 22 or 23, yet
thatsongbreathes ofa 17-year-old adobescence.”

Sowhatareyoutryingto et us?

“Personally, Heel that thefunniest thing—and
also thesaddest thing-about the current state

= olrock'n'rollisthatit’s the pretenders thatare
suffering the most. Those people who, foranumber  »

THE WHO.
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je and if 1 could
e Crotex and soend

Townshend onstagein
1975: “Idon'treally feel
the showmanshipside
of mycontribut onto
The Who'sstage show
isfundamentally part
of mypersonalizy”

PETE
TOWNSHEND

Whoever they were. I'm cer

twinl~ not inlflelr gang

e

e

\

that's gearcd to the way that 1

write.”
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ofyears, have been pretendingto be rock starsand have adopted
false poses. It's the difference between someone who has made
rockanintegral partoftheirlifestyle and therefore doesn’t feel

likethey’re growingold.”

“Youwant toknow something? [ really hate feelingtoo old
to be doing whatI'm doing. [ recentlywenttodoa BBCTV
interview and whenlarrived atthestudiosthere wereall these
youngkidswaitingoutside for the Bay City Rollers. AsI passed
themby, one of thekids recognised me and said, ‘Ooolook, it’s
Pete Townshend, and a coupleof them chirped, “Ello Pete.’ And
thatwasit. Yet the firsttime The Who appeared at thosesame
studioson Top Of The Pops, agangoflittlegirlssmashed in the

plateglassfrontdooron thebuilding.

“Anyway, asl entered the building, thedoormanturned tome
andsmirked. “Ere, what'sit feel like to walk past 'em nowand
have nothin’happen, eh?’Itold him that, tobe quite honest, it
bringsateartomyeye. Look, I don't wantthem to mob me,
because The Who have never been a Rollers-typeband; what

I'mscared ofis hypocrisy.”
Hypocrisy? Inwhat way?

“Well, nowadaysit’s considered very passé toadmit that
you'vegotaburningambition tostand onstageand be
screamed at by 15-year-old girls. But when we started out, that
wassomething tobeveryproudof. Ifitdidn'thappen, there was

somethingwrongwith you.

“ThoughThaven'tall thatmuchexperienceastowhatis
happeningcontemporarilyinmusic, | do feel that the ‘world
owes mealiving’ attitudestill prevails, notonlyinrock but

r__... THE \WHO Y NUM BEpS

ineverywalkoflife. So now
everyone'sgottalooklike they
reallymean businessand
everybloodysingerIseeon
The Old Grey Whistle Test
looksa-n-g-r-y.”

Hebreaks off the conversation
topullrelevantgrimaces.
“Whenlseethislgointo
hysterical fits of laughter.

“Sure, [ knowthatIlook angry
whenl play, but usually there’s
noreason forit.Isupposeit’s
anadopted aggressive thing,
whichisinturnasubconscious
layover from those dayswhen
lwasangry.1don’tquiteknow
whatlwas angryat, butlwas
angry, frustrated, bitter, cynical

anditcamethroughinthe
music Iwrote.”

C’'mon Pete, you'reeither
evadingthemomentoftruth
orapproachingitinavery

“heWhoduringthe
&lmiag of Tommyin1974:
@-r)JohnEntwistle,
Pete Townshend,Roger
DaltreyandKeithMoon

14

What He Used To Be.” Townshend pauses
yetagain. “Everybodyhasahumpand
youhavetoadmitthat you'vegotto go
overthathump.”

Yeswehave... nowe haven't-
Townshend won'tcommithimselfeither
way astowhether The Whoareoverthe
hill,butheintimatesinnouncertain

l manner that the group are beset with
acuteproblems.

roundabout manner. What's
broughtonthis manic

obsession aboutbeing too pooped to pop, too old to stroll?
“It’sjust that when I'm standing up thereonstage playingrock’n'roll,

loftenfeel thatI'm tooold forit.”

Nokidding.

“When Rogerspeaksout about ‘we’ll allbe
rockin’in our wheelchairs’, he might be, but you
won'tcatch merockin’inno wheelchair. Idon’t
thinkit’s possible. I might be makingmusicin
awheelchair- maybeeven with The Who, but
Ifeel that TheWho have got torealise that the
thingswe’re gonnabe writingandsinging about
arerapidlychanging.

“There'sone veryimportant thingthat’sgot
tobesettled.” He pausesagain. “Thegroup as
awholehavegot torealisethat The Whoare
not thesame group as theyused to be. They
never, ever willbe,and assuch...it’s veryeasy
toknocksomebody by sayingsomeone used to
beagreat runnerandcanstillrun but he’s Not
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You've got to remember that there
wasatime whensuddenlyChuck Berry

couldn’t writeany more. Hejust went out and performed his greatest hits,
andI'vealwayswondered what thatwasall down to? Jagger told me at his

birthday partythathe was havingdifficultyin writing new material for
theStones, which is unfortunate because nowadays so much importance

“When I'm up

there playing
rock’n’roll, I

often feel I'm
too old for it”

isplaced upon writing songs.

Toadegree, youcould callitfrontman
paranoia-andeven Roger getsitfromtimeto
time. Let’s faceit, Jagger carriesatremendous
amount of responsibilityapart from beingthe
Stones’ frontman.

“Forgetabout thattired old myth that
rock’n’rollisjust makingrecords, pullin’birds,
getting’ pissedand havingagood time. That’s
notwhatit’sallabout. And I don’t think Roger
really believesiteither. I think that’swhat he'd
reallylike to believe rock'n’roll wasall about.

“Steve Marriotthas chosentoliveitlike that
and,asfaraslcansee, he’shavingagoodtime.
Fairenough-butin myopinion Marriott's



musicfallsshortofhis potentiat, which is
abloody shamebecause everybody knows
what he’sreally capableof... there's all those
oldincredible SmallFaces records piled up. For
me, Ogdens’ Nut Gone Flakeis one of the classic
albumsofthe '60s, and ifit's the difference
between that musicand havingagood time,

I preferthat Steve Marriott suffer, because
lwant the music.

“Believe me, [ don’t wanttosoundtoocruel
andvitriolic, but [ do think that youhavetoface
up to theundeniablefact that there's nopointin
yourlife whenyou can stop working. Youcan't
suddenlyturnround andsay, ‘We’re on the crest
of awave, so now it’stimetositbackand boogie.’

Deep downinside, everyone wantstodo this, but it'stantamount to

retiringaltogether. And personally, [can’tdoit.

“It's not necessarily to do with standards,” Townshend continues,
before Ihave timetofireanother question. “The Who's Odds & Sods
collection would have beenreleasedevenifit hadn’tbeenall
thatinteresting, butit’sallbeen putdownin the past for

beingsubstandard.”

Apparently thereason forits release was to make null
and void theincreasingamount of Who bootlegs
currentlybeing circulated, and once asecond volume
hasbeen prepared andissued, there willbe no need

tobacktrack.

“If,” says Townshend, “The Who were gonna wave
theirbanner for standards, Odds & Sodswould still

haveremained unreleased. Standards have got

absolutelynothingtodowithit. [ feel thatit’s the

THE WHO

pressureat the frontof your mind that... not necessarily
yourfans... but then, maybe yourfansreally are the most
important people... areactuallysitting twiddling their
thumbs waiting for yournext album.

“Everytimetheywait, theybecome more and more
impatient. What Jaggersaid in thatinterview that hedid with
NMEisthatbetween the albums they are eagerly waiting for,
he'd liketochuck outan R&B set to keep 'em happy. Fair
enough, ifhethinksit’ll make anydifference-but of course
itwon't. It's justlike makinga ‘live’ album. The fans will say,
‘Thank you very much’, butwhat we'rereally waiting foris the
nextstudioalbum, sogetonwithit.”

Phewhatascorcha! New subject: Townshend wasonce
quoted asstating that the eventual outcome of any Who
recording depended entirely upon whether or nothe could
keep Moon away from the brandy and himself from imbibing
whateverit took himto get through asession.

“Atthe moment, what governs the speed of The Whoisthe
diversification ofindividualinterests. We would have been
recording the new album much earlier were it not for the fact
that Roger is makinganother film with Ken Russell. Roger
chosetomakethefilmandJohnwantedtotourwith hisown
band The Ox, so I've been working on tracks for my next solo
album. Invariably what willhappenisthatonce weallgetinto
thestudioI'll think, ‘Ohfuckit’,and I'll play Roger, John and
Keith the tracks I've been keeping for my ownalbumand
they’ll pick the best. So aslong as The Who exists, I'l never get
the pick of myown material... and that'swhat [ dream of.

“Butif The Who ever broke up because the material was
substandard thenI'd reallykickmyself.”

Butthe way you're going on, Peter, old Meter, itsoundslike
TheWhoisonitsiastlegs?

“However much ofabastarditistoget everyone togetherin
arecordingstudio, thingseventually turnoutright. Yousee,
thoughithasneverbeenimportantin the past, wedo have
this problem thateveryone hasbeenengaged on theirown
project, so thatthe separatesocial existence that welead has
becomeeven moreacute.

“Imean, ifljustcouldn’tlive without Moonie and if could
goovertotheStatesand spend a couple of months with him,
we'd probably be alot closer. But asithappens, [haven'tseen

Keithsincelast August. I mayhaveseenalot
- . moreofJohn, butasyet[haven'tseenhisnew
S 7‘ 7 group orlistened properlytohisalbum
hlle The because, apartfrom workingon Tommy, I've
e J
W ho exists I'll
never get the
pick of my

been puttingtogethernew material. And the
o »
own material

same thingapplies to Roger: assoon as
someone decides to do somethingoutside of
thearea of The Who, the pressuresuddenly
ceases, because theyarethe people who putthe
pressureon me.

“Letme make thisclear. [ don’t put pressure
onthem. [don’tsay, ‘We'vegottogetintothe
studio this very minute because I'vegot these
songs that I've just gotta getoff my chest.’ It's
alwaystheotherwayaround. Theyalwaysrush
upto meandinsist that we’ve gottocutanew
albumand getbackontheroad.”

Soit'squiteobviousthat the pressures are back on and Townshend is
feelingthestrain.

“Inasense, rockisanathletic process. [don’tmeanrunning abouton
stage, butasacommunicative processit's completely exhausting. It’s not

necessarilybeinga partofthings,” insists Townshend. “Like [ said,
when [wrote ‘MyGeneration’ [ was already in myearly
twenties, sol wasbyno means afrustrated teenager. And
that’'swhatalot of people often tend to forget.”
Butyou were an integral part of that generation?

“Right,” heretorts, “but we're also part of the

generation that we play to on stage today. Letme
clarifythatstatement.”

Yes!

“What I don'’tfeel part of is not the generation of
age, butthe generation of type. | mean, whothe »

Poivdor

ALAMY
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hellwereall those people at the Tommy premiere? P istheinherentdangerthat TheWhoareso
Whoever they were, I'm certainly notin their I I]f] f f DO desperately tryingto avoid.
g?n%!Yetf}:mnilyenouglt]), vahateverlt(he z:ige group, air j[)C) h“l cantellyou ttl:at wl;en we v;lere giggingin
[feel much more at ease before arock audience.” N thiscountryattheearly partoflastyearlwas

Sowhythis current fixation about being too old b eln g a S thoroughly depressed. | honestly felt that The
tocutlemoutard? Who were goingon stage every nightand, for

“Because tosome extent The Who havebecome h O 11 thesake ofthediehard fans, copying what
agolden-oldiesband, andthat’sthe bloody te C nlC a: y TheWhoused tobe. Believe me, therehave

problem that faces allsuccessful rock groups at beentimesin The Who's careerwhen Iwould

onetime oranother-the process of growingold. prof 1C 1ent a S have gladly relinquished the responsibilities

Agroup like TheKinks don'thave that problem of comingup with our nextsingle oralbumto

because, theoretically, Ray Davies has always b . » anotherwriter. There’ve been alot of people
beenan old man. He writes like an old man who I d llke tO b e whosaid theywould have a go, butsomehow
isforeverlookingback onhislifeand, thank itneverquite worked out.”
heavens, old Ray won’'t have to contend with such Why?

& problems. Butwithagrouplikethe Rolling Stones, there’s this terrible “Likealotofthings connected with The Who, I really dunno. Maybeit’s

8 danger...nowlcouldbewrong... butthere’s noquestioninmy mind because we'vegotsuchan archetypal style that’sgeared to the wayl write.”

5 thatit'sboundto happen... Mick Jagger will eventuallybecome the But by his own admission, Pete Townshend has always considered his

2 ChuckBerryofthe60s, constantly parodying himselfon stage. And this forte tobe writing. The fact thathe also happenstobeaguitaristis, in his

B opinion, quiteirrelevant. Yeteven now, Townshend is
i o e -—‘ astounded when otherguitarists complimenthim upon his

instrumental prowess. Heisn'tbowingtofalse modesty
when heinsists that, after all these years, hestill can’t play
guitarashe would reallylike to.

Inhis formativeyears with The Who, hecompensated for
his acute frustrations by concentrating his energies on the
visual aspects of attacking theinstrument. Every time he
wentonstage, Townshend insistshe bluffed his way through
aset by utilising noise and sound effects which eventually
led tothedestruction of many avaluable weapon.

“It’sstill true even today,” he confesses without
embarrassment. “I may be abetter guitarist nowthanlwas
when The Whofirst started, butI'm far frombeingas
technically proficient asl would really like to be.

“WhatIlikeaboutthewaythatlplay,” heexplains, “iswhatI
thinkeveryone elselikes. | get a particular sound that nobody
else quitegets and [ play rhythm like nobody else plays - it’s
averycuttingrhythm style. Sorta Captain Powerchords!I do
liketo have abash every now and then atawailing guitarsolo,
buthalfway through I usuallyfall offthe end of the fretboard.
Imighthave ago, but I'veresigned myselfto the factthat
haven’t got what it takes tobe aguitarhero.

“Yet funnily enough Idon’treally respectthatkind of guitar
playing.I've got no great shakes for JeffBeck or Jimmy Page.
Sure, [love what they do, butit always seems to me that
they’relike the Yehudi Menuhins of the rock business.
They’re extremely good at what they do, but I'm sure they'd
givetheirrightarmtobe writers—though notnecessarilyin
myshoes.

“Idon’treallyfeel the showmanship side of my
contribution to The Who's stage show is fundamentally
apartof my personality. It's something that automatically
happens. Basically, it stems from the very earlydays when we
hadtolearnto sell ourselves tothe public-otherwise nobody
would have taken ablind bit of notice of us. And like many
things, it'sbeen carried on throughup until today. Yet I have
nodoubtthat, if we wanted to, we could walk on anystage
andstand there without doingall those visual things and still
godownwellwithanaudience.”

Sowhy this depressing down-in-the-mouth attitude?
Coulditstem,  ask Townshend, from the fact thatacritic
once bemoaned that, in his opinion, The Who, once the true
essence of rock’n’rol], now justgo through the motions.

“Well, that statement
wastrue-but ontheother
handifit’sunqualified
thenit might aswellbe
ditched. Butyou've put the
questiontomeand now
I'vegottotryand qualify
thatotherjournalist’s
statement. To me, the
successof anytruly great

Townshend in1975
Tosomeextent The

Whohavebecomea

golden-oldiesband”




rocksongisrelated to the fact that people
who couldn'treallycommunicatein
normal ways canquiteeasily
communicate through the mutual
enjoymentofrock music. Andthat was
simply because, for them, it wasinfinitely
morecharismaticthananythingelse
around atthattime.

“Forexample, you're aware that there’s
this great wall around adolescents and
thatthey can'ttalk freely about their
problemsbecauseit's fartoo
embarrassing. Personally, I feel that
adolescence lasts much longer than most
peoplerealise. What happensisthat
peoplefind waysof gettinground itand
puttingon abetter showin public. Andas
they get olderthey become more confident
andfind theirniche.

“Nowwhy]l think that journalistsaid The
Who nowonly play rock’n’rollis because
onmost levelsrock hasbecome aspectator
sport.It’snotsoimportantasamethod of
expression asit once was. Today somethingelse
couldquiteeasily replaceit.”

Townshend goes on to concede that rock
doesn’t holdas much genuine mystiqueas it
did with previous generations, tothe extent
that the stigma of the social outlaw has almost
been eradicated. Those who have tried to
becomeoutlaws have failed miserably, hence
thelast-ditch shock tactics of Alice Cooperand
David Bowie.

“Formanykids, rock’'n’roll means absolutely
nothing.” Hecompares it toswitchingona
television set, goingto the moviesora football
match. It's justanother form of entertainment.

“If what the kids do listen to consists entirely of the Bay City Rollersand
the Top 10, then it must mean even less than most other similar forms of
mass-mediaentertainment because they're notreallylistening. Thereal
truth aslseeitis thatrock music asit wasis notreally contemporary to
thesetimes. It’sreally the music of yesteryear. Theonly things that
continue to keep abreast of the times are those songs that stand out due

to their simplicity.”
Example?

“‘My Generation’. A lotof people don’t understand thatthere’sabig
difference between whatkids want on stage in relationship to what they
actually gooutand buyonrecord. Perhaps the reason why so many young
kidscanstill getinto The Whoin concertis simply becauseit’s averyzesty,
athleticperformance. However, ifwe justrestricted our gigs toperforming
songs we'd just written yesterday and ignored all the old material then I'm
positive that we'd really narrow down ouraudience tremendously.

“ldunnowhat’shappeningsometimes,” he bemoans. “Alll knowis that

when welast played MadisonSquare
Garden Ifeltacute shadesof nostalgia.
AllThe Who freaks had crowded
around thefront of the stage and when
Igazed outintotheaudiencealllcould
seewere those verysame sad faces that
I'dseenat every New York Who gig.
Therewasabouta thousand of emand
they turned up foreverybloody show
atthe Garden, asifit were some Big
Event-The Who triumph over New
York. It waslike somebicentennial
celebration and they were thereto
shareinthegloryofitall. Theyhad
followed us from the beginning, ‘cos
itwastheirnight.

“ltwasdreadful,” Townshend
recollectsindisgust. “They were
tellinguswhatto play. Everytimel
tried to make anannouncement they

APOLLO, GLASEOw

GRANBY MALS HKISTIR
STEVE GIBBONS WIMBIT PO
BAND

“Rock music
as 1t was 1s
not really
contemporary
to these times”

allyelled out, ‘Shhhrrruppp, Townshend,
andletEntwistle play “Boris The Spider”
andifthat wasn'tbad enough, duringthe
othersongsthey’dallstartchanting,
‘Jump... jump...jump... jump... jump.
Iwassobroughtdownbyitall'Imean,is
thiswhatithad all degenerated into?

“Tobehonest, the highestI'vebeen
onstage lastyear waswhen we used to
play ‘Drowned’. That was only because
there was some niceguitarworkinit..
Roger liked singingitand both Johnand
Keith played togethersosuperbly. Really,
thatwas theonlytimelfeltthatlcould
takeoffandfly.”

Pete Townshend may well have some
causeto feel sorry for himself; whenthe
finalreckoningcomeshe’sgotalotto
answer for—in particularthe Curse Of
The Concept Album. Though concept
albums are by no means newto popular
music—-Gordon Jenkins and Mel Tormé
were churning'emoutalmostaquarterofa
centuryago-itwas Tommy (asopposed to Sg¢
Pepper) which unleashed adelugeofalbums
builtaround onespecific theme. These ranged
from the Fudge’s horrendous The Beat Goes On
through to] Tull’s obscure Passion Play, up to
and including Rick Wakeman’s Disneyesque
KingArthur.

“None of which,” says Townshend, ashe bursts
intolaughter, “work.”

Yet asweallknow, Townshend himselfhashad
nolessthanthreestabsat thesame subject. So
howdoesheviewthetrilogyinretrospect?

“Idon’t. And if you're going to ask me which
onel prefer,1 don’treallylikeany of them very

much.IsupposeIstilllike bits of The Who's original version, but the
definitive Tommyalbumisstillinmyhead.”

Perhapsit would be wise to quit thisline of questioningand leave
Tommywhereheis. But Townshend wants the last word.

“Ithink thateveryone in rock shares thesame basic urges, and therefore
that it would beveryunfair to metosay it’sallright forThe 'Oo ’cos we

inventedit.Thavegreatdoubts about that. Forinstance, when the Big
Feedback Controversy was goingon in the mid-'60s, Dave Daviesand

TOMMY
ihe who

lused tohave hilarious arguments about who was the first toinvent
feedback. lusedto pull Dave’s leg by saying, ‘We both supported The
Beatlesin Blackpool and you weren't doingitthen... I bet you nicked it
off mewhen yousaw medoingit.' And Dave would scream that he was
doingitlongbeforethat. Then one day I read thisincredible story about
Jeff Beckin which hesaid—atthis juncture, he adopts aretarded
Pythonesque android accent- “‘Yeah, Townshend camedown t'see
d'Tridentsrehearsingand hesaw meusingthe feedback’... pause...

”m

‘and copiedit.
Returningtohis natural voice,
Townshend scowls: “I never saw
theTridentsand themanis
pathetic. Obviously, Beck may feel
deeplyenough thatheinvented
feedback-but for Chrissakes who
givesashit? Why even commenton
it?Itdoesn’treally matter, it’s just
afunny noisemadebyaguitar.”
Townshend goeson toexplain
thatthe innovatory partofrock is
not necessarilythe partthathe’s
proudof, eventhough he'sregarded
asThe Who'sideasman. “l was
trainedingraphicdesign... tobean
ideasman... tothinkupsomething
newanddifferent...like, let'sgive a
lemon awaywith the nextalbum!”
Thankyou. »
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“Intheearlydaysof The Who we were tagged
withgimmicksand subsequentlyit made me
very gimmick-conscious. Nowif mightreturn
to Tornmyforamoment...”

Butonly foramoment.

“...Whatlthinkisgoodabout Tornmyisnot
thatit'sarock operaor thatit'sthefirstorthe
last... That's, of course, if you assume that
there’sgonnabeanymore!”

Don’t worry, there will be. Have a copy of
Camel’s Snow Goose.

“WhatIfeelisveryimportantabout Tommy
isthatasaband it wasourfirst conscious
departureout ofthe adolescent area. It was our
first attempt at somethingthat wasn't thesame
old pilled-up adolescent brand of music. We'd finished with thatand we
didn’tknowwhich way to go. That's when we went through that very
funny periodof ‘Happy Jack’ and ‘Dogs’.

“Itwasalsoaveryterrifying period for me as The Who's onlyideas man.
Forinstance,though ‘ICanSee For Miles’ wasreleased after ‘Happy Jack’,
Fdwritten itin 1966 but had keptitin thecan for agesbecause it wasgoing
tobe The Who'sace-in-the-hole. Ifyouwant thetruth..

Andnothingbut...

“Iteally got lostafter ‘HappyJack’,and then when ‘I Can See For Miles’
bombed outinBritain[ thought, ‘What thehellam Igonnadonow?’ The
pressures werereallyonmeand Ihad tocome up withsomethingvery
quickandthat’s how Tommyemerged fromafew rough ideas I'd been
messingabout with.”

And whereas The Beatleshad cried thatitwasimpossible to perform
Pepperinpublic, the factthat The Who demonstrated that Tommywasan
ideal stage presentationquicklymotivated otherbandsto mobilise their
mightforthe NewAquarian Age. With moresophisticated electronic
weaponrythan theyknew howto utilise, thelikes of Floyd, Yes, and ELP
adopted amore “profound” stanceas, inablaze of strobes, theybegan to
bombard audiences withtechno-flash wizardry, pseudo-mystical jargon
andinterchangeable concepts.

Townshend may havehad ahelpinghand instartingthe wholeschmear
rolling (itsuredidn’trock), butheisadamantin his beliefthan many
allegedly “profound” music machines are workingaclever con-trick on
the public.

“Allthatthey’rereally doingis getting togetherand workingout the
most complex ideas theycan handle, packagingit with pretentious
marketing appeal and unloadingiton theirfans. But” -and here comes
the get-outclause - “does everythinghave to hold water? Obviously, it
mustmeansomethingtothe integrity of theband that’s puttingit
together, butit’sresultsthat count.”

Your senses will never be the same.

Robert Stigwood \ Film By Ken Russell

Tommy
s The Who Besed Pete Townshend
Oliver Reed Ann-Margret Roger Daitrey Elton John

h Moon Paul Nicholas Jack Nicholson

By Ken Russell Directed By

“Audiences
are very much
like the kids
in Tommy’s
holiday camp”

Well, theresult,as Townshend putsit, has
turned manyarock theatre into adormitory.

‘It might bedifficulttofall asleepata Whogig,
butlcanunderstand why some bandssend
theiraudiencesintoacoma.l don’tlike Yes at
all.Tused tolikethem when Peter Banks was
inthelineup, becauseapart frombeing
extremely visual, healso played excellent
guitar. Withso manychangesinthelineup, Yes
isJonAnderson’sband and he might be guilty of
much of that wishy-washystuffthey churnout,
because Jonreallyisatremendous romantic.
Maybe hebelievesin the old mystical work, and
maybe poetry moves himalong-butI'mnot
concerned eitherway.”

Justwaituntiltheletters come pouringin.

“It’s likethatlinein‘PunkAnd TheGodfather'... ‘You paid me todo the
dancing’ Thekids pay us fora good time, yet nowadays peopledon’treally
wanttogetinvolved. Audiences are very much like the kidsin Tommy’s
HolidayCamp-theywantsomething without workingforit. Thatwasn’t
thewayitused to be. The enthusiasm thatevolved around The Beatles
wasenthusiasm, as opposed to energy generated by The Beatles.

“Youtalktothem nowabout itand they don'tknow what happened! It
was thekids’ enthusiasm for them. Now whenyousee ithappeningagain
youcanseehow utterlystrangeit must haveseemed thefirsttime
around. Forinstance, take theamount ofenergyand enthusiasm that’s
currentlyexpended on, say, GaryGlitter... and Gary’sjust asconfused as
everyoneelse. Allheknowsiswhich curlerto puronwhich sideof hishead
-Garyreadilyadmitsthis,andisall thebetterforit. Getin the middle of
acrowdofscreamin’kids—itdoesn’'t matterwhothey’re screamin’ at
andthere’sacertainamount of charisma transferred to these people. But
then, that'swhat fanmaniaisreally all about.

“Whentherealcharismatic figureslike Mick Jagger camealong, I think
thatrockstartedtochangeand then thekidsbegantocreatetheirown
trendsinfashion. The mods not only used to design theirown clothes but
sometimesactually tomake them;and thefact that theydid humdrum
jobs to get money to buy clothes, scooters, recordsand go to clubsbuilt up
thiselite. Thereforeit wasn't toolong before the artistslet that ruboffonto
them,andinthatsensel think The Who were asguilty asanybodyelse.

“AndI'lltellyouwhy. Becausein the end we wanted the audiences to
turnuptoseeonlyusasopposed to theaudience beingtheshowand
struttin’ aboutlike peacocks. We had to be the only reason for them
turningupataWhogig.”

Withrockandits peripheral interestshaving been systematically
turnedintoa multi-million-pound consumerindustry, Townshend has
observedthat thecustomernolongerdictates youth fashion. That’s all
down tosome designeremployed by
amultiplechainstore.

Everythingnowadaysis
premeditated. Withindaysthe whole
countryisflooded with what someone
thinksthekids want.”

Hebelievesthatthe onlyinvigorating
youth movementin thiscountry appears
tobecentred around Wigan's northern
soulscene.

“Iwish thatwould spread more thanit
has,becauselseeitasadirectlinkwith
the mod thing. Butwhatis more
importantis thatit’s more philosophical
initsattitude about not fightingand not
boozingand notsmoking. Even though
they'reephemeral things, theyare
neverthelessstates of mind, which are
Very Good Things. Like the earlymod
thing, this northernsoulscenehasa
fashionableaspect connected withit, but
basicallyit’sconcerned withtheexact
opposite to the mod preoccupation with
gettingpilledupandfighting.

“Funnilyenough, I'mstillnot certain
why theoriginal mod movementwasso
obsessed with aggro. All 1 know is thatat

Robert Powell Pete Townshend Tina Turner
Ken Russell produced By Robert St

gwood And Ken Russell



October27,1975:
The Whoplay the
Ahoyarenain
Rotterdam,
Netherlands

that timelfeltanincredibleamount of
frustrationand bitterness towardssociety, and
maybe everyoneelse felt thesame.”

Butevenasfarback as 1968, The Whowere
somewhat trapped by theirownimage, when
Townshend states that the thing that had
impressed him most was the mod movement. He
hadbeenfiredbytheexcitement of witnessing
andsubsequentlytakinganactive partinwhat
hefeltwasthefirsttimein history thatyouth had
made aconcerted move towards unity of
thoughtanddriveand motive. “It was almost
surreal” washowhewasquotedat thetime.

Somewhere at theturn of the '60s, theyouth
movementwas derailed. Talk ofa promisedland
andtheeventual greening of America became suffocated as the
consumerindustryonce again tookcommand, and the businessin
showbusiness grabbed thespoils.

When Townshend looks back in time, he can’t help but laugh. “I don’t
think they were promises; I think it was just young people promising
themselves something. .. havingambitionstodosomething... and, if
youlike, certain rock people wereactingasspokesmen.Sothey are the
convenient peopletoblame. That’sifyou wanttolaythe blameat
anyone’sfeet.

“Basically, everyone had this mood thatsomething was happening..
somethingwas changing. In essenceitdid, butunfortunatelyalot of

“T'’he Who
went on to do
what I feel to
be some very
brave things”

itsimpetus wascarried offbythedrug
obsession. Everybody credited everything
innovative and excitingtodrugs... ‘Yeahman
it'spotandleapersand LSD, that's what makes
the worldgreat.

“Thenwhen thingsturnedouttobe
meaninglessand peoplehad missed thebus,
they quicklyrealised that they’dgambled
everythingonsomethingthat had runaway.
Thesamethinghappenedtorock. Rock gotvery
excited andflew offahead, leaving most of its
audiencebehind. The Whowenton todo what
Ifeel tobesome verybrave and courageous
things, butin the end the audience was abit
apathetic. [twas back towhat I wrotein ‘Punk
And The Godfather’-you paid me todo thedancing, That’s why, when
I'mon stage, | sometimes feel that 'm too old to be what 'm doing.”

Then, by way of contrast...

“Track by track, the new album that The Who are makingis going to
be the best thingwe'veever done. Butif people expectanother grandiose
epicthen theyain’tgonnagetit, ‘cos thistime we’re goingfor a superb
singlealbum.”

Townshend, make your mind up, squire. If the last couple of hours are
anythingtogo by, you'reeither—byyourown admission - pastit, oryou're
justafterabit of public feedback. Quch. Better not mention that word. Z
RoyCarr ® g
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“I'mnotinto
riting songs.
[ find that real

A scene is developing
in New York, and it is
led by .
Poet turned rocker,
her forthcoming
album has been
largely improvised
while John Cale looked
on. “We fought a lot,”
says Patti, “but it was
fighting on a very
intimate level.”
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LYNN GOLDSMITH

boring™

NME

BGBIS A toilet. Animpossibly scuzzylittle club buried
somewhere in the sections of the Village that thecab
drivers don’tlike to drive through.

Itlooksasifthe proprietorskick holesinthewallsand
pissinthecornersbefore theylet the customersin; fo' the
atmosphere, youdig. None of the low-budget would-be

elegance ofMax'sKansasCityin the final agonies ofits death throes but
carefullychoreographed movie-setsleaze.

The audience, who consist mainly of nondescripturban hippies, a
smatteringof heav-vystreet bro’s, rock intelligentsia and the occasional
confusedtourist, are revelling inthe tack and baskingin theirown hipness
just forbeingthere.

Tonight, y'see, is Patti Smith and Television, two of the most droppable
namesof the New York rockcircuit. Patti Smithis a Heavy Cult Figure who
attracts the Cool Four Hundred, and Television arestill on the verge of
becoming Heavy Cult Figures, which is even more attractive. The fastest
and most concise way to describe Television is that they're New York's
equivalent to the Feelgoods.

They’re alotyounger, perform original material and Tom Verlaine, the
leader, was evidently severely traumatised by Lou Reed atanimpressionable
age; but outside of the obvious cultural differences between the Manhattan
andCanveyIslands, the similarities areastounding.

Bothbands playchopped-down, hard-edged, no-bullshitrock'n’roll,
totally eschewingthe preening Mickey Mouse decadence that poleaxed the
previous newwave of NYbands. Television don’t dressup and they don’teven
move much.

Therhythmguitaristisspraddle-legged and blank-eyed, choppingat his
Telecasterlikesome deranged piece of machinery, bracedso thathecan »



PattiSmithin197s,
astudentof Arthus
Rimbaudandrockn'rolt
rhythms:“thetwo noved
simultaneously forme”




"Scaled-downbird-
likemovements™:
onstagewiththe
PattiSmith Group
atCBGB,New York
City, April1975

lurchinanydirection without fallingover. He's
wearingaFillmoreEast T-shirt, which isthe
ultimate in dressingdown.

hebass player wearshisshadesoneveryother
number, and Verlaine, frozen-faced and zombie-
eyed, alternatelyclutches his micstand with both
handsand blazes awayat off-balance methedrine
speed-fingerslead guitarmarathonsonagold-
topped Les aul.

Television areatotal product of New York,
butlike the Feelgoods theyembody both the
traditionaland therevolutionary,and they
representan escape from theroller-coaster to
oblivionintowhichrockiscurrentlystrait-jacketed

ie,animaginativereturn tobasics—and what they
lose to the Feelgoodsin energy and pacing, they
gaininimagination.

Thataband like Television are currently
happeningand that peoplearelisteningto them
isindisputable proof thatrock isa hardier beast
than much of the more depressingevidence
would suggest.

Which bringsus, quitelogically, to Patti Smith,
whohasJust Signed A BigContractand is therefore
about to be massively publicised and fed into the
start machine. Rightnow, though,sheand
Televisionarestillondisplay fairly regularly to
anybodywith threeorfourdollarstohand overas
CBGB's priceofadmission.

Her performingenvironmentisastagesmaller
than GregLake’scarpet, which placesherless than
two feetawayfrom the nearest customerandgives
herlessthanafoot'sheightadvantage. Thelighting
is, tosay theleast,elementary.

Which meansthat,inaclub thesize of CBGB
thetricksofthetrade that the bigguysuseto
duplicateorreplacereal charismaaretechnically
impossible,and sotheacthastoeither doitall by
themselvesoreise itdoesn'tget doneatall CBGB

PattiSmithhasanaurathat'd probably show
upunderultravioletlight. She can generate
more intensity with asingle movementof one
hand than most rock performers can produce
inanentireset.

Onthefaceofit,it'sanunlikelyacttoteamwith
achopped-hog, hell-driven band like Television.
Alady poet, backed by aband who doesn’teven
haveadrummer, soundslikeanimprobable expression
foranykind of definitive rock consciousness. But PattiSmithisin
therock’n’roll marketplace and sheknows the ground rules. More
important, sheknowshow it works.

She'san odd little waiffigureinagrubby black suit and black satinshirt,
soskinny thather clothes hang baggily all over her, with chopped-off
black hairand afacelike Keith Richards'kid sister would haveifshe'd
gotten as wasted by age 17 asKeith isnow.

Herband (Richard Sohlon guitarand bass, Lenny Kaye on guitar anc
akidknownas DNV-anabbreviation of “Death In Venice”) play like a
garagebandwho'velearnedafew '30slicks to gowith the mutated AM
rock. She stands there machine-gunningout herlines, singingabit and
tatkingabit,in total control, ridingitandsteeringitwithatwistofa
shoulderhere, aflick
ofawrist there
scaled-down bird
likemovements
thatcarryanalmost
unbe’ievable degree of
power,aninstinctive
graspofthe principles
of mimethat teach that
thequalityand timing
ofagestureisinfinitely
moreimportant than
its size.

Patti Smith Horses

—— NEWYORK ——

LIVE!

——— APRIL 2T —

Herclosingtourde force, aninspired juxtapositionof “Land of 1,000
Dances” with arock-poem aboutakid gettingbeaten upinalocker room,
wasundoubtedly the most gripping performancethat ['ve seen bya white
actsincethelast timelsaw TheWho.

Forthedurationofhersetthat night, Patti Smith embodied and
equalled everybodythat I've ever dugonarock'n'roll stage.

Whether herrecordswill be any good or not (or for that matter, whether
Television will beableto get it downonrecord} isanother kettle of
swordfish altogether.

Allthat really needstobesaidisthat watching Television and Patti
Smith thatevening was oneof the most excitingrock experiences I've had
foralong, longtime, and that both acts havesomethingthat rock'n’roll
desperately needs.

Onemorething. Intheaudienceat the Alice Coopergigin Detroit
wasakid doneupexactlylikePattiSmith. Something's happening.
CharlesShaar Murray

MELODY MAKER

ASTMONTH THEY caught Patti Hearst-and so ended the
biggest man (or woman) huntin the history of the US. All this
ishistory now, of course, butit’ll probably be the subject of at
least two best-selling novels in the near future, not to mention a major
screen movie.
But perhaps thefirst outside viewof the Patti Hearst case was provided
by New York'ssparrow-like poetessPatti Smith, thenastruggling



personality in the underground rock scene of the city.
With considerable difficuity sheraised $1,000 and
headed for Electric Ladyland Studios in Greenwich
Village and recorded a version of the traditional Hendrix
classic“Hey]Joe".

Theinspiration for this move was provided by the words of
Randolph Hearst, whoon seeing the picture ofhis daughter holding
arifle,exclaimedto the anxious ears of America: “What areyoudoing
with thatguninyourhand?”

Patti Smith’s version of “HeyJoe” was abitch of arecord. Opening with
apoeticdialogue about the Hearst situation, it gradually flowed into the
regularsong. It waschock-full of atmosphere and, for topicality, it really
couldn’tbebeaten. Had it received moreexposure, I'm sure that Patti
Smith wouldhave beenan overnightsensation.

Itdidn't, though, and it never will. About 1,000 copies of Patti’s “Hey Joe”
were pressed and made available by mail orderthrough hermanagement
company and selected record shopsdown in the Village. According to
Patti’smanager, Jane Friedman, the project lost around $3,000, even
though the singles were sold at $2.50, a mark-up of over 50 per centon the
regularsingles’ price.

Todayit’s acollector’sitem, and nomore are available. Also today, Patti
Smith stands on the brink of success after along, hardstruggle. This
summer shesigned with Arista Records, and herdebutalbumisoutin
theStatesthismonth.

Thanks to Clive Davis, the boss of Arista, sheisonly the second of
manyartistsin this (New York) fringe-rock fraternity to be recognised
byarecord company. Thefirst, of course, wasthe New York Dolls, whose
recording career slumped aftertwo albums.

ButMsSmithcannotbe placedinthe same category as the Dolls, orany
rock band, for that matter. Some may call herasinger, butsheisreallyan
improvisinglyricist whose performancesrush
withcrazy momentum aseach song, orpoem,
unrolls. She recites with amusical backdrop,
frequently breakingintosongastheenergy
spirals, criss-crossingbetween thetwoand,
moreoften than not, makingup the words as
shestumblesheadlongforward.

Her band has been increasingin size over the
years. Fouryears backitwasjust Pattiand her
guitarist LennyKaye, an occasional rock
journalistand walkingencyclopaediaonthe
last two decades of pop in America. Kaye, who
three yearsago, incidentally,compiled the
Nuggetsalbum ofrelatively obscure USsingles

“It’s a live
album. There’s
hardly any
overdubbing
at all”

PATTI SMITH

was alove-haterelationship and it worked. At first

Iwanted an engineer producer, somebodylike Tom

" Dowd, butAtlanticwouldn’tlethimgo,sol figured I'd
getatopartist producer who would act as amirror.

“Thewholethinginthestudiowas us provingtoJohn that

wecould doitthe way we wanted, so wefoughtalotbutitwas
fightingona veryintimatelevel.”

Theresultis analbum that’sactually farmore melodic than the half-
dozenorsooccasionsl've watched Patti performinvarious placesin
New York. Theinclusion of adrummer-Dougherty was broughtin
immediately before the sessions began —tightensup Patti's stylenoend.
Before, it was of ten shapeless and without discipline of anykind. Now
youcanevendancetoPatti Smith, oratleastsomeof the tracks.

Evenwordswereimprovised in thestudio, shesays. “I'm notinto
writingsongs. I find thatreal boring. Allour thingsstarted outinitially
asimprovisation, but doingthemoverand overagain got theminto
aformula.

“Ican’t playanythingatall, soLenny and I work out tunes as they go
along. Thave words and know how I think theyshould go, sowe just pull it
outand pullitout furtheruntilwe getsomewhere.”

She and Kaye firstgot togetherin 1971. This followed a period of Patti’s
life when shelived atthe Chelsea Hotel, writing poetryand spending
time with rock musiciansin what shedescribesasa “tequilasplit life”.

Before thatshe was at artschool, which followed work in afactoryin New
Jersey, where she was brought up. It was Bobby Neuwirth whointroduced
hertothe changing musicalinhabitants of the Chelsea Hotel. (Neuwirth
iscurrently playingon Dylan’s tour of New England with Joan Baez.)

“Neuwirth recognised my poetryand immediately introduced me
toeverybody he knewinrock’n’roll and kept pumping me to work atit.
Istudied Rimbaud, too, but beingsurrounded by these rock'n'roll
rhythms, the two moved simultaneously.”

Itwasn’tuntil 1972 that Pattistarted making
regularappearancesin New York.

In 1973, Lenny Kayereappeared following
areadingPatti gaveon the anniversaryofJim
Morrison’sdeath, and from then on things
accelerated. Pianist Richard Sohljoined the
ranksandgigs followed at anywhere manager
JaneFriedmancouldbook them.

Whichjustabout brings us up to wherewe
began: the “HeyJoe” singlerecorded at Electric
Ladyland. It was a deliberate choice of studio,
for Pattistronglyallies herself with Hendrix,
anotherartistwhotook hisartbeyond

forthe Elektralabel, might be described as
afree-formguitarist, as he plays random
notes atwillaccordingtothe prompting
of Patti's dialogue. They understand
oneanotherand, assuch, it'sdoubtful
whetheranyorthodoxguitar player
would fit.

PianistRichard Sohlisasimilar
performer. Like Kaye, nothinghe plays
can be predicted beforehand.

Recently twoother musicians have
beenadded: asecond guitarist, ivan
Kral, wholike Patti bearsastriking
resemblanceto Keith Richards, and
drummer Jay Dougherty. Thereis no
bass player—Pattifeelsadrummeris
amplerhythm.

John Cale was brought in to produce
herfirstAristaalbum, Horses, whichis
released thismonth. It was onthis topic
thatwe beganwhat turned outtobea
verylengthy conversation last week.

“It'salivealbum,” sheannounced,
squattingon thefloor. “There’shardly
anyoverdubbingatall. Wejustwentin
anddid the songs straightaway.

“In the studio wewent through hell.
Iasked Johntodoitforme, Ibegged him
to,and we had nothingbut friction, butit

contemporarystrictures.

“Wehad three hours of studio time,
butljustdiditlike we were onstage.
Eventually we had 10 minutesleftand
no B-side, so I recited this poem and
themusiciansjustjoinedinand we
haditdone.”

Accordingto Friedman, that “Hey Joe”
chapterlost about $3,000 as somany
copies were given away to friends
instead of beingsold. Partoftheir
deal with Aristawasaclausethatno
more couldbemade, soit’llremain
acollector’sitem forever.

CliveDavis’ interestin Pattistems
from his dayswith Columbia, when
Pattiwrote thelyrics to two songs
recorded by Blue Oyster Cult,aCBS act.

The deal with Aristais forfivealbums
overthenextthreeyears,and meanwhile
shehasbranched outfrom New York,
playing concertsin California forthe
firsttime. In the coming monthsshe will
embark on herfirst proper tour, mainly
visitingcolleges across the country.

“We'reagroup now,” shesaid.
“We'retogetherand that’sit. I'min
rock’n’rollnowand’'mproud tobeinit.”
Chris Charlesworth
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JohnBonhammakesan
entranceatChicago
O'Hareairportforthe
seconddateof Led
Zeppelin'siothtourof
the States, January1975
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“Instant
bedlam”™

INHAM entertains on his rural estate,
and reveals how LED ZEPPELIN go about
rehearsing for a concert (“three days — a bit
of rust remover”), while the band decimate
London’s Earl’s Court over five nights in May.
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MELODY MAKER

OSSIPIN THE villagewas runningriot. Johnupat the
farmwas goingto buy The Chequers. The American
inthebarofanother pub a few miles distant was
adamant. Sowas the landlord, and afew grizzled
farmers, as they downed pintsof the finest beer
known tomen of science and agriculture.

Butthe object of the debate emitted a stentorian betlow thatscotched
therumoursonceand foralt. “No!’'m not buying thebloody Chequers!
Mindyou... 1 wasinterested.

JohnBonham, farmer, stockbreederand drummerwith the world’s
heaviestrock band, was suppingin aWorcestershire haven oflowbeams
and convivialcompany. The day before, his wife Pat had given birth to
ababy daughter, Zoe, and there was plenty of cause for celebration. And
apartfromasmall matter of beingbanned fromdriving forsix months

norumourshere-itwasallin thelocal paper), John was feelingthat
contentmentand satisfaction most enjoyed by aself-made man.

Afewweeksbefore, he had been poundinghis massive drumkitin
anotherworldagain. The world of thousands ofadmiringrock fans,
enormous record salesand marathon, sell-outconcerts. He seems
equallyathomeinboth,and heappliesthesamedirect, furiousenergy.

Atthehistoric Earl’sCourtconcerts, Bonham’sbombastic, metronomic
drummingwasanessential factorinaband
thatneedsaregularsupply of adrenatin.
Bonhamsummons hisreservesof strength
fromatough, well-builtbody that was honed in
thebuilding, as muchas the music, industry.

John poursout hisideas, opinionsand
thoughtsinatonethatbrooks noargument,
andyet he hasafearlesswarmthandhumour
thatcommands respect. Helooks the world
straightintheeye,andexpects thesame
treatment. Noshrinkingviolet then, thisman
who wasonce told there was nocall for hiskind
ofloud, aggressivedrumming.

Andyetit'shardlyacoincidence thatwhen
themenof rock, who dealin volume, flashand
fame, reap therich rewardsoftheircraft, they
headfor thehillsand vales, far from thestink of
thecity, there to enjoy theanimals, earth and
silence. Bonham'sspreadisabitlikethe
Ponderosain Bonanza. Afterdrivingonstilted
motorways through the smogof Birmingham
(alivingmemorial to'60s “planning”), the
country’sscarsgradually heal, and the
Worcestershire countryside blossoms.

Aranch-stylenameboard appearsaround
abendin aB-road, and twin white fences
accompanyalong, straightdriveway to the
modern brick farmhouse, where thegafferand
hisfamily areensconced.

Had Johnalwaysintended togointofarming?

Never-lwasneverintofarmingat all. lwasn't
evenlookingforafarm,justahousewithsome
land. ButwhenIsaw this place, something
clicked,and I boughtitbackin’'72.”

Johnseems tohave been cheerfully accepted
into thefarmingcommunity,andisanyway
guaranteed of one friendly neighbour. Robert
Plantlivesjust afewmilesaway, surrounded
bygoatsthatJohnavers“eateverything,old
boots,younameit”.

Johngaveagreat guffaw thatcould probably
be heard halfway round thehundred acres of
sheepandcattle thatsurround the house.

Weset offforastumpround thefields. The
view wasbreathtaking,apartfromaline of
recently constructed electricity pylons. One of
theoldbarns hasbeenconvertedto the needs
ofthe modernrock'n’rollfarmer.

“Thisisthehot carshop,” said Johnwitha
chuckle, leading the way pastacovenofcats

PeakBonham:
bowler,boiler suitand
translucent Ludwig
Vistalitedrumbkitall
presentandcorrect
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who had been following usat adiscreet distance. And there, squashed
togetherinthedarkness, stood atrio of highlyimprobable vehicles.
Anelaborately painted contraption that resembled a pre-war taxicab,
mounted on wheelsayard widewas, John explained, “ashowcar. |
boughtherin LA.Shecan do 150mph. And thatoneisa'67 Corvettewith
aseven-litreengine. Thisoneis a 1954 two-door Ford withan eight-litre
engine. Youget guyscomingpastinasportscarwho thinkit’sanold
banger, untill putmyfootdown. lt'sanamazingcar-look atall the
chromeinside. She’d only done 10,000 when ! bought her.”

Like many enjoyingsuccess for thefirst time, John oncebought himself
aRolls-Royce.

‘ltwasawhiteone.l wenttoaweddingreception in Birmingham.
Whenlcameoutitlookedlikeabomb had hitit. All these skinheadshad
jumpedonit. Theykicked in the windscreen, smashed everything. Ifit
hadbeen anyothercar they would have leftitalone.

Redragstothebull, obviously. ButJohnhasworked hard, and still works
hard, for hisseven-litrecrust.

drummingcareer that hasearned him world renown. “This

used tobejusta three-bedroomed house. My father did all
thewood panelling, and i didalot of the work with my brotherand
sub-contractors. If you have builders in, they’ll make excuse after

BACK INTHE house wetalked about hisearly daysand the



excuse about delays during the summer so that they
canhave work inside during the bad weather. [ know,
because when I left school [ went into the trade with my
dad. He had abuildingbusiness and [ used tolike it.
“Butdrummingwastheonlything[ wasanygoodat,
and [stuckat that for three or four years. Ifthings got bad
Icould always go backto building. [had a group with
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takebackallthePA.

“Nickyhadabig followingthen, and he could singany
style, Buthe couldn’twrite his ownmaterial. We used to
have so many clubs we could play around Birmingham
inthosedays. Lots of ballrooms, too. All those places
have goneto the dogs-orbingo.
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“l was so keen to play when [ quit school. 'd have played
for nothing. Infactdid foralongtime. But my parents stuck by me. No,
Inever had any drum lessons. But [ remember Carl [Palmer] went, he had
alotoflessons. [ just played the way [wanted, and got blacklisted in
Birmingham. ‘You'retooloud!’ theyusedtosay. ‘There’s nofutureinit.’

“Butnowadaysyoucan't play loud enough. [just wish there was a way of
wiringadrumKkit to getthe natural soundthrough the PA.I've tried so
many different ways, butwhenyou’re playing with abandlike oursyou
getsomany problems with sound.

“WithJimmyand John Pauloneithersideplayinglead, theycanleak
into thedrum mics, and if you have too many monitorsyoustarttoget
feedback. [ nevergetitthewaylwant.”

Andyet Bonham’sdrumsound was fairly fantasticat Earl’s Court,
Ithought.

“lenjoyed those concerts,” said John. “I thought they were the best
showsthat we’veever putonin England. lalways get tense before ashow,
and we were expecting trouble with such a huge audience.

“Buteverythingwentreallywell, and although wecouldn’t have the
laserbeamsat full power, [ thought the video screenwas well worth
doing, Itcost alotof bread, but you could see close-ups you'd neverbeable
tosee normallyataconcert. [twaswortheverypenny.”

Did the band rehearse for weeks before the concerts?

“Nah, three days. Mind you, itwasonlya few
weeks before that wegot back from the States.
Wejustneeded a bit of rust remover. We had
alreadydonealot of planningforthat States
tour, because we like to change the showeach
year. There’s nothing worse than playing the old
numbersover and overagain.

“You'vegot tokeepinsomeofthe old songs, of
course. [ don’t know whatwould happenif we
didn’tplay ‘Stairway To Heaven', because it’s
become one of the biggest things we’ve ever
done. When Jimmy plays thefirstchordinthe
States, it’s like instant bedlam, until Robert
comesinwith thefirstline. And we always play
‘Whole Lotta Love’ because people want to hear
it,andIstill get agreatkick outof‘Dazed And
Confused’. [always enjoy the number because we never playitthesame.

“With theotherstuff, we’llputonein, ortake oneout. Onthelastnightat
Earl’'s Courtwe played ‘Heartbreaker’, ‘Black Dog’ and abit from ‘Out On
TheTiles’. With the songs from Physical Graffitiwe’ve gotsuch a wide
range of material. [t wasn’tdoneon purpose. [t's just that we went
through astage where we werevery conscious of everything we played.
Wefeltithad tobeacertainkind of thingfor Zeppelin. Now werecord
everythingthatcomesup,and ofcourse, in the Statestheyplayitonthe
radio, so the people know what we’re doing.

“InBritain we never getanyairplay except from
John Peeland Alan Freeman. In the States they’ll play
‘Trampled Under Foot’ all day. When we firstran
throughit, John, Pauland Jimmystarted off the riff,
but then we thoughtit wasabit souly for us. Then
wechangeditaroundabit. It'sgreat for me. Great
rhythmforadrummer. It'sjustattherightpaceand
youcandoalotoffills.

“Butcomparethatto‘Dazed And Confused’. The
speed ofthe thing! While we’re playing, [ think,

“I just can’t
stand sitting
around, and I
worry about

playing badly”

LEDZEPPELIN

:!rompled UnderFoot

Bio‘j‘k Country o |

‘Christ, ifldrop one, knit oneand purlone-that’sit.’ You've gottabefit to
playthatone, andif don't feeltoo good, it’s very hard. We keep tapes of
everyshow, andit’svery useful afterwards, especially formydrum olo,
becausethenlcan hearwhat worksbest.”

Despite John’s burly appearance and confident mien, it’s a fact thathe
suffers from doubtand worry just before every Zeppelin concert. He'll sit
backstage, nervously tappingsticks, anxious to geton stageand stuck
into theirexhaustingthree-hour show.

“I'vegot worse—terribly bad nerves all the time. Once we startinto ‘Rock
AndRoll' 'm fine. Ijustcan'tstand sitting around, and [ worry about
playingbadly,andifl do, then 'mreallypissed off. If play well, I feel
great. Everybodyinthebandisthe same, and eachhassomelittlething
theydo before we goon, just like pacingabout, or lightingacigarette.

“Itused to be worse at festivals. You might have tositaroundfor awhole
day,and youdaren'tdrink, because you'll get tired out and blow it. Soyou
sitdrinkingteainacaravan, witheverybodysaying, ‘Farout, man.

“Wedon’tdo festivals so much nowbecause of the amount of
equipment we have. There’s all the PAandlights and the black floor
for the stage. Imagine the changeover betweenusand the Floyd? [t
would take hours! The Bath festivals were the only ones we ever played
here, and they wentreally well.”

Oneofthefeaturesof Bonham'’s marathon
drumsolosduringthe Earl’s Courtconcerts
was the special effects employed on the
tympani. Had hebeenusing asynthesizer?

“No, itwasjust phasingon the pedal tymps.
Iwasusingthemin’73.1t’sjustadifferent
sound. Noteverybodylikes or understands
adrumsolo,solliketobringin effects and
sounds to keep theirinterest. 'vebeen doing
thehand drumsolofor along time-before
Ijoined Zeppelin.

“Iremember playingasoloon ‘Caravan’ when
Iwas 16. Sometimes you can take achunk out of
yourknuckles on the hi-hatoryoucancatch
yourhand on the tensionrods. I try to play
somethingdifferenteverynight onthesolo, but
thebasic planis thesame, fromsticks tohandsand then the tymps, and
the final build-up.

“Itwould bereally boring to play on thestraight kitall the time. On the
last States tour [ was really chuffed when [ had some good reviews from
people whodon’teven like drum solos. [usually play for 20 minutes, and
thelongestI've even done wasunder 30. It’salongtime, but whenI'm
playingitseemstoflyby.

“Sometimesyou come up againstablankandyouthink,‘Howam
I1goingtoget out of thisone?’ Orsometimesyougointoafilland youknow
halfwaythroughit’sgoingtobedisastrous.

“Therehavebeentimes when I'veblundered, and
gotthedreadedlook from thelads. But that’sagood
sign. It shows you're attempting something you've
nottried before.”

Wasthereanydanger of Johnlosing powerin time
inview of hisarduous yearson theroad? “I'm not
losing strength. I'm less tired after asolo thanIused
togetinthe early days. Of course, wedidn’thave
abreak for theacousticnumbers then. »
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“ButitwassocoldatEarl’s Court, wehad
tohave anelectricfireinthedressingroom.
The unionswouldn’tlet us use blow
heaters.Ihad arun-throughontheFriday
night before the firstshow, and Iwas
playinginanovercoat.”

Oneofthe mysteries of Zeppelinis that
they have never put themselves out fora hit
single, and Graffirihad obvioussingles-
chartpotential. Didn't they want one?

“No, notreally. It'sbecause of the length
ofapiecelike “Trampled Under Foot’.It’s
notworth cuttingsomethingout just for
thesakeofasingle. And if peoplelike Led
Zeppelintheywould have boughtthe LP
anyway. No-itwould be pointless to put
asingleoutfromthealbum.”

FTERASOJOURN at the pub, we
Areturned to thefarmhouse to

samplesomebrandyandthe
delights of a Quad sound system that
threatened to stampede thesleeping herd
of Herefordshire.

“Listentothis. It’sgreat.” John putonthe
Pretty Things’ new single ‘I'm Keeping’.
They’reaband whoseemtobeenjoyinga
whole newlease of life since theysigned to
SwanSong, Zeppelin'sownlabel. Hewas
alsoravingabout Supertramp’salbum and
admitted anewinterestincountry music.

“Iwish there weresome more livebands
around here I could haveablow with,”
sighed John, tossingbackabrandy,and
barely audible above the thunder of
speakers. “There’snowhere for themto play
-nowit'salldiscos. God,  hatethose places,
allthoseflashinglights. It'sallrightifyou’re
out foranighton thetiles. Butlliketohear
agood livegroup. You've gotta remember

-they’re the backbone of the business.”

Butincase therockbusinessdoesstartto
dryup, Johnissettinghis nine-year-old son
Jasonon theright path.Hehasajunior
drumkitsetupinfrontofdad’sjukebox,and
poundsawayto GaryGlitter. ButJohnisnot
sureifhe’lltake theright path tobecoming
anotherdrummingrocksuperstar. He
came home from the Cubs duringthe
afternoonclutchinghislatestsingle,
‘Whispering Grass’ by Windsor Davies.

“Youcan'tteachhimanything,” warned
John.“He’sgotaterrible temper.” Chris Weich

The definitive

rock performance |

MM MAY 24

of experiencing the very best of something

presentsitself; whenit does come along,
it'sinevitably only appreciatedinretrospect.
Yet before Led Zeppelin had got far into
their setat London’s Earl's Court on Sunday,
itbecame obvious this was the definitive
rock performance; so much so thatit’s
inconceivable another band could do as well.

Inthe space of nearly three-and-a-half
hours, they covered virtually every variation
onrock and left no doubt they could triumph
withany style they had omitted.

They can do thisbecause Zeppelin stand at
the very heart of rock: the blues/rock’n'roll-
based style typified by “Whole Lotta Love”,
supported by a firm groundingin the English
folk tradition, evident on their acoustic
numbers. Thisisthe base for development,
and as they improvise around these themes,
they drawinelements of jazz and classical
music to build up a complete picture of
contemporary rock.

For fleeting seconds, it's possible to hear
traces of every major British band around
- not justmore obvious examples like
Deep Purple or Black Sabbath, but
even Yesand ELP. Naturally, they
never fully explore these avenues;
should they ever do so it would be
interesting to see how they compare.
Onthe evidence of Sunday night, they'd
probably perform thembetter.

But the mostimmediatelyimpressive
feature of Led Zeplive is not so much the
superb music asthe assurance with which
they produce it. There's nothing apologetic
about them, no “little numbers from our
latest album”.

They'resobigandso good, there’snoneed
toplug albums or make excuses for songs
writtenlong ago - and they know it. Some
might interpret this as arrogance;in fact
it's just part of the band's no-nonsense
approach. They go onstage to play
music, notboost either their own or
the audience's egos.

This authority, though, manifestsitselfin
an absolute powér that few other bands
can even hope for,and that could sway an
audience any way the band wishes.

Wisely, they don’tchoose to use it that
way; there's no need to whip up the fans or
repeatedly askif everyone feels all right.
Packing17,000 peopleinto Earl's Court
on five separate occasions - never mind
those who couldn't get tickets -is all the
proof they need of their power.

Their self-assurance is no more evident
thanin their stage act. With video cameras
beaming close-ups of every movement
ontoascreen high above their heads,
Plantand Page pose and strut, proud as

| T'SNOT VERY often that the opportunity

peacocks, lords of the jungle. Plant thrusts
his navel into a cameralens and disdainfully
shakes the hair out of his eyes; Page makes
his gravity-defying backward bends and
describes a180-degree arc with hisarm
between a series of ear-splitting chords.

lt goes beyond amere stage act, and takes
onallthe exaggerated expressions and
mannered stage “business” of classical opera.
Plant emphasises every line of the lyrics with
hisface, while Page's actions anticipate his
nextblistering solo. John Paul Jones and John
Bonham take no partin this performance,
Joneshugs the shadows,and when the
cameras catch him, he's wearing alook of
quiet intensity; while Bonhamis mostly grim-
faced as he piles on the pressure - the stoker
of the Zeppelinexpress.

None of this would be worth much, of
course, if the music wasn’t absolutely first
class. With sound problems and endless
tune-ups utterly non-existent, they played
brilliantly and with a practised ease that made
the musicflowin such afast streamitwas
impossible to absorb it allin one sitting.

And there's that ever-present self-
assurance: no one needs tolook at another
to find out how he's doing - he knows. Page
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and Jones don'thave to face each other and
trade licks; they both know what they've got
todo and they know they willdoiit right.

Led Zeppelinlook very much like four
individuals on stage. It'sin the music they
meet and fit together perfectly.

Sowhat of the music? As Plant gleefully
pointed out, the mediahad gotitwrong
(again) and this wasn’t Zeppelin's American
show. After three shortish numbers - opening
with arousing “Rock’'n'Roll” - they began
ajourney through the soul of the band.

It had little to do with chronology; both old
and new were presented side by side,
recording the highlights of their six-and-
a-half year “relationship”.It reached an
incredible high with their reworking of the
blueson “In My Time Of Dying” - and just kept
climbing higher and higher. Jones switched
onto keyboards for “The SongRemains The
Same” - Page proving with abeautifully laid-
back solo thathe’s not just the one-high-
energy-solomanhe's sometimes accused of
being - and stayed there for “Kashmir”, surely
Led Zep's finest(recorded) hour.

It's an atypical Zeppelinsong, highly
structured, with little room for extended
improvisation. Page, incredibly, found the

space and made fulluse of it.
Bonham pounded out the
beat; Plant soared, his voice
spitting out lines like “this
WASTED land”, and his
end-of-song credit - “John
Paul Jones: arather cheap
orchestra” -summedup
Jones' swirling chords

that give the songits
atmosphere. Yet John Paul had just started.

He movedinto “No Quarter”, takingit
through the changes from rock to almost
classical and then picking outa funky riff -
the cue for Page tocome in with asolo that,
judging by the smile thatcrept across his
face as the number reachedits climax,
pleased him greatly.

Then,anew departure; four-part harmonies
for “Tangerine™ No trouble. Inkeeping with
the gentle mood of that song, out came the
farmhouse chairs and acoustic guitars for a
peaceful three-song break, Jones, Plantand
Page just sitting and playing simply.

They roared back with a stomping, driving
“Trampled Under Foot”, the very essence of
pure rock. And then -z surprise dedication for
MM's Chris Welch: “This is the one you've

It takes on all the
mannered stage
“business” of
classical opera
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been waiting for, Chris.
Remember that snare
drum?” What else could it
be but Bonham's solo,
“Moby Dick”? Under such
circumstances, itseems
inappropriate for me to
comment, other than to
reportthatitincluded some
remarkable quad effects.

Page’s turn next for the super-sound
treatment. A completely restructured “Dazed
And Confused”, sounding even fresher than
the original,brought out the violinbow. Laser
lights cut through the hall while Page stood
centre stage, cloakedindryice made all the
more eerie by a green spotshining through,
producing electrifying sound.

Only one song could follow; animmaculate
“Stairway To Heaven”, which rounded off
three hours(to the dot) of superb music. They
couldn’tget away thateasily, though.

A10-minute standing ovation, the lights
flashed, the name “Led Zeppelin” was
emblazonedinlightacross the back of the
stage - and up came the strains of “Whole
LottaLove". We came, we saw - they
conquered. Michael Oldfield
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MichaelKaroli
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Some strange nights
inthe UK with 71,

who claim the whole
Stockhausen connection
is overrated. “If a drug is
a comparison, | like to be
the drug myself,” says
Michael Karoli. “The
people should go out
ther smiling or crying.”

“Dirty

MUSIC,
with
hairs
onit”
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HIANAISAN East End lady with lots

of heart, soap opera principles, no

self-confidence and nosurname

(shedroppedit after her marriage

broke down). She could easily have been the subject for

arather sad Play For Today, a peripheral pop person
whose role is not legitimised. Which is why she elected herself Can'’s
unofficial unpaid, unsupported fan club secretary despite the fact she
hasn't even got a record player. For the love of it.

So, Simon Puxley (whoishandlingCan's publicityon thistour) and
myself areleft holding her shoes, and two extra glasses, while she goes
off. We also have time to marvel at the delightful incongruities of the
situation: (a) thatCan, amuch-praised, relatively obscure, highly
ephemeral Germanband, withabass player who studiedwithand hangs
outwith Karlheinz Stockhausenand aguitarist who claims his main
influence to be John Cage, should be playing Hastings Pier Pavilionon
awet Friday night to ahalf-full house of spotty 14-year-old provincialsin
MilletsAfghans; (b) that you can getatequila on Hastings Pier; (c) that
Canhaveafanclub;and (d) that Chianaisitssecretary.

Imean, whatis thereabout Can that could possibly support the usual
kind of fansensibility that demands to know thingslike where the bass
playertakeshis pet poodlestobe clipped?

Tryit. We'rebackstage during theinterval. Holger (the bass player)
walksin, stillwearing the white gloves he always playsin.

Uhhh, Holger? Holger... why doyou always
playwithgloveson?

“Well,” says Holger, a polite smile flickering
across his heron-like features, “itiss because
Icanachiefabettertonality” (herehe
demonstrates how-with gloves-hefeelshe
cangetabetter purchase on thestrings).

“Infact,” says Michael the guitaristacouple
of dayslater, “Holger wears gloves because he
hasacleanlinessfetish—1once picked up his
bassand started playingitand he wiped the
stringsafterwards.”

Thisisfanmagmaterial? The bass player
wears gloves because hehasacleanliness fetish.

Tryagain. “Dear Chiana,]1am veryinterested
inCan;theyarealmostasgoodasthePink
Floyd. Couldyou pleasetellme where theorganist bought hissilverjerkin?
~Floyd Fan, Bootle.” “Dear Floyd Fan, Irmin’s silver jerkin might proveto
bealittle hard tofind. Itismade entirely from beer-canring pulls.”

contemporariesin (supposedly) free-form astral doodlings

(Floyd, Kraftwerk, Neu!, etc) is that they always remain
strictlyrhythmicin an essentially danceable fashion. Both physical
and metaphysical. So that even if the elaborately ethereal
instrumental work leaves your average punter unmoved, atleast the
rhythm section willkeep his hip joints oiled.

Thus, the house (halffull but keen) gets offroyally despite the fact that
thetwoGermanroadiesare atloggerheads, trying their best to sabotage
eachother’sefforts sothat the sound (emanating from aseries of
speakers setinto a 12-foot baffle board behind the band) frequently
emergeslike asymphony for spin driers.

IrminSchmidt (keyboards, ring-pull jerkin) met Holger Czukay (bass,
gloves) in Darmstadt back in 1965 when both were studying under
Stockhausen. Czukay took him seriously, writing piecesinhisstyle
and conductingsmall classes ofhisown. Schmidt, meanwhile, was
losing hisrocks to Cage, Fluxus and La Monte Young while taking first
stepsinthedirectionofbecomingalegitimate conductor of large
conventionalorchestras.

Threeyearslater, Schmidt teamed up with American avant-garde
flautist David Johnsonand Czukaywasinvited to join them. The trio
decided upona courseofjazz nouveau and “beat music”, the latter
reminding Czukayofayounglaw studenttowhom he'd taught some
guitar twoyears previously—Michael Karoli, whowas at that time playing
bass withapopgroup playingthe Swissdisco circuit.

Hearrived the next day. The drummer-JakiLeibezeit-then with the
eminent Manfred Schoofgroup playingfree-formjazz, arrived from

H OWEVER, THEREAL difference between Can and their
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“On the new
record we have
got much more

into magic
rhythm”

Hamburgunexpectedlya couple of dayslater.

Enter Malcolm Mooney, ayoungblack New Yorker,
afriend of afriend of [rmin'swho'djust returned
fromapilgrimage toIndia. [rmin met himin Paris
andinvited him back to Cologne tosingwith the
band. Mooney had never worked with aband before.
Reportssuggest thatupon hisarrival he simply strode into the studio,
grabbed the mic-stand and launched the band into “Father Cannot Yell”,
whichopensCan's debutalbum, Monster Movie.

“Itwas," says Michael Karoli, “the first piece we ever made.”

Although, infact, theyhad recorded two film soundtracks.

Mooney chose the name, always performed offthe top of hishead and
ultimatelywent completely offhishead -tobe replaced by wandering
Japanese street musician Kenji “Damo” Suzuki, who spoke no German
andleftjust before thelast British tour to become a Jehovah's Witnessin
anobscure Germanhotelscullery.

Thefirst partof the sethasfinished. Theband arerestingup inan ugly
backstage room withawindow overlooking the beach. Michaelis telling
someone howhehad hisguitar ripped offat thelast gigin Liverpool. He
hashad his hair cut.

“And nowlamfindingthatbecause theycansee myface,” heissaying,
“the presshave ‘discovered’ me. I get far more photographs now...”

Chianaisbackinthebarwithus.

“Peoplekeep asking for pictures ofthem,” sheis saying, “butl can’t get
hold of them. Iwrote to the record companyand theyweren’t very helpful.”

Theentiretour, in fact, seemstohave been handled withanarguably
low-profileapproach withanarguablyerratic,
rather eccentricschedule thatleavestheband
lyingaround picking their noses fordayson
endand thensuddenlyheaves themintoa
compacted series of geographically disjointed
dates. Consideringthe fact that the critical
responsetothe band here hasbeenuniversally
laudatory, thisseemsalittlestrange.

Notthat Canlose moneyhere. Theystayin
cheap hotels atspecial pre-arrangedrates; they
bringtheir ownroadies and equipmentintheir
ownvanand travel overlandin thegroupcar-
aPeugeotestate.

Thesecond partofthe set revolved around
“Dizzy Dizzy" and “Chain Reaction”, although
both are barely recognisable from the recorded
versions. “Set”, anyway, isan inaccurate definition with regard toCan.
Generally they justwander on stage and play; thishasbeen thefirst tour
where they used some modicum of stage planning, Basically, though,
their approachremains truetotheinitial one.

“Wemadea concertthree days after we met,” says Karoli, grinning. “It
was thefirst time. We decided that there was nothing we could play; there
was nosong weknew...sowejustdecided to playfree. The flute player
[Johnson] wasinto pure electronics of the Floydishkindand wehad a
radioon stage. It wascompletely chaotic.

“Halfway through, thenews came on theradioand wentout through
thePA... and Irminruined avery beautiful piano completely by pure
violence. We took a pairof drumsticks and began beating on the strings
against me and Holger, who were both going over astereo record.

onhisunderpants. He has abigass. I'm moaningto him

about the way inwhich everyone here “got funky”, went
completely mindless for The Meters and forgot about carryingon
the old Small Faces tradition of the quintessentially English three-
minutesingle.

“What English music hasin comparison to American or German
music,” he observes, spraying deodorant into hisarmpits, “is usually
English people are very thin. Imean,” he explains, “there are many
menin England who are veryslim.And the Americans have abigass.
SoifEnglishgroupsaretryingto playAmericanrhythm, theyjustdon't
getthat...shake... because thereis notenough ass.”

Outside we hailacabandruninto Irminand the roadiesina hamburger
house. Kate the photoladyarrives and immediately engages Michaelin
conversation aboutastrology. Heimmediately engagesherina
somewhat fragmented conversation about orgies. He speaks very softly
and very articulately, gives the appearance of being perpetually stoned

C UTTO CHEAP London hotel room. Michael Karoliis putting
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andslightlyhedonistic. He always has a half-smile on his face except for
whenyou crackajoke whichhealways takes seriously.

But, totheroots...

“I'vealwaysbeenintofunky things,” a prone Karoliobserves, “as faras
1know, ‘funky’ means ‘dirty’... and I've always been into dirty music,
musicwith hairs on it. Peoplelike Oscar Peterson or Dave Brubeck never
fascinated me, and I never gotinto Charlie Parker-all this kind of music
isveryflat.”

He prefers Thelonius Monk, the Stones—especially “JustWanna See
HisFace” on Exile, the Staple Singers, Lee Dorsey... The Last Poets. Body-
oriented stuff.

“Ifadrugisacomparison,lliketo be thedrug myself,” heclaims. “The
people shouldgo out of the concerteithersmiling or crying. 1 have that
with films sometimes. [ go out ofa good filmand | feel very close to
everybody else who has seenit. 1 want to go and shake theirhand even
thoughIdonotknow them. Excuse me, | musttakea piss.”

And Stockhausen?

“The Stockhausen thinghas been veryoverrated. Only Holger has been
influenced by him-his Canaxis solo album isdefinitely inspired by him.
Buthe [Stockhausen] has beenakind of patriarch tous—he mustbe very
nice. He wrotealetter to Germanimmigration when Damowas
supposed togetaworking permitand hadn't.

“Theyhad puthiminjailand threatened todeport him. We couldn’tget
himout. Stockhausen wrote thema very emotionalletter. Like, ‘Doyou
knowthat you are bringingdown the entire German culture withwhat
youare doing’ - areally heavy, beautiful letter. In theend itwasn’this
letter that freed Damo, though; it was a television personality...”

Karoli claims to have been more inspired by Cage—the originator of the
“prepared piano” -whereinthe old school prankof filling the works with
bits of metalandtoiletrollsis renderedasart.

“Myidea,” saysKaroli, “is making rock music with the conscience
that John Cage has left.] am verymuchinto accidents and coincidences.
1 have tworadiosets.l putthemon atthe same time; usually they're
tuned todifferent stations. I thenturnon the television, stand in the
middleand play myguitar. It's really beautiful. You know, I reallylike
listeningtoshortwave.”

Karoli's closest musical ally hereckonstobe Phil Manzanera.

“Idon’tknow about hisideas, but 1 have beeninto South American
music too. Also on the John Calerecord he plays exactly the solos
1would be playing-which iscomfortingbecause often I feel very
alonewith mystyle.”

Which isamite unorthodox? Possibly as much due to the fact that for
years hehas takenalittle pill and transcended his ego every time he’sgone
onstage. Henowreckons to be at the point of omnipotence, although,
threealbumsback, hislack of self-confidence almostkilledhim.

“I gotverysick after Ege Bamyasi.1 developed an ulcer duringrecording
which then perforated because I had very big problems concerning my
abilityto make music.”

Nevertheless, “One More Night” on Ege Bamyasistillranks as one of the
most beautiful things Canhave everdone.

“Formytaste,” says Karoli, “thealbumistoospartan. There’s toolittle
guitar—becausel was too conscious about everylittle thing. Afterwards
1think the guitar on ‘One More Night' is very beautiful, but much too soft.
Thissongwas ‘painted’.

“We putdownarhythmtape. 1 played abackingtrack thatsounded like
adrum.Damo came up with the idea thatit sounded like peoplein New
Yorkwithknives. Sowe said, ‘Ah, New York.' Irmin didaharmonic thing
thatsoundedlike falling rain; I did awah-wah thingthatadded teit... we
really made
apaintingof
arainyNew

York night. ‘Spoon'’ and ‘Vitamin C’ were old pieces, though. The whole of
thesecond side we madeinoneday.

“Iwas completely despaired. We onlyhad two more days left to record
and only three pieces tohand. On the new record we have got much more
into magic rhythm-like ‘One More Night’ isamagicrhythm.”

He goes on to describe the construction of a piece for the newalbum.
ltstarted withhim having aconversation with an English electronics
expertas towhyhis Sony TV setshould have a clearer picture thanany
otherbrand. Theguy told himthatit was because the colourscreen,
rather than being composed of aseries of tiny dots, isin thiscase
composed of fine stripes. The term for this is “striped mask”. Karoli
was musing uponthis whilewatchingit one night as a programme
onaTrinidadian streetfestivalappeared.

“Thedancerswore masks with beautiful names; forexample ‘thedevil's
bride’. I had this curious chant running through myhead - ‘striped mask/
whole mask/shadow mask’.1had already writtenlyrics about gettingup
inthe morningandbeingshaky and needingsomethingtowarmmeup.
1 put thosein. We went into the studio, Irmin took an old broken-down
doublebass and started beating the strings just below the bridge. I played
timbales. Jaki played bongos. Holger played bass. Ithasarhythmlikea
fishswimmingslowlyin water. It is extremely powerful. The mask text
getscompletely magic.”

Karolithenspends 20 minutes explaining thespiral of lifetome...
complete withillustrated biro drawings thatlooklike continuationson
theyin-yangsymbol.

“Iliketo useeverything I canto myadvantage,” he concludes, “even
ifitis negative experience. Some people had ahard timeatschool,” he
explains, “sotheytend to subconsciously want to forget everything
todowithit. Thave had teachers hated, but still they have taught me
some things.

“Holgerand Jaki are dealing more with ordinarylife-especially Holger.
Jaki's approachis completely musical. He doesn't careabout other things.
lamverylazy-Holgerisverybusy. Thatseparates us quite alot. Each one
ofus wants to achieve power. 1 want to achieve powerwithinmyself...
Actually, mydreamistobe abletowake upin the morningand maketea
withoutgettingup,” hesniggers.

“Holger’'sapproach tolifeis not dictated by music. Holger denies
many of these things for himself, buthe haslearnt the form of music at
university. [have neverlearntit-Ijust found outitwas impossible tolive
withoutitanyway.

“Holger'stheworkingman. He does all the recordings. Hisway
of achieving power s thathe has always kept usaway from the
recordingmachines.”

Karoli’sambition is towrite majorlyrics about television, which he says
isoneofhis greatestinfluences-anewreligionalmost. He hasalso
written amulti-layered pieceinspired by thesoftlatexrubbercentre
foundingolfballs.

“Iwould say that the Germans cannot help being deep. They are always
really deep. Like, before I was in Canl made much meditation. I did yoga,
played alot of music... orl wassittingat the table - it soundsreally crazy
-tryingto get the Cosmic Chord together. I finished up trying to compare
themathematics of the distances between the planets.”

Chiana is staggering towards usacross the ballroomfloor.

Havingbundled herinto the car throughtorrential rain, we spend 20
minutescruising the seafront for the hotel that she knows full well she
never booked into. On the way back to London shewants to know if 1 will
join herin the back seat asshe is getting cold. Finallywe drop heraat
Notting Hill Gate. The more she refuses to accept from you, the more
you give. Finallyshe acceptsa couple of quid for the cab fare and makes
offthrough therain.

Onemore night. Peter Erskine ®
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Evolving slowly, with a closed circle around them,
the are preparing for greatness. But, as
one reporter discovers, their jarring personalities
may not help them. “I love Bernie Leadon and | hate
him,” says Don Henley. “You know what | mean?”

“A certain
We stern
charisma;’

MELODY MAKER

NACLEARday in Hollywood, Glenn Frey can see from hisliving
room right outtosea, right across the Pacific to Catalina, the island
off the coast of Southern California. On a not so clear day, he can see
layers of orange smog, the product of the internal combustion engine,
whichisGod in this part of America.

Todayis clearand theview is quite breathtaking. Certainly conducive
towriting those typical Los Angeles soft-rock melodies with which the Eagles have
becomesynonymous.

Itdoesn’ttakeafortune teller to predict that 1975 is going tobe the bigyear for the
Eagles. They've been clicking their boot heels for three years now, steadily buildinga
reputationinthe wake of The Byrds, waitingfor the breakthrough that their third album,
On The Border, has seemingly now broughtabout. Althoughit'seasingdown the charts
right now, it'sestablished the band asaforce tobe reckoned with.

“On The Border was the best-sounding record we ever made, but that'salso experience.
We'restartingtolearnhow tobecome recordingartists, which isalittle different from
learninghow tobe a member ofa band orhow to become asinger-songwriter.

“There're definitely things we'velearned slowly over acouple of years of making
records. [ know when we made Desperado we were very conscious of havingagroup
identity runningthrough the songs,and that was something we learned
outofdoingthefirstalbum.

“After doing that one, when we wentinto do On The Borderwe tried to
bring in the best elements from both the albums. That probably had
somethingtodowithit, butlthinkitwasabetteralbumanyway.I think
we just progressed and played with alittle more confidence. Butmainly
I'thinkit's that we stayed together.”

Another factor which Frey credits asbeingimportant to thegroup’s

£ recentsuccessistheintroductionof Don Felder onslide guitar. Felder, »

76 | HISTORY OF ROCK 1978




g L A

H

3
-
¢
bl
o
v
)

4

TheEaglesin1975:(1-r)
RandyMeisner,Bernie
Leadon,GlennFrey,Don
Felder andDonHenley

HISTORY OF ROCK 975 | 77




says Frey, putextrapunchinto the Eagles'live show,
withthe added result that they picked up more
followers. “Ibelieveinsellingrecords on theroad,
andIbelieve thatif youwork hardand have agood
album out, it will sell.

“Since we got Felderin theband we'vehad
amuch better second half, therock’n’roll
half,inour shows. The other part, the vocal-
harmonysofter part, wasalwaysreal good, but
Felder nails down the harder stuff.

“He’slike Duane Allman: hedrivestheband
oncertainsongs. Someslide players, myself
included, justslide along with the song, but
when Felder plays slidehe drivestheband and
thewhole thingrevolves around him. So the
year that we promoted On The Borderwe had
amuchbetter show together.”

Desperadowas aconceptalbuminas muchas
many of the tunes dealt with the old West.
Itseemedcurious, Iremarked, thataband
wouldtravel to England from America to make
thatkind of record.

“Well,” mused Glenn. “ guess you'reright, but Clint Eastwood made
allthose cowboymovies of hisinItaly. Some of the best Western movies
have been made in Europe. You get awhole new perspective workingin
England. Allofasudden you're a foreigner, and it putusand LAand
everythingintoperspective. NowIlike staying here, although we tried
goingto Miamifor part of thisnew album. We got some stuff
accomplished there, but not nearly as much as we did recording here.”

Anotherfactor which possibly aided the success of thelast album was
their decision to tour with some of the material before it was put down
ontape. Thus not only were audiencesalready familiar with the tracks,
butthe band had anepportunity towork on them before theyreached
thestudio.

“Ithinkwedid about five songson a college tour,” said Glenn. “We were
outthere testingthem, mixing them in with thebetter-known songs.
Ithinkit's good to do it that way sometimes, because it forces you to make
apresentationimmediately.

“Itforcesyou to give arenderingimmediately so vocal parts get
simplified, and backing partsand guitar parts gethoned down towhat
youcandobesttopresentthesong. By the time we get to the studio
there'sawhole basic sketch already done.

“With this nextalbum we haven't done that, but again thisalbumsofar
isnothingbutourownsongs. Ontheothers we usually included asongby
anotherwriteror calledin afriendlike Jackson | Browne] or John David
{Souther] to helponatrack. We may do thatin the next twoweeks, though.

“Thisis maybe areasonwhy it's takinglonger tomake thanother
albums, butanotherreasonis that Don Henleyand l are tryingto change
the traditional symbolic rock n’roll lyrics that most people use on albums.

“The songs have been finished for awhile but we've sat around thinking
whether we ought to change them. Allwehave todonowistogoinand
singthe parts, and that'swhenit'll begin to sound like an Eagles record.
Wheneverl hearbackingtracks, I can'tthink of itbeing the Eagles at all,
alongway from 'Peaceful Easy Feeling".”

Lastsummer, the Eagles backed Neil Youngata Native American
benefitconcert near San Francisco, an experience which may be
repeated thisyear,andone
which Freyrecollectswith
morethan
alittlepride.

“Theguy that putit
togetherwasour art
director, and heknows the
native CaliforniaIndians
and he approached Neil
Youngwhosaid he'd doit.
Hedidn'tcommit himself
untilthreeor four days
before the concert, though,
becausehedidn’twantit
tobeadvertised.

“Wehadagreatjamon
‘CowgirlInTheSand’ with

“When Felder
plays slide,
the whole

thing revolves

around him”

meand Felder and Neil trading solos for about 12
minutes. Wehope tomakeitanannualeventas
we'redoinganotherone this May.I'minto doing
things for them because Ifigure we'relivingon their
land evenifdon’thaveoneiota of guilt about .

“The Indiansknew how tolive here properly
andalotof people arestarting to think thisway
andrealise their Old West consciousness. I'm
into the western civilisation mysticism. Over
here people are always turningto the east, but
Ifigureit’sallright hereifwe want tolook for it.

“I'm sure some of this Indian and Mexican
influence was with uswhen we were doing
Desperado, aswehad agreat time doingthe
littlelinks between songs, the banjoand
traditional things. Iwould like to do another
conceptalbum, though I'm notsurewhat the
premise would be.”

Frey’ssong “Best Of My Love” undoubtedly
gave On The Bordersales aboost. It was, he
says,an attempt toworkoffa guitar tuning that

JoniMitchellhad demonstrated. “Actually, 1 got intoa totally different
tuningand that'show the songended up.

“I'hadalittle help from John David Souther, who worked on the bridge
andrangmeup from LAwhenIwasinEngland to play itover the phone.
Weactuallyworked onitover the phone until he came to England to see
us. ‘Cry LikeA Lover’ came about the same way, workingon the phone
overallthatdistance.”

Collaboration with other LAmusiciansis away oflifein California, as
can usuallybe detected byreadingalbum credits as well as noticing
various similaritiesin theactual music.

“Onsongwriting, I doit all the time,"“ admits Frey. “If I get something
Ican'tfinish by myself, it’s always good to take it to someone else. We
collaborateamongourselves, but Souther helps us out sometimes.

“It’snot so much callingupfor helpinan emergencyasjust callingand
suggesting we spend an eveningwritingtogetherand pickingupon
fragments. The funny thingthat we find with the guys in the Eagles and
Souther and Jackson is how much we think alike. Whenever anyone plays
something, wetend to pick onitrightaway.”

Thissummer the Eagles are making their first trip to England in over 18
months. They're tentatively scheduled toappear with Elton John at
WembleyStadiumon June 21 alongwith stablemate Joe Walsh.

“Whatllikeabout playingin England,” said Freyaswe drew toaclose,
“istheattentiveness of theaudience. In Americawe tendto play tovery
boisterous crowds, butin England theysitand listen and I just thrive
on that.

“Wefound when we played our first evergigs in England thatbeing
Americanhelped us. Beingan AmericanunknowninAmericaisadrag,
butbeingan Americanunknownin England iscool. We found we had
acertainamountof Western charisma. I didn'trealise ituntil people
startedlookingat my cowboybootsand askingwhere Igot them.”

Chris Charlesworth
NME

E’RESITTING IN a bar more or less opposite from
i ; i ; Rotterdam’s Hilton hotel, Elektra Asylum’s press officer
Monty Smith and me. Elektra Asylum (the label comes
under EMI's wingin Britain but when the contract expires very soon,
it's more thanlikely EMI'linolonger distribute the label over here)
have flown me to Holland to see the Eagles perform at the city’s Ahoy
Halle, thinking that the Dutch gig’ll put the group in a more favourable
light than their Wembley, London, gigsome three days later.

There'salsoafaintchance thatI'llgettotalk tothe Eagles, arare
occurrence by allaccounts, although the band'll be given the whole
Rolling Stonecover job acouple ofissues hence.

Infact, the Eagles’ drummer/singer/writer Don Henleyhasgotword to
Montythat he'd especiallylike to meet me after thereview that appeared
inthis papera couple of weeks ago of their new album One Of These
Nights. Prior to hearingthe One Of These Nightsrecord 'd been an
unreserved fan of the group, but on One Of These Nightsitseemed as
thoughtheyjust weren’tdoingtheirbestanymore.

Afewminuteslater we'resittingaround adiningtable with Eagles
manager IrvingAzoff, abearded, bespectacled gent, around five feet tal,



THE EAGLES

who also manages Joe Walsh (appearingwith the Eaglesat the Ahoy
Halle), Dan Fogelbergand Minnie Riperton.

Azoffiseatinghisdinner. Herefers to me as theband’s ex-favourite
writerand suggests that we drive on down to thegig withthe Dutch
promoter, a friendlyenough gesture. But when the question of an
interview comes up, hesaysit'sright outafter thatreview.

Andwhen the Eagles doaninterview, allfive have to participate,
otherwise those who don't getinterviewed get jealous; a situation that
arose when Henley and Glenn Frey (very much the band’sleader judging
from the subsequent gig) used todoalltheinterviews.

“We're notover here to make money. We're over here tosell afew
records,” saysAzoffon thedrive tothegig. “The Eaglesare five times
bigger than Walsh over here. In England they bothsell about thesame.”

Azoffasksifwe'veseenthebandbefore. No, says Monty. Yes, say I.
Either way, hesays, we'llbe surprised at the difference guitarist Don
Felderhas madetotheband.

The Ahoy Halleis acyclingstadium. And it shows backstage, where
thedressingroomsare fitted with all the facilities a Hugh Porterwould
desire. The atmosphere isvery relaxed, notto mention casual,asWalsh's
bandsitaround waitingtogoon.

Montyand! have beendirected towards Walsh'sdressing room. But
hangon. Isn't thisan Eagle? Yes, it'sDon Henley, denimmed and tired
after spendingthe previous night at Les Ambassadeurs, wherehe
gambled away $2,500 with Elton John's mob playing blackjack (that's
pontoon toyou).

“You're the guywho got the factswrong” -Henley’s opening words. He
explainswhat1gotwrongand he's veryseriousaboutitall. “I'm trying not
tobenasty,” hesays.

The main thingthatbothers himisthatIsaiditwasGlenn Freywho
sanglead vocal onthetitle track of One Of These Nights, whereas it was
Henleyhimselfsinging. But there'sa couple of other things, too, like
wherelsaid therewere mandolins on the album, whereasinfactthe
instrumentbeing played was a 12-string guitar. Also 1 was wrong about
“TooMany Hands”. “The song’s about the planet,” Henley explains. “It's
notaboutawoman.”

Ithoughtitwasaboutawoman. Oneline goes: “There’s too many hands
begin laid on her” But the “her” thehandsarebeinglaidis the cacology,
Ithink. lapologised. Henley refuses tobe drawn into conversationand
wanders off to hisdressingroom.

Joe Walsh and band play the opening set. We're sittingin the front row.
AsSaturday’s Wembley show proves, Walsh wasn’t exactly giving hisallat
Rotterdamand his guitar playing was lostin the overall mix.

Backstage, Eagle Bernie Leadon (there’sastory that Leadon got tired of
beinga popstar first, musician second and almost quit theband ayearor
soback) tuneshisbanjo. “We haven't played in 10 days. My fingers are out
of shapeand so is my voice.”

Itdidn’treally showin theband's subsequentset, since everything
except for bassist Randy Meisner’s voice was record perfect. It wasn’t
Meisner’s fault. Somethingwas wrongin the mix, causinghis vocals to
verynearlyvanish.

Glenn Frey'sfirst on stage, lookingslightly athleticas he runsto pick
uphisguitar, wearingasloppy baseball jersey with thefigurenine
emblazoned on theshirt'sback. Frey singslead as thegroup gointoan
all-electric version of what amounts to their signature tune, “Take It
Easy”, Leadon playing asolo on Telecaster. Frey switches tothe
grand piano lefton the stage and the band play “Outlaw Man”,
agreatrock'n’rollsongfromtheir Desperado album.

The Eagles are capable of performingtheir excellent songs with
anadmirable precision, yet theylack anyreal onstage presence or
facility for projection. One gets the feeling they're merely going
through the motions.

Fine momentsaside, like renderingof “Peaceful Easy Feeling”,
alovesongfrom theirfirstalbum, the set gets pegged at onelevel
and goeson for far too long. The audienceresponse, needless to
say, was ecstatic.

Azoffinvites me up onstage for the last couple of encores, “Best
OfMy Love" and “Tequila Sunrise”, and acloselook at theband
givesme theimpression thatitis Leadon more than any others
whoisattracted by what they’re doing onsstage.

(The Eagles’ Wembley setwas amuch superior performance.

The showhad more balance, climaxingwithaparticularly
astonishingdelivery of their Number One American hit “Best Of
My Love", thevocal harmonies beinga trueintestinaljoy.)

Freyseems in good spirits after the gigand afterwe'reintroduced he
says, “Ididn'tmind your review.”

Howaboutaninterviewlater, | ask, and he more or less agrees, saying:
“I'llsay ‘'yes’ toanything, especiallytoher,” pointingbothretinasinthe
direction of the golden-skinned blonde who's next to him. “Come back to
the bar atthe hoteland we'll feel itout,” Frey says, referring toaninterview.

Azoff'shangingaround outsidein thecorridor.I tellhimthatGlenn
seems tobeinto doinganinterview. “No way,” says the manager. “1fone of
thegroup says they don'twanttodo aninterview then there’s no
interviewand Don Henley doesn'twanttotalktoyou.” I see.

Back at the Hilton, Monty approaches Henleyagain. Henley withdraws.
Wegoondown tothe hotel's discotheque where various members of
Walsh'sband are already ensconced. Drinks areordered and itseems
thatthe Eagles have either decided to take an early nightor have slouched
off to some other habitat to do theirrelaxing.

Less than 15minuteslaterGlenn Freyand 1 are discussing the new
album and justwhy the group are soreluctant to do interviews.As
regards One Of These Nights, Frey's attitude towards thereview I'd
writtenseemstohavechangedalittle sinceour briefencounterafter
thegig.

He now defends the album, saying thateveryband should be allowed
someself-indulgence now and again, with particularreferenceto the
six-minute-plusinstrumental on thealbum “Journey Of The Sorcerer”.
Whenitcomes to thesubjectofinterviews, he compares their attitude to
Joni'ssentiment thatit’s allin the music, man. And despite her
recalcitrance, Joni'salbumsstill getin the charts. True enough.

Henleyjoins usand we proceed to make friends. He says thathedid
feelverybittertowards mebutit's ail better now. Heappears veryintense
and drunk, and suddenly discloses that members of the band don’tget
alongtoowell.

“Ilove Bernie Leadonand | hate Bernie Leadon. YouknowwhatI mear:?”
says Henley.

Freyreturnsto the table and lonceagain requests amore formal
interview, perhaps laterin the weekin London. Frey doesn’twant to
know, but Henley now seems keen to do an interview, saying not to take
Frey'sword asfinal on theinterviewsituation.

Two dayslaterataparty for the acts appearing at Wembley, Henley, Frey
and I meetagain. Frey wishes tomakeclear somethingthathe’ssaid to
mein Rotterdam about not givingadamn about recordsalesin England,
saying he does careabout the band'srecord success over here.

Anotherrequest foraninterviewis turned downsince Frey has toleave
thecountry earlyto go and visit his folks in Detroit, where the Eagles are
playing their next gig. Henley,however, asks me tocallhim upat this
hotel, thelnnOn The Park (he'sstayingatadifferent hotel to the restof
theband) on Sunday, which1subsequently do only tofind thathe’s notat
it.1do, however, contact Henley on Monday morning and after
exchangingafewwordswith thedrummer, Azoffis puton the phone.

He proceeds to call me to order for contactingan artist without going
through the necessary channels, and says thatifI'masunfair toJoe
Walsh (aninterview hasbeen arranged between myselfand Walsh) as
Ihavebeen to the EaglesI'll never get nearone of hisartists again.

Acouple of hourslater, Walsh calls the interview off, fearing a hatchet
job.I'mjusttired of the whole thing. [ know they're sensitive people but

thisis pushingitabit. SteveClarke ®

Recalcitrant pop 1
star shrugs off
earnest request
for interview

This, says STEVE CLARKE, who
ran afoul of THE EAGLES in

D.+tordam. is pushing it a bit.



1975

1PRiL - J0AE

“It's allballsand
nothin’else-andit
takesgettin'into™:
DrFeelgoodonstage
inLondon,1975

nrbs P 1S (= o

(L0

RE& ~ e carth omds |



“allabout” 7

DR FEELGOOD

n
SN o N
- d" i v —
2
£

T

HISTORY OF ROCX 1975 | 81




1975

apiL - S0

N DICKSON/GETTY

L.

NME

OWHATHAPPENED to the mohairs then, Lee?

“I 'ave gota mohair. It’sinshredsat the moment. After

you'vesweated intoitafewtimesitcomesoutlikethe
cardboard they putinshirtcollars. It’sall down to Terylene
now, think.”

Such arethestrains ofthe Dr Feelgood stageact on
sartorial aesthetics. If you've seenlead singer, harp playerand erstwhile
slideguitarist Lee Brilleaux work out you'll know what I mean. And ifyou
haven'tseen the Feelgoods by now | don’t know whereyou've been,

Brilleaux, elegantly attired inapairof denimdrainies that taperdown
intotwinrubberised moundsofblack suede brothel-creeper, is satin
the offices of “Oil City Enterprises”, alias the upstairs room of “Feelgood
House”,a modest littledetached pink-brick job nestlingin thesuburbs
of Canvey Island.

Asyes...Canvey, where the pylonsgrow talland the oil refineriesrise
andrustoutoftheflatscrubbylandscape ofthe Thames Estuary, half-
builtand nowabandoned once the American oil companies had decided
they were nolonger “commercially viable”. Asore point with the
residents, that. Didn't Wilko Johnson himselfgetarrested ata public
demonstration about the refineries?

Laterfor The Roots, though -enough of the Canvey/Southend
mythology has been chronicled elsewhere (not least by our own Nick

DrFeelgoodbackstagein
London,1975:(l-r) John
Martin(AKA TheBig »; 1
Figure),LeeBrilleaux,John " ‘. :
M

)
BSparks, Wilke Johnson
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Kentand MaxBell) not to need furtherelaboration here.
SoFeelgood House, as well as being the home of manager
ChrisFenwickand Brilleauxsince late last year, also serves as

theband’s HQ, with asquat four-track studio out back. On the wallsare
numerous Feelgoodartefacts, includinga poster for theband's upcoming
tour of Europe with thefamiliarlogo figure of the “Doctor” himself.
Leeringfrom the cabin ofaroaringjuggernaut.

Theband havealreadylaunched acommando-stylefour-dayforayinto
France, culminatinginanalreadylegendarygigat the Bataclan, Paris.
Thistime, they’llbegoingin earnest, with gigs in “mostevery country
outside thetotalitarian-state jobs”

But then there'sawholeflurryof activityin the Feelgood campat
present. There was their party-stopping appearance at the post-Earl’s
CourtLed Zeppelin festivities (of which morelater); and an offer to
play theCrystal Palace concert that was gratefully declined (“all that
arguingaboutwhenyougoton”); and anewsingle - “Back In The Night”

out next week.

Andallthishardon theheelsofaBritish tour that should lay low the
oft-voiced suggestion that the Feelgood stage charisma was toorootedin
thezeitgeist of early-'60s R&Bever tocutit in thearena of provincial
teendom. The “thekids” couldn'trelate, in short-that'sifyou canstill
givecredencetoatermthat coverseverythingfrom the pubescent
excessesof Rollerama to thekarma-chewingdocility ofa Yes audience.

“TheKids"anyway. Sowhatsortof “kids” go to a Feelgood gig?

“Well, ifyou'd haveasked mesixmonthsago whocame
toseeus,” begins Brilleaux, “ would 'ave said it was the
CharlieGillettlot-revival crowd, y’know, art-school
types, students, thatsort—which isroughly the category
thatusasgeezersfallinto.

Imean,” he points out, with aflourish, “we’re not street
punks, y’know.”

Afterall, thereis Wilko Johnson BA onlead, while
Brilleauxhimselfspentthree-and-a-halfyearsasalaw
clerk before going pro musician-lawschootand all.
“Canvey'sabit different to everywhereelse,” heexplains.
“Thelaw’sabitdifferent100-thebloke l worked for has
beenstruckoffnow.”

Buttotheissue... “Nowit’s thekids ‘oo support Man Utd
whocometosee us—thesamesort ofkids’oo werein Paris
lastweek atthe [Leeds] match.’

That’sright, thosekind of kids.

‘Nowthekids, who're 150r 16, theydon'tknowanything
about The Big Three orKingsize Taylor, that's nothin’ to
them-they justseeitasfour guysonstage nowwhoare
alittlebit punchy, whoaregivingabit ofstick.”

See, whilethe Feelgoods have had halftherock
journalistsin thecountryscrabbling round for adjectives
graphically heinousenough todescribe astageact that
vergeson thetruly deranged, they’veinvariablyalso been
considered by someas somekind of fossilised '60s curio
thrownupbyatimewarp downthereinCanvey.

I mean, never mind the musicfora moment; justtake
the collective Feelgood image. These blokes come on
like they’re working a protection racket on seaside
amusementarcades. Street punksthey're not, butequally
they're not thetype you'delbowout the wayto getto the
bar. Orlet’sjust say that they suggest alifestyle somewhat
lesswholesome than the likesof those regularly feature
on Top Of The Popsand The Old Grey Whistle Test.

Inanage of self-parody, though, originalitycan bean
undervalued commodity-hence the notionamong
chicLondon circles thatit’sallsomekind of pose,
asuggestionguaranteed tobringforthindignant
amazement fromthegroup.

“I'slikeanactorhasto
exaggerate things,” saysBrilleaux,
“and the bigger the stage the more
‘e’asto exaggerate-'cos the
peopleat the back can’tsee. In
thatsense, wedo tryand transmit
an‘image’,butwedon’t think,
‘Right, OKboys, let’sgo out there
an’layiton'em,we'regonna »
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The best local group in the

WOPId NME AUG 23

NOTHER THING YOU shouldremember
Aabout France, South of,in Claudius’ day

or your own, is that the place boasts
abundant natural chauffage, a fair slice of
soleil, and that in such conditions even the
most placid of temperaments canbe worn
down after a while and stimulated into the
most horrificacts. One thinks uneasily of
Pamplona and the dreaded Noonday Sun -as
DrFeelgood's privately commisioned four-
motored Handley Page monoplane touches
lightly down on the sweat-soaked grass of
Avignon Airport.

Airport ? Hah! Battle of France emergency
strip, more like. And ascore of blue-overalled
douaniers leg at top speed out of a Nissen hut
andinto the Feelgoods’ plane. Looking for
you-know-what, one supposes, thoughone
does hear extraordinary things concerning
the local commercial pulling power of
marmelade. Nixenheimer gefunden, tho’,and
after awhile one perceives that the dreaded
demi-flics are actually not at all disgruntled by
the fearsome heat and are actually getting off
onthe experience.

“Silly buggers, Frogs” snorts Lee Brilleaux.
And he's right. There's the usual panic over
hire cars (there's actually too many, parbleu)
butbefore toolong even that is sorted out to
the satisfaction of tour manager Jake - whoiis
adeptin Frogspeak to a degree, mightily
unusual in Britbands - and the Feelgoods’
caravanseraiis soon heading for the fabled
town of Avignon, on the bridge of which one
dances, etc.

Avignonis some way to the north of
Orange, home of the famed Claudian
amphitheatre etc, etc, and it transpires
that not even the environs of the smaller
town are penetrable by vehicles owing to
the extraordinary density of the legions of
Soufafrance youth packed therein. Inthe
amphitheatre, on top of the amphitheatrein
the most unbelievable precarious positions,
outside the amphitheatre...

They're not at all here specifically for the
Doctor, mind you. But I've also got this feeling
thatit’snot T Dream who've
packed themin-12,000-
plusinto a200-year-old
9,000-seater, at grave risk
tolife,limband cul.

The Baker Gurvitz Army ?
Never. Procol Harum ? Well
onthe cards, | should have
thought, and yet it’s the total
strength of this bill - which
has The Doctorin that key
mid-shot slot - which has
brought the puntersin suchstrength.

Asallreaders of NME will have twigged
long ago, Dr Feelgoodis not exactly short of
admirers among the editiorial staff of this
paper.Me, I've seen the band about a dozen
times on various occasions, but all of these
gigs were what you'd term smalljobs - pubs,

“Johnson’s
pickless right
hand thrums and
chops away at his
black Tele”

LeeBrilleaux
performingatthe

Romanamphitheatre
inOrange,France,1975

the Marquee, Dingwalls
-andImust confess|'d
longwondered how
Feelgood (recently and
cogently described as
“the best local group in
the world” by a coiner of
epigrams) would make
out on a high-velocity,
big-deal, maximum-
crowd occasion.

But the Feelgoods
have beenSpeeding
Through Europe,and
the Orange gigis
oneonascale
they'verecently
grown accustomed
to.Being
accustomedtoit,
they'reinno fearof
delivering. Delivering,
I'llremindyou, is what the
F Goods do better than almost anyone else.

Mindyou, thereis JohnMartyn, who we
hear getting applause for his last number
as our party enters the chariot stables
(the backstage area). Martynis apoplectic
with disbelief when he comes off stage.
“Couldn’t believe it,” he spluttersto ZigZag's
Andy Childs. “Play on one beat, they clap
onanother. Couldn’t see what was going
on, me eyes were shut, but1 hadto change
to getin time withthem. Then they changed
back again.”

The Feelgoods are next on, but there
seemstobe about a 20-minute timelag.
During that time amassive and belligerent
roar from the amphitheatre - of the sort a
vintage crowd would make after the Fisher
collected his thumbs-down, way back when -
summons allidle eyes on the spectacle of a
french petit fasciste being soundly booed by
the entire crowd for something or other.

He keeps his cool, but seems glad to make
it backstage unharmed. With typical logic,
his mates - about 20, all armed with pipes and
cudgels - come charging
backstage tosort out
somebody {couldn't take on
the crowd, could they?}and
forafew moments there's
some ugly scenes.

Lee Brilleaux and the
Feelgoods' manager
Chris Fenwick watch from
their caravandoor with
narrowed eyes, Oil City
natural reactions hovering
on the brink. No need. nobody gets mauled
and the clowns are ejected.

Ongoes the Doctor. The Doctor crunches
the crowd.As was predictable giventhe
incredible acoustics, the odd atmosphere of
edginess-mixed-with-ecstasy, the settingand
The Figure, Sparko, Wilko Johnson and Lee
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Brilleaux. Brilleaux is in white, Johnson - as
ever -inblack. The interplay between the two,
with the able Sparks grooving away in support
but notin competition, drives the audience
straightaway onto itsfeetinrapture.

Brilleaux's ability to ignore Johnson's
splendidly crazed gyratious makes the front
line weave a kind of serpentine dance which
never, never, but never, comes to grief.
Johnson’s pickless right hand thrums and
chops away at hisblack Tele and every so
often he steps forward to add vocal support,
anact so oddly normal that it almost seems
out of place, consideringwhoheisandall, and
what he does and all.

In fact, Wilko tends to vocalise more on
his own numbers - and get this, punters, the
crowd, being mere Frogs, are unweaned on
the early R&B classics which are the Doctor's
original stock-in-trade, and not knowing what
they're supposed to tolike (Christ, what an
advantage) plumpin equal parts of approval
for Johnson's own compositions (featured
extensively on “Down By The Jetty”) and stuff
like “I'm AHog For YouBaby” and “Riot In Cell
Block #9" - with the possible exception of
“Route 66" the Doctor’s closing shot. Johnson
is savagely elated by this when he comes off
stage. “Did you notice that?” he hisses. “And
Nick Kent knocked my songs!”

There's ageneral decision made not
to remain for Procol, and besides, the
Gurvites are starting to look a bit fashionable
backstage, and “fashionable” inthat sense
the Feelgoods are not. Anyway they're
knackered, and the grey mood of anticlimax
isbeginningtosettle.

Backin Avignon, an hour later, nothing is
happening. Mind you, there are two
picturesque sets of local churchtower clock
bells, each of which peals the time one-and-a-
half maddening minutes out of sync with the
other, sonobody gets any real sleep. But you
don't want to read about that. Tony Tyler
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comedown there and wind bike chains round
their 'eads.’

‘It'snot thatthat'sthe vibe we're tryingto
givetothesekids;it’sjustthatsomuchofthe
actisdowntoaudience contact, even down to
facialexpressions. You gottago up thereand
beabitofachauvinistbastard, beawild,
violent nutcase. Whichissomethingl really
enjoybein’.1thinkit'sgreat, [doitinthe
supermarket all the time.

HECOROLLARYTOtheideathat
| the Feelgoods’ hoodlum panache
and psychotic stage presence is a
“put-on”is that musically they’re bankrupt

merelya “revival band” recycling the R&B
withouthaving too much new to say.

In particular, write-upsof theactayearor
moreagoin their pub-rock period - the gigsat
the Holloway Road Lord Nelson are already
acquiringanalmostmythicaura-invariably
homed inon their performance of such classic
black ariasas “Riot In Cell Block #9” and “I'm
A HogForYouBaby”, while passingover the
less-familiar Wilko Johnsonoriginals that
havesincebecometheband’sstaplediet.

Brilleauxis adamant that theband “aren’t
interested inrevivinganything. Idon't look
onitasjust playingold rock songs. [t waslike
thatat firstmaybe, butnow... well, lain’t
never ‘eard nothin’ like usbefore.”

Stopand thinkaboutitand neither haveyou.
Therehasn'tbeenanything. Sure, I'veheardall
thecomparisonstoearly Stonesand Yardbirds

andsure, there’s thesame raw pounding
intensityand commitment-butbeyondthat,
the Feelgoods’ instrumental prowessalone
putsthemapart from what nostalgia might
rememberofthe past. Nottomention astage
act that's pure70sin inspiration.

“Like, I'velistened to all that Merseybeat
stuff,” continuesBrilleaux, “’cos | didn'treally
listentoitmuch first timeround [he turned 23
last month],and obviously, there’sfour
or five English guys up there playing
AmericanR&Bandso on, there’sbound to
besimilarities. Butbecauseit’s 1975and not
1964,and we'vealllived through alot of things that have happened on the
way, it comesoutdifferent.

“Likewe were tatkingabout reggae earlier [LB's somethingofaskank
fan,see],andonce you'velistened to that yourideas about rthythmare
nevergonnabethesameagain.

Andwhile Feelgood musicis foundedsolidly on the black R&B tradition

“thespark, theflame of whatit’sall about” as Brilleaux tellsit - the way
they'veinterpreted thattradition isentirely theirown.

Much ofit is down to Wilke’s guitar, which casts asidethe usual roles of
lead and rhythmand pours forward a constant chatterof frills, fills, riffs,
runsand power chords that’d make Uncle Keith blush. All spillingout
fromachurningrighthand thatneverseemstovaryitsspeed - astyle that
picksupwhere CropperandRichards left off, with acold metallictone
that'sastrictly personal feature.

underestimate therestof the

band. There's Sparko’s nimble
basschordsandruns forastart,
providing a rumbling backdrop for

IT’SA MISTAKE, though, to

Dr. Feelgood

Wilkochopsouthis
W uniquelead-meets-
rhythm guitarsound

style betrays the same South Side Chicago influences.

T'mtryingto get mywayout of theshoutingbit. Itall comes from the
daysoflousy PAs. [ couldsing betterif'd lay back a bit,but I can’tdoit.
[likeshouting, it’s fun.

Most criticismof the band, though, hasbeendirectedatand around
theirdebut, Down By The Jetryalbum, where the band’s preference for
alean, muscularsoundthat reliesas much onenergyand precisionason
thevagaries of production to make itsimpact. While the album has been
sellingsteadily, most Feelgood aficionados who had been fed on a diet of
their pub-rockgigs were disappointed with the band's showingon wax.
The chosen production technique was taken to the pointofabandoning
allideaofoverdubs-andevenrecordinginmono.

Brilleaux's reactionsto criticismof Down By The Jettyrangefromthe
blunt-“We’re notinterested in aproduction exercise, we're arock'n’roll
band” - tothemore considered.

“None of us had much experiencein
thestudio,and it can be adangerous
thingforabandtogointhestudio
forthefirsttimeandthink they're
somesort of Allen Toussaint. And

Wilko's expeditions, or the Figure’s
pile-drivingdrumming which syncs
unobtrusively. Lee’s harp-playing
hasgone fromstrength tostrength
(Little Walter is the biginfluence),
while his gruff, almost sinister vocal
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they'vegotall these marvellousideas
they'vedreamed upwhile theybin
smashed outta their ‘eads for the last
threeyears.

‘Perhapsitdoeslack dynamism
hereand there; perhaps wecould 'ave



DR FEELGOOD

therisk we did than to ‘ave gone overboard with aload of guitarsall herecently said that the Feelgoods were “thebestbandin

added an extracouple of guitars hereand there, butI'd rather have taken WHICH ISPERHAPS what Robert Plant had in mind when
twangyand jingly,and thedrumslikea fuckin’ military band 'cos ofall the world outside of Led Zeppelin”.

theoverdubs... I Allright, so there’sabitof drunken exhilarationin there (itselfa pretty
“It's not a bigcommercial thing that’s gonna comeleapingout the rarecommodity these days), but when youthink aboutit, Dr Feelgood

speakersofeverycarradioin theland;it'smorelikeaJohn Lee 'Ooker have broken most oftherules of whata'70srockband shouldbeand do,

record-it'sall ballsand nothin’ elseand it takes gettin’into.” have made their ownrules as theywentalong, have inspired people to, as
The simplest solution, in fact, is simply to play the bugger ever harder Brilleaux admits, “stick their necks out for theband”.

and turnup the volume control. As afirstalbum, it’saclassicinany case, And that, I would suggest, youcan’tdo unless youcarrywithinyouthe

far from flawless butwith an identity (rememberidentity?) and asizeable | germofwhat thiswholerock’n’rollcaboodleisallabout.

clutch of original songs that putitway up onmostof thelast 12 months’ Buttellus, Lee, how come the Feelgoods were playing the Zep party?

comparablefirstalbums. “Well, Plant'dbeen upto see usa couple of

“Alot of people wanted something closer to times atthis little club upin Dudleynear where

thestage act,” admits Brilleaux, “butwehad to “I Could Sing helives—itwas 'imratherthantherestofthe

say, ‘Look we're notarevival band’, and putting band thatinvited us, like—and it would have

lots of originals on the album wasone way of . b beenbad manners to refuse anyway. I knewit
sayingit.I mean, I don’twantto listento Dr better 1f I d 1a,y wasn’tgoingtodousanyharmto playthere,
Feelgood doing ‘Riot In Cell Block #9". 1got The but the other businessconnectionsithad didn't
Coasters’ version downstairs, which isjust b k b s t b t fallinto place untilafterwards.”

definitive; there’s nothing more to say about al C a 1 b u Thebusiness connectionsreferredtolie

thatsongexceptlive, of course, whenyoucan mostly in the presence of Atlanticboss Ahmet

getanatmosphere.” I 1ike Shouting Ertegun at thegig, who together with Zep

People whowantalive Feelgood album manager Peter Grantwas rumoured tohave

willget one eventuallywhen the timeisright. °L0 » been morethanatrifleinterestedin the boys.

Thenextalbum, it seems, will be adifferent - 1t S fun Notthatthey’re unhappywiththe deal they

pocketofozonealtogether. Forastartthe have here with United Artists—on the contrary

Feelgoods havebeen “experimentingwithafew —simplythatUAaren't planningtorelease

overdubs”in theirstudio, and now feel sufficiently aufaitwithrecording Down By The Jetty Stateside and, well, Atlantic...

techniques to take a few chancesin thatdirection next timeround.In “There wasn'tastroke pulled,” explains Lee. “It wasn’ta number

fact, Sparkois thinking of recording another local band by the name of oranythinglike: ‘Here'sachance foryou boys to prove yourselves.’

Eddie & The Hotrods. Iwasn'teventold Ahmetwould be theretillIarrived. I flipped. Actually,
There'salso several Wilko originalsin variousstages of progression— wethoughteveryone would beinto their pose, but it turned out to be

indeed theband were later witnessed after theinterview getting their agoodgig.”

chopstogether onone such numberunder the helpfulguidance of

producerVic Maile. HATEVER THE BUSINESS machinations that ensue,
Sofarall the group’sown songs have come from Wilko, the bestof V i ; Atlantic or no, the Feelgoods remain the definitive stage act

them, like “All Through The City”, “She Does It Right” and “Keep It Out in Britain and it must surely only be a matter of time before

OfSight”, taut, anguished three-minute numbers tailor-made for the theydo crack the wider markets represented best by the singlesand

band. “Iknow he could write songs that'll stretch out more,” opines Lee. album charts.

“Ithink hewill, eventually. He hasa good sense of melody, but it'sasimple Butwhether “Back In The Night” will be the single that does it for 'em

band, and what with me getting my singing style more from the blues Ihave mydoubts (B-sideisalive cut of Bo Diddley’s “I'mAMan” with

shouters than, uh, Nat King Cole, the melodies have toberestricted. They | Wilkosinging); whichisashame, ‘cosright nowone appearanceofthe

addtotherhythm.” 'Goods on thelikes of Top Of The Pops could well change the Earth's axis
Brilleaux himselfsayshe's rather write one great songthan 50 album and project the UK intoa tropical zone. Something would "appen...

fillers, but thinksthe band mayinclude “Rollin’and Tumblin’”, which “We've done three TV appearances,” said Brilleaux. “TV'45, the Whistle

featureshim onslide guitar. It'saninstrument he plays withall the Test—1thought that 'ad a touch of class, meself—and The Geordie Scene,

considered violence ofademolition hardhat going up againstabrickwall. | andit'sdoubledortrebled ourdooratgigs. Stupid.

Theway theyplayit, the Feelgoods’ “Rollin’ and Tumblin" has moretodo “When we did The Geordie Scenethey putusall on elephantdrums

with early Velvet Underground than with Skip James. —circustubslike-andIlooked down andit wasall theseinfants, these
“lused to play slide when Iwas 16,” Brilleaux says, “on Elmore James nine-year-old girls! I thought, 'l can’tdo thisactin frontof these girls, its

numbers, aswasalltherage then. Then we gotanadvance, I bought evil, there ought tobe alaw against it orsomething.’

meselfaGuildand gotintoitagain. Ithelpsbreak thesound up.” “Imean, I'm notthat much of a pervert.” Neil Spencer ®

Suggestions thatthe 'Goodsare, in fact,in need of afifthinstrument
have not gone unnoticed.

“SometimesIthinkit'dbegoodifwe 'ad anotherinstrument so
we could alllayback a bit more-'cos the smaller theband, the
‘arder you got to work; itmeansyoucan't relyonanyoneelsetodo y 4 :
yourjob. Butthen, that's onereason whyllike working withan ! : h

outfit this size-itmeansyou got to give all you gotevery time.”

Everytime? S ;
“Yeah, it'sa golden rule with the Feelgoods that you give yourlast g -
bittoeverygig. It has tobe. Like in the old days when we were
greedy for bread 'cos we needed it tolive, we often had todouble

upand do two gigsina night,and we'd say, ‘Oh, let’shold back on

thefirst. There’s an old tale they tell in Canvey Island on
Butafter five minutes you couldn’t ‘old back-everybody would : he smell of the oil drifts in f rom
be, ‘Oh, fuck it, Idon’t careif die in the taxi on myway to the next moonless mghts when tf eds£r€ theforlfrn baying
gig, thisis where we are, this one.’ the Estuary and the on.y soun : : bt
“It’samazing. Sometimes youthink, ‘l can’tget on thatstage of the super-tankers mmgled with the cth—cth{' p Of
tonight, mybones ache, I'm completely knackered.’ But you get : ittline his thumb. But you ain’t gonna
out thereand the energy comes from somewhere. God knows dea Johnson whlﬂhg‘fh onth; reiid Sﬁa,’g}, ¢
where.Andit’sgot tobethere, ‘cos that’swhatit’sallabout-that read it here, Pancho. at you areg. i
and nothingmore...” from the harmonica player’s mouth, is the grisly tale of

Dr. Feelgood’s LEE BRILLEAUX and What He Thinks
Of It So Far. By NEIL SPENCER, who’s Feeling Good.
)
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EMMYLOU HARRIS,
BOB MARLEY, STEVE
MARRIOTT AND MORE
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LouReedin
Amsterdamin
March1975,four

monthspriortothe
release of Metal
Machine Music

“Limited appeal”

MM AUG 2 00

Metal Machine Music, is released by RCA this

week - but the company will not be promotingit.
“We’lljust letitwash through the systemin alow-
keyway,” RCA managing director George Lukan told
the Melody Maker this week.

“We're not pushingitbecausewethinkit’sanalbum
whichwillhavelimited appeal. Werealise we can’t
e build Lou Reed’s careeronan albumlike this.”

L. Thealbum hasleft reviewersall but nonplussed.
Metal Machine Musicis four sides of almost
unrelentingelectronicsound, withoutvocalsorany
conventional structure—acomplete departure from
Reed’s previous work.

The Melody Makerlast week said of the album:
“Metal Machine Musicis so oppressive that it denies
anyactive participation on the partof whatever
audience it mayeventuallyreach.

“Ithinkit'ssomethingthathe wanted to get out of his
system,” commented Lukan. “It wasactually duefor
release before Lou Reed Live. He started work on it 12
monthsago, but it wasdelayed.”

Lukan, however, refuted suggestions the albumhas
been put outby Reed asa wayof fulfillingacontracthe
wasunhappywith.

“Relations between theartistand therecord
company have neverbeen better,” he said. “He signed
anewcontractaboutsixornine
monthsago, and there isstill two-
and-a-halftothreeyearstorunon
that. When he comes over for his
Europeandates nextmonth, we
shallbegiving him full back-up.”

Reed, at present, istouringin
Australiaand New Zealand before
embarkingon theStar-Truckin’ 75
European tour, whichincludesa
concertat the ReadingFestivalon
August24.

Heisalsoworkingonanew
album-which promisestobe
areturn to his previous musical
style—forrelease in theautumn.

I-OU REED’S CONTROVERSIAL new album,

b

b
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The1otersat The Elginpub,

Ladbroke Grove,London,

1975:(l-r) Joe Strummer,

Marwood“TheMole”

Chesterton,Richard

"Snakehips” Dudanskiand
. Simon“BigJohn” Cassell

“The cat’s knackers”

MM JULY 26

that I first saw the 101ers. They had a

residency inthe Charlie Pigdog Clubin
West London. It was the kind of place which
held extraordinary promises of violence. You
walkedin, took one look around, and wished
you were the hell out of there.

The general feeling was that something
was going to happen, and whatever that
something was, it wasinevitably going to
involve you. After 10 minutes glancinginto
secluded corners, half-expecting to see
someone having their face decorated with
arazor, the paranoia count was soaring.

The gigthatparticular evening endedin
anear massacre. Asthe101ers screamed their
way through a 20-minute interpretation of
“Gloria” which sounded like the perfect
soundtrack for the last days of the Third
Reich, opposing factions of (I believe) Irish
and gypsies attempted to carve each other
out. Bottles were smashed over defenceless
heads,blades flashed and howlingdogs tore
atone another’s throats, splattering the walls
withblood...Noone, | was convinced, is going
tocrawl out of this one alive...

The band tore on, with Joe Strummer
thrashing away at his guitar like there was
no tomorrow, completely oblivious of the
surrounding carnage. The police finally
arrived, flashingblue lights, sirens, the whole
works. Strummerbattled on. He was finally
confrontedby the imposing figure of the law,
stoppedin mid-flight, staggeredto ahalt and

I TWASSOMETIME backin February

88 | HISTORY OF ROCK 1975

looked up. “Evening, officer,” he said...

The10lersnolonger play at the Charlie
Pigdog Club. “The builders moved in and
startedto wreck the fuckingplace,”
Strummer remarks caustically.

We find them now at the Elginin Ladbroke
Grove,where they have a Thursdayresidency,
involvedin aslight altercation with the
manager. Jules, their newly appointed
manager, and Mick Foote, their driver and
unofficial publicist, are at the bar trying to
placate aband called Lipstick who've turned
up to play at the manager’s
request. The manageris
under the impression that
he’shhired the 101ers for
Monday nights, and Lipstick
for Thursday. Lipstick want
to play.

“Look"”, says Foote, “what
are youdoing on Monday.
Nothing? Right, you play on
fucking Monday, then”

The argument is resolved. The 101ers will
play, Lipstick can watch fromthe sidelines.

The band, according to Strummer (rhythm
guitar and voice), was formed “in a basement
earlylast summer. We had a couple of guitars
and afew Concordspeakers and we thought
we were the cat’sknackers... Hey, d’youwant
toknow how | got my Telecaster? Well, | was
working at the Royal Opera House carrying
out the rubbish. A fucking greatjob. Only had
to worktwo hours of the day. There was this

“You want to see
someone tearing
their soul apart at
36 bars a second”

KEYS 10 YOUR HEART

(sm,,.\msr)

THE 101'ERS

oroue; Reger AT ——
holeinthe basement,
where |'dcreep off to play
guitar. Anyway, the manager found me and
fired me. Gave me £120to get outas soonas
possible.Sol wentoutandscored an AC 30.”

I thought you were goingto tell usabout
your guitar.

“Oh yeah, yeah.| was workingin Hyde Park,
and | met this South American chick who
wanted to get married. To stay in the country,
see? She paid me ahundred quid, so | quit the
job,and got a Telecaster to go with the AC 30...
I'llget the divorce throughin about two years.”

The initial lineup of the band seems to have
varied fromrehearsalto rehearsal, but
eventually anucleus of musicians evolved
around Strummer and they played their first
gig at the Telegraph on Brixton Hill on
September 7 last year.

“We had this fucking
mad Chilean sax player,
Alvaro.He gotusagigata
political benefit for Chilean
refugees. We had five days
toknock something
together, we could only
play six numbers. Then
our fucking drummer went
on holiday. That's when the
Snakesjoinedfor the first time.”

Snakehips Dudanski, former head boy at
Salesian College and zoology student at
Chelsea University, had never played drums
before: “After a couple of days of frantic
practising [ thought | could handle it. [t wasn't
too difficult, | just bashed everything in sight.
Istilldo. There's only one difficulty... playing
with odd sticks. That, and having to buy them

second-hand.”
e Pop from the
beginning

permanently




installed in the rhythm section alongside The
Mole. Like Snakehips, The Mole had never
evenlooked at a musicalinstrument until he
wasinvited to join the 101ers when they were
short of abass player. For such arelatively
immature musical combination, Snakehips
and The Mole lock together magnetically,
thrusting the 101ers along with vicious energy.

Strummer andlead guitarist, Clive WM
Timperley, are the only members of the band
with any substantial musical experience.
Strummer once fronted alegendary outfit
called Johnny & The Vultures backin1973,an
erratic but occasionally stunning formation
that played ahandful of gigs before sinking
without trace. Timperley, affectionately
referred to as Evil by Strummer, hasbeen
playing since the mid-'60s, starting with an
outfit called Captain Rougely's Blues Band,
whichincluded Martin Lamble, the original
drummer with Fairport Convention
(unfortunately killed in aroad accident in
1969). After that he worked his way through
asuccession of none-too-successful bands,
arriving on the 101ers’ doorstepin January.

He'srecently precipitated a minor crisis by
threatening toleave the band.He'shad a
lucrative offer from some “tame-brained
singer-songwriter,” as Strummer describes
him.“He'd be a fucking fool to leave us now.
But we've advertised for anew guitarist...

“We have to be careful. We want a guitarist
for abeat group, we don't want any bloody
acid casualties thinking they're going tojoin
the Grateful Dead. We want someone who
canwhip their axe.Imean, if yougotoseea
rock group youwant to see someone tearing
theirsoul apart at 36 bars asecond, notlisten
to someinstrumental slush. Since '67, music
has been chasingitself up a blind alley with all
that shit.”

Asyoumight have gathered, the101ersare
fairly uncompromising in their attitude
towards most contemporary rock music. They
are about energy: pure rock’n’roll dynamics.
They concentrate almost exclusively on
standard rock material, but their greatest
strength liesin Strummer’s own compositions,
like “Motor, Boys, Motor”, and particularly
“Steamgauge 99" and the stunning “Keys To
Your Heart”, andin his ownragged charisma.
He's a naturally powerful performer, givento
sudden explosions of passion.

“That's whatit's all about. That energy.|
mean, we usually have to do atwo-and-a-half-
hour sethere. If we're on a bill with some other
bands we cut it down to anhour and ahalf. Or
play until they throw us off. Playing thatlong
everynight cankill you. Like, there’s this line in
‘Roll Over Beethoven'...‘Early in the morning,
I'mgiving youmy warning/Don’t you step onmy
blue suede shoes..” Andif you're a classy Chuck
Berrykind of singer, you've got to do the whole
lineinonebreath to keep the energy flowing.

“Straight after that line lusually faint.
Everything goes white. If you haven't eaten
for afewdays and youhaven'thad any sleep,
you just keel over backwards. But | always get
back on my feet for the next line, ‘Hey diddle,
diddle I'm playing my fiddle/I got nothing to
lose...’ That's just such a great line, you've got
to stay on your feet for that.

“Andwe'llalways be on our feet. We're
gonna take this all the way.” allan Jones

Genesisatthe
Academy OfMusic
NYC,May 4,1975

“There is no animosity”

MM SEPT 6

serve our songwriting became our
master and had cooped us up inside the

success we had wanted. Itaffected the
attitudes and the spirit of the whole band.

The musichad notdried up and I still respect
the other musicians, butourroleshad setin
hard. Togetanideathrough “Genesis the Big”
meantshiftingalot more concretethan
before. Foranyband, transferringtheheart
fromidealisticenthusiasm to professionalism
isadifficultoperation. I believe the use of
sound and visualimagescan be developed to
domuchmorethanwehavedone.Butona
largescaleit needs one clearand coherent
direction, which our pseudo-democratic
committee system could not provide.

AsanartistI need to absorb a wide variety of
experiences. Itisdifficulttorespond to
intuition andimpulse withinthelong-term
planningthat theband needed.

IfeltIshouldlook at/learnabout/develop
myself, my creative bits and pieces and pickup
onalot of work going on outside music. Even
thehiddendelightsof vegetable growingand
communitylivingarebeginningtoreveal
theirsecrets. [ could notexpectthe bandtotie
intheir schedules with mybondageto
cabbages. Theincreasein moneyand power, if
Ihadstayed, would have anchored me tothe
spotlights. twasimportant to me togive space
tomy family, which Iwanted to holdtogether

THEVEH[CLE WEhad builtasaco-opto

suddenly in Americalast week.He had apparently played

andtoliberatethe daddyin me.

AlthoughIhaveseenandiearned
agreatdealinthelastsevenyears,
Ifound I had beguntolook at things
asthe famous Gabriel, despite
hiding my occupation whenever
possible, hitchinglifts, etc...

Ihadbegun tothinkin business
terms; useful for an often bitten,
once shy musician, but treating
records and audiencesas money
was taking me away from them.
When performing, there were less

shiversupand downthe spine.

Ibelieve the world had soon to
gothrough adifficult period of
changes. I'mexcited by some ofthe
areascomingthroughtothe
surface which seem to have been
hiddenawayin people’sminds.

Iwanttoexploreand be prepared
tobe open and flexible enough torespond, not
tiedintotheold hierarchy.

Much of my psyche’s ambitionsas “Gabriel
archetypalrockstar” have been fulfilled - alot
oftheego gratification and the needto attract
youngladies, perhaps theresult of frequent
rejection as “Gabriel acne-struck public-
school boy”. However, I can still get offplaying
thestar game onceina while. My future within
music, ifitexists, will be inas manysituations
aspossible. It'sgood to see agrowing number
ofartists breakingdownthe pigeonholes.

Thisisthedifference between the profitable,
compartmentalised batterychickenand
the free-range. Whydid the chickencross the
road anyway?

Thereis no animosity betweenmyselfand
theband ormanagement. Thedecision had
been madesometimeagoand wehavetalked
aboutournewdirection. The reason why my
leaving was notannounced earlier was
becauseIhad been asked todelayuntil they
foundareplacement to plugup the hole. Itis
notimpossible that some ofthem mightwork
with me onother projects.

Thefollowingguesswork haslittlein
commonwith truth: Gabriel left Genesis 1) to
workintheatre; 2) tomake more moneyas
asoloartist;3) todoa“Bowie”;4)todoa
“Ferry”;5)todoa“Furryboa around myneck
andhangmyselfwithit”; 6)togointoan
institution; 7) togosenile in the sticks.

T IMBUCKLEY, THE 27-yéar-old singer and composer, died

agigandreturned tohis hotel, where he was found dead
some hours later. Manager Herb Cohen commented: “It seems to
have been an overdose, but Timwasn'tintodrugs,solcanonly put
it down to misadventure.”

Buckley playedin various country bands and, as a solo singer,
worked in folk clubs around Los Angeles. He was signed by Elektra
in1967, subsequently movingto Reprise. Of his eight albums on
releasein this country, the best-known are probably Goodbye And
Hello and Starsailor, the latter marking amove into avant-garde
jazz.Hislast appearancesin this country werein1974 whenhe
took partinthe Knebworth Park concert and headlined aconcert
atLondon's Rainbow Theatre.

GETTY (2}

“Seems tohave been an overdose”
NME JULY 12
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“People
must have
a leader”

BOB MARLEY

— NMEJULY 19—

TMUSTHAVE heen around the 24th chorus of aseemingly endless
“1Shot The Sheriff” that the audience finally cast aside whatever
resistance they had left and abandoned themselves completely.
Findingout thatreggae isindeed another bag.
I'sbeenanhour-and-a-half ormoresince the Wailers took the stage
for thesecondshow of the night and by now the occupantsofthe club
arewringingsweat out of their jeans. Onstage, Bab Marley seemsoblivious to
thepeoplestandingon the tables, the shouts, and the shady glances his two
girlsingers are exchanging. He'simprovisingwhole new versesto thesong,
gettinginto his weird knees-up/shank-uproutine. Locked inside his persona?
exorcismofemotion, gripped by Rastaspirits, lurching round thestage, hair
explodingoutofthat tautly featured head.
Behindhimon thewallhangsaportraitof Haile Selassie, framedin the
Rastafarian coloursofred, orangeand green, presidingover the proceedings.
“Thisis theTrench Town experience,” says compere and lights man Neville
atthestartoftheshow,andit’s noidle phrase: the Wailers are thesound of the
= Kingstonghetto. Bob Marley isits finest street poet,and thisis the most
!: excitinggigI'veseenin months. »

90 | HISTORY OF ROCK 1975




r
.

BobMarleyonstage e
“1975-it'sthelastquarter ]
beforethe year 2000, and
righteousnessmust vin"

ME JUST WANNH
LIVE,
lI'UNNERS"ﬂlN’

le to e to back up what and
~rown_ 1 do all these things for the benc! efit of we, for | bt € ln A the 1By



IAN DICKSON/GETTY

- 92 JHISTORY OF ROCK 1978

portofcallin asix-week-long tour of the States that's amassed

Marleyand the Wailers astack of rave reviews wherever
they've played and which is due toarrive in England this week for a
disappointinglyshortset of dates prior to the band'sreturn to Jamaica.

Theband have visited the States before - once for ashorttouron their
own;onceplayingback-up toSly& The Family Stone-and each time
received considerably more than amurmurofcritical approval. Infact,
they already command astrongcult followingamongboth black and
white US audiences, afollowing that haswidened with therelease of the
epochal “Natty Dread”.

Butit'sClapton’shitversion of “IShot The Sheriff” that hasintroduced
Marley’sname to mostof the white kids who turn up to see the band. That
andthebuzzthathasrunalongthe hip grapevine; why, onlytwodays
previousto thisgig, NY’s prestigious Village Voicehas given aback page
accolade to theband, headliningMarleyas “The Mick Jagger of Reggae”.
Abitmisleadingthat-irrelevanteven-butstill.

Onthe whole though, reggaeisstillan unknown quantityin the States.
Theonlyhitthatcould vaguelybe called reggaeis “...Sheriff”; they don’t
even get theodd Ken Boothe or John Holtrecord in the chart to keep their
earin.And though “TheHarderThey Come” isahuge cultthing (it'sbeen
playing Boston for three years continuously now), onlyMarley-andtoa
lesserextent Jimmy Cliff- have made anyimpact asindividual artists.

In Boston the Wailersare playingasmallish club thatturnsouttobean
oldhootenannyhauntadozenyearson (“Thegreen pasturesof Harvard
University”) and which normallyhosts its fair share of top-flight rock and
soul acts butnever gets packed like this. The club’srun by earnest
bearded menwhoweartheirhairin ponytails and spend most of the
secondshow each night tryingtokeep peoplein their seats.

Q NDTHIS ISalso Boston, Massachusetts, USof A,alengthy

July19,1975:Bob
Marleyarrivingat
BirminghamOdeon
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Oneturnsangrilyonablack coupledancingin the aisle and received
atorridbadmouthingin Jamaican patois for his troubles. He reels back
confused. Somethingishappeninghere..

Andit'sbeen the same wherever Marley hasplayed -a hidden
underground ofJamaicanimmigrants hasemerged from the ghettosand
transformed theatmosphere of the gigsintosomething morelike the
FourAces, Dalston, than what you might expectin thelikes of Cleveland
and Detroit. In Chicago, forinstance, agangof JArude hoysrefused to
leave theclub betweenshows, scaring the proprietor halfout of hiswits
with What TheyMight Do Next.

Imagine what thegigin New York’s Central Park must have been like,
withacrowd of 15,000, asizeable portion of them from aJamaican
populationestimated “very unofficially” by theconsulatetobearound
250,000 but put nearer twice that figure by sourcescloser to theroots.

some 18 months back with the departure of Peter Tosh and
Bunny Livingston, founder members from way back when in '64
when the Wailers were a five-piece harmony outfit fresh out of school.

ItwasBunny and Tosh who supplied the high, pure Impressions-style
harmonies that were the Wailers’ trademark, matchingtheirname
whilelater,withtheaddition of the Barrett Brothers’ rhythm section,
they played guitarand congas respectively.

Marley's reticent about the reasons for the split: “Mebbe theydon'tlike
thetourtoomuch,” hesays, “but they’restillbrethren, so... greeyat,
y’know, westill play together sometime. But music is musicand me miss
the musicif the musicleave-butthe musicstay...”

He'sright. Themusic has stayed. Some of the pastoral purityofthe old
lineuponnumberslike “Hallelujah Time" has gone, but theinclusion of

T HERE’S BEEN IMPORTANT changes since ! last saw the band
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thel-Three (Judy Mowattand Rita Marley’s back-up
voices) hasre-sensualised the backdrop, whilethe
band asawholehaveanearthy, gutsy powerinlive
performancethat’sonlyhinted atonthealbums.

The performance I'd seen lasttime round was
looser, moreerratic, opening with alengthy
bout of Rastadrummingand chanting, before
movingintoafreewheelingset thathad, for
example, Marleystruttingup anddownthe
stage playingasolochaka-chaka-chakarhythm
for five minutes before the restofthe band
woulddropin behindhim.

Thistimeit’sdifferent. The band, now eight
strongand evidentlydrilled withcommanding
professional thoroughness, surge with power
and breathtakingtightness, loadingevery riff
with poiseand majesty. From the first casual
clatterof Carlton Barrett'sdrums astheysync
into “Trench Town Rock”,it’s obvious thatthe
aforementioned acclaim wasnohollow praise.

Apartfromtheinclusion of Ritaand Judyinto
thelineup, there’sbeenthearrival of AlAnderson, ayoungAmerican
guitarist who playsanalmostsurreptitiouslead, and theequally
youthful Tyrone Downie, whose Hammond organ offers thoughtful
shadingson “NoWoman NoCry”,and who otherwisesets his clarinet
growlingand murmuringinsympathy with therest oftheband.

Theideaofarhythmsectionis redundant here; everyone contributes
tothe sway. Unobtrusive at theback of the stageis Alvin “Seeco”
Patterson, aconstant elder companion to Marley for years, his facelined
andscarred with street experience, and now broughtinon
congas. Marley himself plays thoughtful rhythmguitar (like
Lennonsaid - “It'sanimportant job... tomakeabanddrive”),
scrubbingchords out of his Gibson and subtly but surely
directingtheband’senergy flow.

Behind himisAston “Family Man” Barrett, Marley’sfirst
musical lieutenant on stage and record, underpinningthe
constant fluxwith bass figures thatlope and stalkand aren’t
afraid toleavegaps. His nimble runs contrast withanalmost
studiedlyindolentstance; he hardly seemsto move, peering
under hoodedlids from underhis trademark woolly titfer.

Carlton Barrett (Aston’s brother) is almost equally
inscrutable beneath the longshadow ofhishunting cap.
Heprovidesan unflagging metricfor therestof the group,
goinground his tom-toms at most 20 times per night,
paradiddlesextra.

Butit’sMarley himself who hold the stageand on whom
mosteyesare contenttorest; aslight wiry figurecrowned
with a gorgon'shead of dreadlocksthat bounce and flopand
whirl around a face undergoing a continuous process of
emotional contortion.

Thevoice. Itsrange from the buoyant whoops of ‘Lively Up
Yourself’ to the heartfelt tenderness of “NoWoman No Cry”
(slowed down to halfpace and invested with spellbindingsoul
intensity) istrulyremarkable.

¢ N O WOMAN"IS the only downtempo item on the

bill: otherwise things throb and churn through
anexuberant “Get Up, Stand Up”, the revamped
“Trench Town Rock” (which Marley later tells me will appear
on his nextalbum), atremendous, sweeping “Stir It Up” and
anirresistible “Kinky Reggae”, for me the surprise of the
show. Onrecord it always seemed a slight and strained joke
live, it’sarchetypal dance reggae.
Finally, there’sagrowling, almostsinister “I Rebel Music”
which seems to go on forever. But thenit's all “Rebel Music”
songssmouldering with the anger and lackadaisical humour

. P of the ghetto-laced with ganjaand shot through with the

apocalypticundertonesofRastafarian idealism. Music that
standsup to anythingthat the '70s (or, for that matter, the '60s)
have produced-and whichhas neverlosttouchwithitsroots.
Backstage between shows, Marley, obviously enjoying his
. star status, holds open courtto a procession of well-wishers:
loud American hippies who bring offerings of Colombian

“Ycall me
‘natty ead....
greeyat. Me no
vex meself as
you laugh”

grass, youngJamaicanswho've moved tothe States
toearngood money as welders and buildersand
whoexchange furiousrapid-firerapsin
unintelligible patois.

Streetbrothers, groupies-all millingaboutin

the sweet, heavy smoke of one tiny dressing
room. Ayoungblack with a cornrowhaircut
stickshishead through thedoor andyells,
“Pos’tivevibrations!”

Yeah, mon, pos'tivevibrations,” replies
Marley, grinningfit tocrack hisface.

On the wall of Marley’s motel room there’s
alargehand-made poster for the Wailers’ tour
thathas the same phrase scrawled acrossthe
bottom, bigand fat: “POSITIVEVIBRATIONS”.

It'sa phrase thathe’s particularly fond of.
More, it'sakeystone intheman’sapproach to
life-astrong, straightforward approach that
reflects both the man’s personal characterand
hisbeliefin theidealsof Rastafarianism.

You can’t get farintoroots reggae without
confrontingthe stumbling block of Rastafarianism. Walk past any record
storein areas like Stoke Newington or Brixton in London, Moss Side in
Manchester, wherever, and you'll hear the likes of Big Youth or Johnny
Clarkewailin’ about “movingoutta Babylon", and about the youth who
are“dreader thandread”. Orjust check out “Natty Dread" itself, abrilliant
calltoculturalarms-ask Bob Marley about Rasta beliefs and you'liget
linesfromhissongs quoted back at you.

You can’t paraphrase the Rasta doctrineintoa few flippant paragraphs
~it’sreligion, revolution, lifestyle, music, fashion, even.... asystem of
beliefbased ontextsfromthe Bible thatlikens the black man’s
estrangementfrom Africa, via slavery, to the tribes of Israel cast out of
their homeland into Babylon. And which takes Haile Selassie, emperor
of Ethiopia (now deposed as “Ras Tafari" - the “Head Creator”; “The Lion
Judahwhoshallbreak every chain”, asthe Bibletells it.

Perhaps most ofall Rastaisaninspiration for the downtrodden, anidea
that cementsthe brethren (who callthemselves “1”) together. Youdon't
havetobe “nattydread” to be a Rasta, but the dreadlocks that Marley
proudly sports—intruth they'rereachingepic proportions-are partof
thebelief, an outward symbol of his faith.

“Plenty people have the wrongidea about thislocksthing,” hesays,
twirlingaclutchofbraids. “Likel read inamagazine: ‘Marleycameon
stage with his waxedlocks.' Now that is very much alie, because  could
never sitdown and put waxon my ‘air, my wool, tokeepit together. It
would beclammyand stink, mon. Themblind, mon! This come natural.”

Theterm “nattydread” itselfis a verbal osmosisfrom “knotty head”: the
kind ofthingthe shantytown kids might yell after aRastaragamuffin.

“Y’know, people used to call you ‘natty 'ead’ asan insult, but me useit as
acrown, cos met'ink positive, mon. Mecrown meself withiit.

“Y'callme’‘natty’ead’... greeyat,” he chuckles, “because who care what
youtink? Meno vex meself while youlaugh. Laughand the world laugh,
mon, so medigit, so melive.

“Y’see, me personally jus’ wanna live, y’know wh'mean? That’s all me
wannado-t'ink positiveabouteveryoneand everything, pureandclean,
and mecanwalkanddothingsfreely.”

There’s passion in his voice and laughter in his speech. The talk about
freedomisnoempty mouthing;backhomeinJA, Marleylivesthe Rasta
lifestyle; footloose, fancy free... and constantly and righteously ripped
onthefierceJamaicanganja (grass) that the Rastas hold sacred.

FreetoobecauseoftheRastafaiththatallthingsthatJah (God)doesare
forthebest.Inthissense, the Rastasare passive, content tolet the world
rushabout itsmad business while they concentrateon matters spiritual.
“Love and peace” wasa Rasta greeting before the hippies were thought of.
It’sa passiveattitude thatextendseventotherecent deposition of Selassie
by theEthiopian military.

“WhatJah do welldonemon... 'mdo all these things for the benefit of
we, for the benefit of the people of Ethiopia. It justachange, acycle...”

I mention that Selassieis now avery old man. Marley laughsin disbelief:
“Imeveryoung, the youngest manon Earth. “Imcontrol time.”

Interestingly, Selassie himselfhas never acknowledged the divinity
bestowed upon him by the Rastas-though equally he’sneverdeniedit
either.Inanycase, hiscoronationin 1930 was taken as fulfilment of the
fire-eating prophecies of Marcus Garveyinthe '20s (the John the Baptist »
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ofthe movement) that theblack man inthe West would not be free until
ablackkingwascrownedinAfrica.

“Peoplemusthavealeader. Themsay theantsdon’thave no leaderbut
they gather food and move together, but don't think people can do that.
You must avealeader,and wechooseadivinekinginstead ofapaolitician.
'E'snotjustlikeone person;it’sone way of thinking.Jahisyouraim, one
aim,whichislifeandlove...”

Michael, asoft-spoken fellow, whois travellingcompanion and cook for
theband (manyRastasdon’t eat meatorsalt), nodsaffirmatively. He’s
beenreading passages from his huge battered black Bibleto me to back
upwhatheand Bobhavebeen telling me about the Rastas; Revelation 5
and 19 forexample: “There shall bewarsand rumoursof wars... Efraim
shall not vex judah.

“It’sthelastdays withoutadoubt,” he says quietly. “1975, it’s the last
quarter before the year 2000, and righteousness—the positive way of
thinking-mustwin, good overevil, we're confident of victory. ..’

Before theend of the century, see, comes the Apocaly pse, the Second
Coming, wherein the “West shall perish” and “Righteousness cover the
earth”-amessage that’sillustrated musically on trackslike “Revolution”.

It’sthesortofbiblicalinterpretation that’scaused deep enmity between
the Rastasand theestablished Christianchurch-anenmity that crops
upinMarley’s “Talking Blues™:

“’Cos I feel like bombinga church/Now L know the preacheris lying."

“Politicsand church,” opines Marley, “are thesame thing. Them keep
thepeopleinignorance, and Jah no goin’ come andsay, ‘l am God and you
should praiseme,” he cackled heartily at the thought.

“These guyswho preach arefalse-y'don’t 'ear the preacher say God
willreturntoEarth within 2,000 years—how comeyoudon’t hear thatin
churchifit’sin the Bible? The greatest thingthemcansayisabout death

‘costhemsay youdieand go to 'eaven afterall thissufferation. Togo
through allsufferation for that!S'like after me sick, me go to the doctor.
No, the greatest thingislife, mon,life.”

Michael quotes softly from Jeremiah 23: “Woe to the pastors who
destroyandscatter thesheep of my pasture, said the Lord...”

“Politicians,” continues Marley with avengeance, “theyaredevils,
devils whocorrupt. They don't smoke 'erb [ganja], because when y‘smoke
y'thinkalike,and themdon’twant that...”

Heavystuffindeed, clearly notthe sort of thingyou kickaround atan
interview with most rock bands, especially not on tourin America. But
with Marleyit’saninescapableconfrontation.

Atonepointduringthe proceedings, after Michael has murmured
Psalm 57, Bob reclinesand gazes meditatively upward.

Y’know, Jah appear tomeinavision-and everytime he look just a bit
older than me.’Imdon’tlook 90year old oranything-likeif 'm 30 [which
heis], then’Imlook about 35. Man, it’s so sweet; it'sme brother, me father,
me mother, mecreator,everything...”
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June18,1975:Marleyand
the Wailersattractarecord
15,009 crowdtothe
SchaeferFestival,held
annually at the Wollmanice
rinkinCentralPark,NYC

It’'sananecdote that might well lay behind anew songthat Bob tells me
he’swrittencalled “Natural Mystic”: “Many more will ‘ave todie, nany
more will avetocry,” he quotes.

“It's like people ask you plenty questions but you can’tanswerall of
them, butyoustilltry.”

Hmmm. Very apt.

wigging out the British-orientated middle and upper classes of
Jamaica. As an excellent article by Michael Thomasin Rolling
Stonesome two years back put it:

“The Rastas were makingabizarre publicdisplay of pissingon
everythingupward thatthe middle class believed in, rejecting their
entireearthlyexistence wholesale... and theybecame foratime the
scapegoatsofa frightened society.”

Sincethentherulingelite and comfortable middle classes have realised
that the Rastas are more interested in theirown spirituality thanin
overthrowingthe government. “Wedon’t consider the Rastasa problem
anymore,” said Jamaican foreign minister Dudley Thompsonrecently,
“onlya phenomenon.” Afterall, with anapocalypse on the way, youdon't
needto getinvolved with revolutionary politics.

“Medon’twant fight noguy with noguns,” confirms Marley. “We
mustn'tfight for my right, my right must come to me. You stand up for
yourrightanddon'tgive up the fight (aquote from ‘Get Up, Stand Up’],
butyoudon't fight for yourright.”

Still, phenomenon or problem, the Rastas are here tostay. “What was
once Rasta cultureisnow Jamaican culture,” said Perry Henzell, the
white Jamaican whoproduced and directed Tie Harder They Come.
“There’snodividingthetwo.”

Certainly throughout the history of Jamaican music, it's been the
Rastas whohave supplied theimpetusforchange, workingagainst the
orthodoxy of the hustlers and record company pirates thatman the
cut-throatJamaican music business, to evolve anewdistinctive music.
Fromtheroots.

Marley wilt tell you how it was musicians like Roland Alphonso, Tommy
McCook, Ernie Ranglinand mostofall Don Drummond-abrilliant
Rastatrombonist who spent the last daysofhislifein amadhouse -who
started the “ska” movementbackin the early '60s; apool of musicians
who often recorded under the collective name of The Skatalites.
(Remember thecrazybrass of “Guns Of Navarone”?)

The Skatalites played on some of the earliest Wailers tracks, whenthe
group were cutting hits for Clement Dodd first as a vocal quintet, then
avocaltrio. Numberslike “Simmer Down” and “Put1tOn”, and later
still“RudeBoy”, one of the first records to herald the metamorphosis of
skaintothemoreearthyand compelling “rock steady” rhythmsofthe
middle’60s.

O NEWAY AND another, it’s easy to seehow the Rastashave been



"RudeBoy” alsostarted acraze for “rudie” records, based onand
appealingtothe hard-livingwild youth of the Kingston ghetto. The
outlawRudiewas also anidentity that Bob, Bunnyand Tosh themselves
baskedin. Thesuccessoftheirrecordsinspired theband tosplitfrom
Coxsone andstarttheirown label-WailingSoul-named after the
Wailersandagirlieoutfitcalled TheSoulettes, which was the basis for
whatarenow thel-Three.

Thelabel folded.

“lthought me no gonna work for no oneagain, sowe splitfrom Coxsone

weformWailin’ Soul, butlike, 1don’tknow 'owt about the business, and
megetcaughtagain,”admits Marley. ‘Bend Down Low’ was Number One
inJamaicaat thetime, but them pressitandsellit-itwasablack market
typeo’business.”

There was also jail sentenceson first Bunny,and then Bob, onganjaraps

-events which, in the contextofthe JA musicbiz, areopen to
Machiavellianinterpretation, though later Marley glossesover the
incident to me withamurmurabout beingheld
forafewhoursfordrivingwithoutalicence. It’s
typical of hisenigmaticstyle.

Nomatter, the failure of Wailing Soul caused
atemporary hiatusinthegroup’soutput.

Marley left for the States,and later, after being
signed by Johnny Nash and his manager, to
Sweden foranabortive projecton afilmscore.
Nodoubt, itwasabittertimefor him.

Whatever, the group’s '69 comebackwith crack
producer LeePerryushered in anew period of
creativity, with songslike “Duppy Conqueror”,
“SoulRebel” and “Small Axe”, some of which
haveappearedinrevamped formon thelsland
trilogy,and whichscorched theirwayinto the JA
chartsatthetime.

Withina coupleof years, thegroup werebiggerthaneverand had
split from Perryandestablished theirown Tuff Gong label, which still
handles theirmaterial today, aswell as that by the I-Threeand the
solo output of FamilyMan, Bunnyand Tosh.

Marleyisbitterin his condemnation of the music sceneat home. He
hasalist of dues paid thatare second tonone-ripped off, exploited
and conned.

“Themguyson themachine (the producers],all them wannadois
‘ustle quick-like you find aguy put out 200 songs ayear with 60
differentsingers (/aughs). And like them guys don’t play no music,
themonlyhave theequipment, and themtryand makeitsoyou don’t
getnomoney.”

Herecallswith gleehowtheartists themselves—and not theall-
important production bosses—initiated the reggae rhythmsof the
late '60s to escape from the cripplingmonopoly of the trade:

“Themguysonthemachine'aveal/therock steady, sowe come up
withsomething new, westart toplayreggae, andall therock steady
them’ave them'aveto parkit, ‘cos reggae take over. But thetypeof
people who flood the market—it's like yer getting dregsof water
instead of clean water, mon.

AskMarley whohelikeson thecurrent Jamaicanrecording scene
and he'll tellyou: “Meloveall the reggae artists, man, knowing that
they don’tunderstand thesituationand that themcan dobetter. Me
love allof them, 'cos them "avethe same feelingasme.”

ITH HISSIGNING to Island in 1972 and prior to that
; / g ; theestablishment of a regular self-sufficient lineup
thathad imported the Barrett brothers’ rhythm
section from Lee Perry’s studio band, the Upsetters, Marley's
daysofartistic frustration and being ripped off are hopefully
athingof the past.

Certainly theextended studio timethat the Island deal allowed
him, together with decent production facilities, resulted with
Catch AFireina profound departure from the primitive production
standards that had been associated sometimes unfairlywith reggae
uptothattime.

Unlike otherreggaeartists—Jimmy Cliffis the most outstanding
example-whohavelostboth theirmusical rootsand theirroots
appealinanattempt to “gocommercial”, the Wailers (or “Bob Marley
&TheWailers” asthetitle goes thesedays) still get Number Oneson
theJAchartswithdisconcertingregularity. Tothe JAyouth, Marley is

“T’hem guys
have the
equipment, so
you don’t get
no money’

BOB MARLEY

stilla“soulrebel”,an outlaw hero whostands alongside latter-day Rasta
idolslike Augustus Pablo, [-Roy and U-Roy and the whole gamut of dub
andvoiceoverartists (and even producerslike King Tubby and Perry)
who, unlike Marley, don’t get covered in the white rock press.

Not yetatleast. They're simply too far out. Until white ears get
accustomed to theirbizarre production tricks and uncompromising
rhythmicconcentration.

Whether Marley can escape from being merelyarock cult—albeita
headilyfanaticone-and makethekind ofbreakthrough that would take
himintothealbumchartsremains to beseen. Butasone commentator
remarked last week, thatisn’tlikely to happen until his musicisgiven the
radioairplay now afforded to both black funkadelics and white rock. A hit
singlemightshakenations.

Though at themoment Marley says he’s not really concentrating too
muchon hisnextalbum, healready has afew numbers written and ready.
Apartfromtheaforementioned “Natural Mystic”, there’sanumbercalled
“IrieRidin'" and anothercalled “Turn Over” that
Marleydescribesas “asonglike ‘Bend Down
Low’ orthatintricatelovesongtypeo’'bag.”

There’salsotobearestyled version of his first
Tuff Gongsmash, “Trench Town Rock”, which
already playsaprominentpartinhisstageact.

Aslleave theinterview, Marley'salready
jugglingafootball on his feet, itching for what
isapparentlyalengthy daily workout (his
physical conditionis prettyimpressive). Back
home, he tells me, they have a Tuff Gongteam
thathasAlanColeasskipper—aRastawhospent
atime playingat topclublevelinBrazil. Ateam
fuelled onganjacould take over the world.

Neil Spencer ®

July24,1975:
Marleyatthe
offices oflsland
Records,London
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goingback to England?” Rod Stewart, Britt
Ekland at his elbow, backed away harassed and
slightly stunned by a press conference that had
almost become a punch-up.

“What'’sitgot todo withmusic?” called out Rod
torock specialists asthey too became embroiled
intheimbroglio, aconfused heap of humanity
shoving'midst blazing TV lights and flashguns,
andwhirring, myriad sound recorders.

Ithappened in Dublinlast week, the
Georgian city with built-inseabreezes,
which took asuddeninfluxofstarsand
reporters withadmirablecalmanda
philosophical glass of Guinness. Rod
Stewart’sincometaxaffairsareas

E interesting as Rod Stewart’s window
¢ cleaner’sbill. Both areof passing »
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concern toanonymousclerksin Manchesteror Leeds, the
aforementioned window cleanerand MrStewart’saccountants. And yet
last week taxaffairshad becomeastory, and one subject to accusations,
denials, threatsand apologies.

Apartfromhurlingacue sheet ata persistent TV reporter and
demanding: “Willsomeone show thismanthe door?” Rod and Britt kept
theircool. Intruth, they might have expected somethingof thesort,
having made themselvesavailablein spectacular fashion.

Rod, the Faces-lessman of pop (until they get toget her for their next
tour) and Britt, the beautiful actress once betrothed to Peter Sellersand
now escortingRod on peregrinationsabout theglobe, had beenona
country-hopping promotion trip thatkept themin the headlinesfor the
best part ofaweek. They headed from the Continent 1o Dublin, ostensibly
forapressreceptiontohelplaunch Rod’s new album Arlantic Crossing.

Itwas understood he couldn’tcomeinto Britain,and hastoliveabroad
inorder toavoid crippling taxation. But when newspaper reportsclaimed
Rod wasavoiding paymentofaspecific bill, then apologies were called
forandreceived. Thusended the matter, butsaid Rod after the Dublin
press conference: “They made mefeellikeacriminal.” And accordingto
Mike Gill of Gaff Management, Rod's aide-de-
camp,oneinterviewer had confidently told
someoneat the press conference: “We're going
togetthisbastard.” The “someone” happened o
be Rod’s lawyer.

Rod andBrittsatbehind a desk, and then
began tostruggle round theroom, Rod finally
sinkingintoacornerwith a protectivescreen
ofrock writers. Butthe haranguingcontinued.
Rod wasespecially startled by one voluble gent
who, it turned out, was actually makingan
impassioned case for his defence. Another
yelled: “Why don’t youmake your contribution
to the Britisheconomy? They need the money!”

“lknow they do,” said Rod. “Ofcourse they
do...” (mmutter, mutter, repeatedcriesof, “Arrgh,
you'reabig money-spinner,” from Irish pressmen) “... .look, can I getaword
inedgeways? When they ask me for the tax, I shall payit, butI've not been
askedyet." Rod looked up, hollow-cheeked and glassy-eyed. “Does
anybodyreally feel sorry for us?” hesaid suddenly, as the barrage sunk in.

“Yeah, I feel sorryforyou.1don’tiike tosee a bloke knocked for most of
hisbread.” The PRhands of Gillemerged at this pointand wheeled
Rodneyout of theroom, away from the confused babble and any further
questioning for the night. Rod and Britt spent the rest of the eveningwith
Rod’s parentsin thesanctuaryofhissuite, hiddeninapartofthe hotel
accessibleonlybyasecretroute through aservicelift.

Next morning, Rod had divested himselfof theless-than-attractive-
pink-striped suitinwhich he had firstappeared. He was clad in far more
soberand pleasingattire, designed not to offend eyes tender from the
overnightexcesses. | methimupin theverandahsuite, where Britt
floated around, acool, unperturbedand charminglady whoseemed
tolerant of the Stewartlifestyle, if not wholly enamoured withiits
drawbacks. Rodsaton thesetieeand spoke quietly, hisnormal ebullience
slightlydimmed, but there were flashes of the old laconichumour.

Heonly became depressed on two subjects, taxation and Kenney Jones,
thelatter havingannounced thissame historic week that Rod’s departure
to Americahad costhim many thousandsin lostearning power from
cancelled Faces dates.

“There’snotataxbill,” said Rod glumlyand barelyaudible, on the first
matter. “There’snowrit. [ain’tbeen shown ataxbill,and whenlam I shall
payit, likeeverybodyelse does, by the year.”

Butwhatabout thealleged £750,000 tax arrears?

“There’s not thatmuch money in thewaorld,” quoth Rod. “Thewhole
business made mefeelterrible. And yesterday that pressconference
made mefeel likea criminal. I felt
like Lee Harvey Oswald or
somebody. And as|said toyou, ithad R(lDSl‘EWAK /4
nothingtodowithmusic. It wasall X e
sosordid; I reallyfeltlikerunning . .
away yesterday, but thatwouldn’t
have solved anything.”

Tell usabout thealbum then, Rod.

“Ah!ltwasdonewiththerhythm
section I'vealwayswanted torecord
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“I want to
use a huge
orchestra —
I wanna do

it classy”

LANTIC( RO

with, the MG's, Steve Cropper, Al Jackson, Duck Dunn, Muscle Shoals
rhythmsection,andleven used Al Green’srhythm section.

“Tom Dowd got it all together. He'ssuch an incredible producer. I played
himasonglwanted todoand hepicked therhythmsection. lwanted to
do‘ThisOld Heart Of Mine’,y’know, and itwas hisidea to use Al Green's
section and go down to Memphis, which wasgreat. [ can'twaitto hear it
piayedin Tramps! Yeah, these were all theguys ! used tolisten toand Tom
Dowd-well, he'salegend, ain'the? [t really was somethingtosingwitha
bandanda producer that’ve worked with Otis Redding. Of course you've
gottomould them the way you want them toplay.

“Apart from Steve Cropper, who plays arecognisable style, theothers
don’tsoundanythinglike the MG’s, or the thythmsection that made
‘Spanish Harlem’; theyreally playincredibly good whiterock'n’roll.
There’sonly onesoul numberandthat’sthe Al Greensong. Wesstarted
workonitlast Aprilandfinished about four weeks ago.

“Itonlytook three weeks'solid recordingtimetodoit. Whenanalbum
isonly40 minuteslong, I'mafirm believer thatit shouldn't takeayear o
make. | thinkIcould make anotherone before Christmas.”

Did Rod feel he had been in good voice on this one?

“Mmm,yeah.lknewwhat thevocalswould
belike 'cos I'd prepared all the tracks before
Iwentdownthere. There're fiveoriginalsonit,
whichisarecord forme. Usuallyl canonly
muster up twoor threesongs.

“Butit'sgoingto be awkward nowinthenext
fewweeks, what withmemakingthisalbumon
meown, and knowingthatall theguys that
playedonthealbumwanttotourwithme.Ifthe
Facesaregoingtobreak up, thenthey’re going
tobreak upin thenextfew months; that’sif
they’regonnabreak up.

“Y'know, with Woody being with the Stones
[Ronald Wood, guitar player, black hair, smiles
alot] and me doingwhat I'm doing, there’sno
reason forustobreak up.”

Sothere’ll benoofficial split, it’lIljustgrind toahalt?

“No.Ifwe'regoingtobreak upitwill be official if Woody does decide to
jointheStones.”

ltrestsonhisdecision? “Well, italso hinges on my decision because
Iwanttorecreate thesound! putonthisrecord. That'swhy'maimingto
get Steve Cropper to play with uslive, because I wanted twoguitars. Soit’s
probably up to meand him. Whatare the odds? Well, I'd say thereisa 20
percentchanceofus breakingup.”

Isthereanybad feelingbetween Rod and the band, bearingin mind
Kenneyjones’reported outburst?

“I'vereally got to putKenneyin his place, because that was the most
unfair thing. Ilove him very much, but if Kenney remembers when we
werealtinthe Statesonthelasttour, weall decided we were going o go
andlivein America because it was better for the music, right?

“Asithappensthere’sonly me and Woody have decided todo it and
Ithink heisgoingtolive in LosAngeles, so Kenneywas completely out
oforder. And those English gigs he talked abourwere neverreally on,
because Woody was doingthe Stones tourand he knew that.”

SoRod had noplanstocomeback to England?

“Tolive? Nah.I'llbecomingback totour, nextyear.”

With theAmerican musicians?

“That’swhat I'dliketodo. Not only that, I want to useahuge orchestra
-lwannadoitclassy. It'stheambition ofalifetime and I'm halfway there,
havingmadearecordwith theguysI've alwayswanted to work with. But
tobring’emover and play the Royal Festival Hall, I'd love todo that.I've
neverdoneasoloconcertand it’s nearernow thanit'severbeen.”

Whynotinthe past? Was it becauseof loyalty toother people? “Yeah,
I've beenincrediblyloyal to theband, and whether that's beenagood
thing, ldunno. Yeah, it's been agood
thing, they’reagood bunch oflads.”

T HELADSSEEMED to play
*s lessapartintheaffairs of Rod
- : now that Miss Ekland loomed
solargein hislife. Had theyin fact
already secretly married?
“No,werenot married,and if we

did, youwouldbethe first toknow.



ROD STEWART

involvedinallthat. ltwouldjustbeaheadache. The
ideaisgoodifyou’regoingtotryand get somenew
people together, and there are some good new
musiciansin England.

“My nephew has got areally good rock’n’roll band.
He’sonly 18,and theyplayup in theirattic. They've

We'd never keep that secret. We'll not get married yet
-definitely not.”
No marriage; then how about someconcerts,a
touch of therock’n’roll thatbroughtusalltogether?
“We'rejust doingthisAmericantourand when
that’sfinished I don’tknow what we’re supposed to

bedoing. Thatstartson August 15 provided Woody is gotmore than three chords, five chords between
stillalive.1don’t know, he might have passed away. fourof them, whichis acouple morethan Jimmy Reed'sgot.

“Whatlwanttodoisrecreatethesound we'vegotonthisatbum.l’llbe “There’realot ofgood musicians, but notalotofthem haveanycharisma,
really pissed offif we don't. Tetsu has got to copy things that Duck Dunn there’snocharmaboutthem. Ace had an enormoussingle and afairly big
has played [Tetsu Yamauchi, Japanese bass guitarist replaced Ronald album, butlcan’t ever see them playing Madison Square Garden.

Lanein 1973). Well, not copy note for note, but getsomesort of “Bad Companyare doingwell,and I went to see them at the Forum, and
reproduction. They should have had a tape of the album by now, because they’regoingtobe huge, and I'm pleased because they’re my favourite
lwanted them to have copies before anybody. band. Butthe superstarsseem to havecometoadead halt.

“Ihopethiswon’tbea farewell tour, but if we break up afterwards, well Frankie Millerissomebody!like; I think he’ll probably do what Joe
thatwillbeit. I’sreallyup to theothers and theirattitude. I've told them Cocker did. He's the Scots boy-alot of good thingscoming out of
thattodayyou'vereally got to puton abigstage production and reallytry Scotland just lately. Yeah, Frankie Miller I'd like to seehappen. He’sone
torecreate what you've goton records. It’snogood doingit half-hearted of thebestsingers I've heardforalongtime.”
andjumpingaround all overthe stage to cover up for whatyou can’t play. Butitwastaxtimeagain, Rod. National press boys and girls were
Soit’suptotheboys, iftheywanttogoalongwithit. We'llgetanorchestra. | patiently waitingtheir turn foracross-examination. Aslfiltered out,
Costsalot of money, 1 know, butthey’l1be travelling with uson this tour.” theyfilteredin. How much ofasaving had histaxexilebeen? Had he

How did Rod think the newalbumwouldbeaccepted? Wasita doneadeal with the USgovernment?
breakthrough for him?Somescribeshadalready aired the view thatit was “I'dbesilly totell you that,” said Rod. “Look,” and he spoke with the
no Every Picture Tells A Story (Mercury 6338 063, released 1971). He began determination ofaman havingthelast word, “compared to what many
topaceabout theroom while Britt answered the everringing telephone. Americansearn,'mnotahigh-earner. There was no deal done. I just

“Musicallyit’sabreakthrough, and anyway, everythingabout itis applied foraresidency, that’sall.
different. Everything. And you never know how it's going to beaccepted. “I'mNOT amillionaire. ThenumberoftimesI'veread thatI'ma
It might fallflaton its face. When1did myotheralbumsfusedtotryto millionaire, andit’scodswallop. And 'm NOT ataxexile. That's NOT
explaintoeverybodywhat I wanted. You'd say, ‘Thesonggoeslike this, thereason 1 left thecountry. Thefact thatl metBritthad alot to do with
andplayitandsingit-itwasareal headache. meleaving.”

“Iwent down to Muscle Shoals tomeet Barry Beckett, the big piano But Rod’s most startling, outburst camelast. “I don’t really want to make
player downthere,and he'dlisten to thesong, and writeitdownin anymorealbumswiththe Faces. We've had five good attempts atalbums
figures. They don’t write musicin the traditional way, they put four, four, and only madeonegood one, A Nod'’s As Good As A Wink,and they're not
dash, dash, two, two, dash, dash...and theysay, ‘Isthat how youwantit? accepted like mine, and that’s not through want of trying. We’lljust have
and playitbacktoyou. tositdown and decide whatwewannado.”

“Then they Xeroxthebits of paperand giveittothedrummerand the If Dublinwas ariot, then I'vea feeling the real conference willbe when
bass player and the guitarist,and just play it. | don’tknow how it works, Rod and the Faces finally meet up again in Miami. But remember, lads - E
butit’ssomethingtheyinventeddownin Memphis.” don’tdoanythinghasty. Chris Weich ® o

Whatinblazes would the other Faces (Ian McLagan, Kenney
Jones, Ronnie Wood and Tetsu) doiftheband does fold?
“I'venoidea. Butl definitely hopeit doesn’t comeabout, butl

s : :
must behonest, thisis the nearest we'veeverbeen toit. Nogood RodandagirlfriendBritt

beatingaroundthe bush. Of course it's harder for them to leave - EklandinNew York

England and cometo theStates, because they’reall married ‘ Harbourtofilmaprome
. X . forhiscoverof Gavin

and gotkids and sertled downineverysense. Meand Brittare _ - Sutherland's"Sailing”

free: freeofallties, trousersand belts!”

Talkingofties, what happened about Rod’s record company
wrangles, presumablyall was resolved? “Yeah, I'm with Warner
Brothersnow. It took along time. It’s niceto havearecord
company behind youand | feel | have. Mercury Records did me
allright, Imustadmit... but oh dear, I feel terribly down.” Rod
slumped furtherinthesettee. “Aren’tyou?” he asked, looking at
Britt. “What?” Sheraised an eyebrow. “Down.”

“Wegotsuchabeating,” said Britt. “We didn’t expect it; people
had beensokind to useverywhere. Here theyarenot so
interested in the creativeside. In Europe theyare happytosee
ustogether, and they don’tcare about his moneyorwhatever.”

Said Rod: “Did yousee that thing in the Sunday papersin
England acoupleof monthsago? It wasabouta window-
cleaningbill for 52 quid. Did you seeit?

“It wasa headlineand halfa page. That could only happenin
Britain. Ridiculous. There must be moreimportant things to
write about than mybloody window-cleaningbills. And that
has happenedto me somany times thatit's pathetic!

“Ilike to be writtenabout... butl'd rather notread about
myselfifit'sgoingtobethiskind ofstuffput down people’s
throats. I'mgetting abit fedup with it. We wanted tocomeand
dothis, totalkabout themusic.”

Did Rod ever feel the desireto run hisown label and record
orproduce new talent? There had been rumourshewas to buy
GM Records. Helaughed.

“lwouldn’tbuy that! Wot, buy mymanager’slabel? 1 was
thinkingabout havingme ownlabel, but no, I don’t wani to get




1975

JULY - SEPTEMBER

M SteveMarriott

B abouttocookhis
gooseatBechive
Cottage,Moreton,
Essex,1975




iSS0
broke, he’s had to eat his
horse. Where’s all the cash
gone? “We earned a hell of
a lot of money,” he says of
, “but we spent
a hell of a lot of money.”

“I'm skint.

T as

STEVE MARRIOTT

skint as

skint 18"

JOE STEVENS

NME

TSEEMED LIKE astraightforward question tome:
“Why are Humble Pie no more?” That's alll asked. And
back came Marriott's smart-ass retort: “They broke up”,
which has both Marriottand the rest of his gang swilling
intheirownlaughter.

Some way tostart an interview, huh? But then Marriott’s
anaggressivelittleguy with the kind of punk ambience that often
surrounds ex-mod rock stars who don'texactty have todip their
necks to walk through doorways. Musicianslike Paul Kossoffor
even Steve Marriott’s old piano-bashingcolleague from the Small
Faces, lan McLagan, have that very samevibe about them.

In fact today Marriottlooksjustlikeanold modcaughtupin
atimewarp. His hair isclosely cropped tohis skulland hissidies
stretch agood twoinchesbelow hisearlobes. And hisshoesare
straightout of '65. No stack heels for Marriott.

We'reamile ortwodown from Steve’sgaffin Morton, Essex, in
thevillageitself. The pub'scalled The White Harrand it’sabout
asEnglishasJohn Betjeman. Marriottand hisnewband, Steve
Marriott’sAll Stars, areall sat togetherlike. They comprise
drummer lan Wallace, Mickey Finn (not the same bloke who
once played with Bolan) onrhythmguitar (“He playsjustlike »
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Keef,” are Marriott’s words on Finn’s musicianship) and one GregRidley,
whountilaveryshort timeago, formed athird of Humble Pie’ssplinter
group, Strange Brew.

Brewnevereven gotasfarastherecordingstudioand are now looking
fortwo musicianstotake Ridley’s place.

“They never managedto get further than afewrehearsals because of
contractsandfinancialsituations. it was mostly me hangingeverything
upbecause | wastheonly one that was contracted. It was impossible for it
togoanyfurtherthanitdid. Likeeverythingelse, it seemed like agreat
ideaat thetime,” says Ridley.

Buthowcomeyougotthatfarintoitifthere were contractual problems?

“Ifoundout that nobody could find out howlong I was contracted for,”
heretorts.

That hasthe wholetablein near hystericstoo.

Butback tothePie, who afterseven years together, duringwhich time
they toured Americasome 22 times and recorded ninealbums, closed up
shop, thoughvilerumourhadindicated for sometime thataltwasn™
well. Anyway,an American tour was planned-a “farewelliour” as they
say - completed and now Pieare no more.

InEngland, the band never fulfitled their expected selling potential,
although thisdoesn’t worry Marriott too muchat all; nothingseems
toworry himatall today, noteven the fact that he's penniless and has
toworry about where the next can of pet food is coming from for his
dogs (honest, guv, that’swhat he said). But more about the Marriott
financeslater...

“They [the Pie] werebigwith the people wholiked theminthis
country,” Stevesaysevasively. “That’s what counts”.

Buttheydidn'tsellanawfullot of albums UKsville.

“Oh, ’'mnot worried about that. All I'm worried about was filling out
ourgigs, and that’swhatwe did. That pleased me.

Actually, Iremember goingtoagigin Birminghamon [lumble Pie’s
last Britishtour thatwasn’tentirely filled out. Still, the band had their
momentsin their nativeland, evenifonlyacoupleoftheiralbums,
Smokin'and Rock On, entirelyreflected Marriott’sundeniabletalent.

InAmericaitwasadifferentstory, the Pie goinggold with at least three
albums. Partof thereason for theband’s US success is down to US
audience’s seeminglyinsatiable appetitefor boogie. For Pie wereindeed
renowned for their ability inthe boogie dept. Listen to their first US gold
album, the Live At The Fillmoreset,and you'll hearitall. (In the current
RollingStone, former Pie member Peter Framptonsaysthe band let the

December31,1975:
Marriottandhis All
StarsattheGreat
BritishMusic Festival,

Olympia,London *

audiencegivethegroup theirdirection. Marriott doesn’t agree and goes
asfarassayingthat“Peter’sfull of shit. Hewouldn’tknow. Hewasonlyin
itforthreeyears. It wenton for seven, so I don’t think he'sreally qualified
tosay that. Humble Pie did what Humble Piewanted todo...”

Buttheband'slast couple ofalbumsdidn’t sell so well, even in America.
Andspeakingaesthetically, it seemed asif the group had passed their
creative peak. For thelast album, Srreer Rars, an exceptionally
undistinguished albumcontainingan over-heavy version of The Beatles’

Rain", the band broughtin Andrew Oldham, one-time Rolling Stones
manager/producer and former head of the now defunct Immediate
Record label (for which the Small Facesrecorded, bringingoutawhole
string of classic British '60s singles, most of which were more imaginative
thananything Marriott ever did with Pie) to produce. Oldham didn’t
really pullitoff, and although Marriott seemsreluctant to putOldham
down, hedoesadmit Street Rarswasn’tavery fineatbum.

“It’ssad tosay that, butit’strue. It was too messy. | wastired of having
theresponsibility of producingour albums. We didn'twantAndrew to
produceanything. Wejustwanted himaround. lHe was so nice. He
thoughthehadajob todo, though,” says Marriottlaughingagain,
perhapsat theabsurdity of thesituation.

“Andrewdid usethe wrongvocalonthetitle track, and thatwasn't
intended tobeon thealbumanyway. ‘Street Rats’ wasa track with me,
lan Wallaceand Tim Hinkley playingpiano. [t was nothing o dowith
Humble Pie. Somebody stole the 16-track mixand putit on Humble Pie’s
album.ltwasintended as thetitle track of myalbum,” explains Marriot!.

Soyou could say that Oldham cocked up? “It does seem that way. I can't
benastyabout Andrew, bless hisheart. I like Andrew.”

Seemslikethere’ssomegoodstories there, Steve? “Maybe| can tell
themalllater.” More laughter.

Throughout our conversation, Marriottoffers these tantalising pieces
of info, butrefuses togo into anyof the subjects thoroughly.

“Right nowit’s best just to forget and getahead with what's goingon
rightnow. There’salot1'd lovetosay, but not right now. Maybeinsix
months’ timel cansayalot more than I cansay now,” hesayswithout
spillinganybeansatall.

Marriottsays that theactualinitiative in breaking up Humble Pie came
notfromhim, but fromdrummerJerry Shirleyand Clem Clempson.
Marriott, though, had considered quitting the band over a year before
when TheBlackberries (threeblack lady singerswho foratime toured
withthe Pie, recordingwith
them forthe Eat It album)
parted company.

“I'thought that was the best
periodof the band. They were
asked toleave,” hesays.

Askedtoleave?

“Well, theyweren'tasked to
leave. Some people didn’t think
theywereright for the band, but
theyweregivingalot back to me.”

Marriottrefusesto bedrawn
intoanysituationany more,
butapparentlyother band
members weren'tentirely happy
with the seven-way cash split that
wasbeingmadewhilethree
Blackberrieswere in the band.
Andtheysaid itwas time for
themtogo...

InfactMarriotthimselfhas
producedanalbumforthe
singers, recorded inhisownhome
studio (a place where the musician
spendsalargeamountofhistime)
andusing HumblePieasarhythm
section. Likeseveral otherof
Marriott'srecording projects
(ajointalbumwith GregRidleyis
inthe canaswellasaMarriottsolo
album, plusenough material for
three Humble Pie albums), the
Blackberriesalbum neversaw the
lightof day. Infact Billy Preston



produced the singers after Marriott.
“l heard theresultsbut theyweren’t
verygood,” says Steve.
Hesaysthatdespiteallthe
unreleased recordings lyingaround,
hedoesn'tget frustrated attheirnot
beingreleased.
“Thefunisdoingit.1don't mind if
nobody hearsit, whichmightsound
verysmug. ldon'tknow.I'll bevery
pleased ifitdoesgetreleased, but it
doesn’treallybother meifitdoesn’t.”
Butsurelyiftherecordswere
releasedthey’d bringinsomecash?
Andwe'veallgottoeat.
And now comes thebityou've been
waitingfor.On NME'slast visitto the

STEVE MARRIOTT

Marriott: “Dee hasn't ripped me off,
anyway. He's spent whatever moneyin
the best way he thought. He made us,
sowe'vegotalot to thank him for. He's
stillabout the heaviest managerto get
for America. Asamanagerhe’s the
best.It’'sjust thein-betweentimes. It's
like sending packages to the Zulus.”

SodoesSteve think he'sreceived
money he’sentitledto from the work
he’sdone?

“Whatlain'tseenldon'tmind.I've
learnt not to mind. I've beendoingit
for how long? For how many people?
Youlearn not toworryaboutit.”

Does heowe you money, then?

“I'venoidea. Itdoesn't matterifhe

Marriott place, photographerjoe Stevens took
afewsnapsofa placidlygrazingold greycob
loitering picturesquely inanearby paddock.
TheMarriottsenthused about theanimal, the
joysofequestrianship, etc, and Stevens forgot
theincident. Thistime, however, thealert
lens-artist noticed the absence of the beast.
Hemadeenquiries. The story youare about to
hearistrue (and confirmed at presstimeby
Marriott's PR aide, BP Fallon).

Itseems that oneawful night, nottoolong
ago, the pangs of hunger smote the Marriott
household. Thekittywas searched for
provender finance. The kittywas empty.

“I blew all my
money on a
studio, but that
was a good
investment”

doesorhedoesn’t. 'm surel owe him money.
ldon'tcaresolongaseverythingkeeps flying
alongand solongasyou can keepon making
music, man. Iwouldn'tlet that kind of bollocks
getintheway.”

Soback tomusicand the Piesplit. As stated
before, itwas Shirleyand Clempson who
initiated theband’sbreakingup. Infactitwas
Shirleywho called Marriott and said hewanted
out,although the guy had said nothingabout it
when thetwo met the previousday.

“Weweretalking about gettingsome bread
from our respective publishingcompanies,
money dating back to the Small Faces, tokeep

The pangs of hunger grew worse. Swallowing
hard, the Marriotts armed themselves withkitchenknives, etc, and
filed silently outinto the night. Minuteslater, a passing owl might
haveheard the frantic poundingofhooves, aswift thudand asingle
anguished neigh.

The stew took hours to cook.

Thisistrue. Now back to the story. Marriott has just been asked about
makingbread from LPs.

“Yeah, you make moneyoutofit, butthat’s the secondary point, orit
should be. We'reall skint, butit'sstill asecondary point.”

How skint? “I'mskint. 'masskint as skintis,” helaughs.

Butyouhaveagood-looking Jag?

“How muchdo youreckontheyare? C'mon. Ownup. Whenlsayl'm
skint.I'm not your millionaire popstar. Isurvive. | blew all my moneyon

astudio, but that was a good investment for me because it’s there forever.

It'saway of making music. Period. That cost alot of money, youknow.
Isuppose that’swhy I'm skint.1 bought me parentsahouse. That’s
probably why I'mskint.

“I call skintwhen you're worried where the next dog foodiscoming
from. I prefer being skint to havinglots of money. I'd never knowwhat to
dowithit.”

Butsurelyout of 22 US tours you must have made alot of bread?

“Mmm. No. Mostofitisinvested in Nassau inland. I'veasked our
manager [Dee Anthony] tosellit forme, ‘cosdon't needit. I certainly
couldn'tafford to go there,” Marriott chuckles, “sol might aswell flogit.
Weearnedahell ofalot of moneybut we spenta hell ofalot of money.
Thelandisabadthing. There'sabout 10 acreswithsix housesandalot
ofbeach.”

“Ourmanager likesit there, too,” interjects Ridley.

Marriottchuckles at Ridley’s dry remark.

Marriottand Ridleyare still managed by Anthony for America, but
intheBritish Isles they'relooked after by one Dave Clarke - no, not the
drummer, silly.

“Thesituation between meand Dee is fine,” says Marriott. “Imean, he
doesagood jobin America, but...” Marriott's voice becamea chuckle yet
againand Ridleyisjustabout tomake areference to Anthony when
Marriott shutshimup with something about being diplomatic.

“He's notripped me off,” says Marriott with reference toAnthony, to
which Ridley counters: “Youcouldn't say itevenifhe hadit. You can’t say
thingslike that toa paper.”

Atwhich pointWallace chipsin:

“Yeah. Who'’sgonna get theirlegs sawn off?”

theband afloat. We were fed up playingthe
samethingwith the same people.

“I'm very proud of Humble Pie. I’'m as proud of Humble Pie as Iwas of
theSmall Faces. | enjoyed myself. I'vebeen a verylucky boy. When Jerry
joined hewas a novice. Now he’sa professional.”

Soyou'reallstill friends?

“Ofcourse. Itwasn’tasortof ‘youdid thisand yousaid that’ typeof
thing. Itwasall very nice. Therewas nothing very nastyaboutit.”

Marriottlaughs. “Iwas happierwhen I could see an end coming. We'd
been constantly rehearsing, recordingand playingwithout muchrest.
Ithink this [the newband] can be planned from the outset wherewedo
have more rest, ‘cos none of us are kids any more. We could alldo withiit,
'cosweallgivealot onstage.

“Whenl playllose about three or four pounds-so Idon't think this
band’llbe as constantlyworkingas Humble Pie. It'sagood marriage
breaker, know what I mean?” winks Marriott, whohas parted company
withhis wife Jennyand now liveswithalady called Jan, who's expecting
Steve'schild.

Steve Marriott's All Stars'll be gigging in late September with a couple of
datesat London’s Roundhouse included. Marriott says the music they're
playingwon'tbe thatdifferent fromthe very best of Humble Pie.

Before the tour the band will be recordingin Los Angeles, hopefullywith
GlynJohns producing. Meantime, Marriott has asingle in the can called
“Soldier”, written by Joe Brown (yes, he of the stand-up hairand Brothers).
“Soldier”, recordedin LAwith thatcity’s Philharmonic Orchestraand a
choirofblack ladies, has more to do with the Marriott Small Faces period
thanwith Humble Pie, Marriott'ssingingis exemplary and thewhole
thingis agrippingpiece of music that builds from amere acousticintro
intosomethingclosely approaching Spectorian proportions.

Marriottthinks “Soldier” willsurprise alot of people, especially since
itwas written by Brown, whose name is associated with MOR
entertainment, to say theleast. It should put Marriott'snamebackin
thesingleschart, a placewhereithasn’tbeen since Pie's very firstsingle,
“Natural Born Boogie”.

Brown and Marriott are great buddies, it seems, and both comefrom
the East End. “lidentify with the East End, I love it. Me and Joe go to the pie
shopregularlyin Walthamstow, at least once aweek. | goes to the markets
and rummages about. I lovesit. Butldon'tthink theyidentifywithme."

Sowhat effecthas Humble Pie had on Marriott? “It's made me feel older
inaway, butI'm content with mylot. I'd like to earn a bit of bread and feed
afew months. I wouldn'tliketo lose mystudio, ‘cos that'swhatI've
worked for for the past seven years.” Steve Clarke ®
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EwmmylouHarrison
stageinNijmegen,
MNatherland::"Allof
zsudden,woemen

zrebeingtakenalot
roreseriously”



= uﬂ abaut her place in
 the scheme of things and
talks about her mentor
GRAM PARSONS, “the
most vital, alive person”.

“Gram was a big influence
on my life,” she says.
“He had a vision.”

— 1 SEPTEMBER 6 —

EVERALWEEKS BACK, Bob Dylanrecorded

anewsongcalled “Oh Sister”. Emmylou

Harris reckons it’s the prettiest Dylansongin

vears. “Ohmy God,” she sighs, remembering,

“that’s abeautiful song. One of those love

songs that have the Dylan cosmic touch.” r
Emmyloushould know. After all, shesangharmonyon » &
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itwith Dylanat New York's Columbia studios, and she knowsa thing or
two about what’sa good songand what isn't, especially love songs.
Anyone familiarwith her work with the late Gram Parsonson his
Grievous Angel albumwill realise that for a fact. Then there's herown
album, Pieces Of The Sky, which started selling all of a sudden in America
with no promotion atall. On that she had the good 1aste to include one of
McCartney's tenderest ballads, “For NoOne”. Her next album'’s going to
include “Here, There And Everywhere”.

Emmylou Harrisisacountry singer who doesn’tthink “country rock”
existsasaworthwhile musicalgenre: “llove countrymusicand I love
rock music, and I don'tsee why you have to put them toget her and get
somethinglessthanwhat the twoofthemareseparately,” shesaysina
voice notnearly as brittleas her singing voiceand with an accent that's
not particularlyregionalised.

Butwithanamelike Emmylouyou'dexpectagirlfrom theSouth. And
inMsHarris’ case youwouldn't be wrong. She wasbornin Birmingham,
Alabama.Shedidn'tstaytherelong, though -her life'sbeen pretty much
nomadicso far. “ldon’tfeelathomeanyplaceon thisearth vet, although
limaginel'llstumbleacrossit arsome point,” she says.

The name Emmyloualso conjures up visionsofagirlin pigtails, alittle
onthedumbside. Notabitofit. ThisEmmylouwears her dark, slightly
greyinghairlongwithapartingdown the middle.

Shedoesn’tlook exactlylike heralbum cover portrays her (willowyand
withafacefinelywroughtinitsfragilesensuality). Inreal lifeshe’sa bit
more well fed. Butshe'san attractive woman. Presumably she must be
kind otnervous, becausesheblinks perpetuallyat thestartof our
conversation, though shecutsdown on thatalittlelateron—andshehas
alovelygeneroussmile. Her handsare finelymanicured, but she’s
dressed insandals, bluejeansand a multi-
colour T-shirt with “Palomino” printed across
thefront. “Isn'titsotacky?” she boasts. “ loveit.
Didyouseetheback?” The back displays a
graphicofahorse. The Palomino, apparently,
isacountry-musicclubin Los Angeles.

ThereareacoupleoftHarrods carrier bagson
herbed, andapartfroman elderly suitcase her
roomat theMontcalm Hotel doesn't bear the
marksofaverylongstay. In fact, hervisit 1o
Londonis purely promotional. Tomorrowshe’ll
be off to Amsterdam for more promotion work,
whichwiltincludea TVshow. Unfortunately
she'snot doingany performingin Britain, but
money permitting, hopes to undertake a British tourin November.

FEWFACTS. THE daughter of aserviceman, Emmylou moved

aroundalotinherfirst 20 or so years, living in Virginia, Boston,

North Carolina, New York, Washington and California. She
now lives just outside LA with her daughter, Hallie, theresult ofa
marriage thatlasted just ayear. “She sometimes goes on the road with
me. [ probably won't work thatmuch in the fall when she'sin school.
When 1 do have to go off, her governess will just come to my houseand
stay. Thatistheonlyhassle, beingtorn between riding this wave that
Pmonat this pointand my daughter. Both arerealimportant tome.”

Emmyloumarried in New York when she was 22. She'd been singing
sinceshewasakid, workinginbarsthroughhercollegeyears.

“Incollegelsangfor$10anightandallthebeerlcoulddrinkandallthe
popcornlcouldeat. Ididn’tdrink beer ‘cos I was usuallyonadiet, so I got
justthe $10.”

Shewasattracted 1o musicians because they werealot more fun than
theother peoplesheknew. After the marriagedisintegrated, shewound
upinWashington.“Younameit,anybarin DCand I'll have playedit. | got
tobeahousehold word in DC,” she says self-effacingly.

“Washington wasrealgood for me. I wasable torediscover whyl got
intomusicinthefirst place. I really gothigh offit. In New York | developed
alltheseweirdattitudes out of self-defence, like telling myself
Iwasgreatwhenldidn’tbelieveit.”

Whilelivingin the capital, Emmylou first met up with
Gram Parsons. She'd known hisformer band, The Flying
Burritos, and fora time they'd considered having herin
thelineup. But they broke up. However, the Burritos
did tellGram about thisladysinger. Hecamedownto
Washingtonandthetwoofthemdid theirfirst gig
together. “Imethimat thestation. He went to my gig
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“Gram needed
my energy
and I needed
his direction”

withmeand wejust didsomesinging. [ drove himand his wife back to
Bahliimore. And we exchanged addresses and phone numbers.”

Ayearorsolater, Parsonscontacted heragain, and asaresulishesang
onhisfirstsoloalbum, GP. From January 1973 they toured together, right
upuntilthetimeof Gram’sdeath later that year. “We did alot of singingin
that time-asix-week touroftheentirecountry. We travelled in abus, and
we did domuchharmonisingin thebackofthatbus,” shelaughsat the
memory. “Alotof the material for Grievous Angel was gotten together and
perfected inmotel rooms, in the back of that bus and onthe stages of
placeslike theSmiling DogSaloon, Cleveland, Ohio.”

Through Gram, who'd played with Bernie Leadon inthe Burritos,
Emmylougotioknow the Eagles. “Wedicd a gigwith themin May 1973.
Thatwasagreat gigbecauseit wasjust thetwoofusand abass player at
thestart,and ended up with the whole Eagles band. I'mjust very fond of
Bernie. He'sagood friend and I think he'san amazing musician. 1 think
thatallthe thingsIlikeabout the Eaglesare mostly Bernie and hisbanjo
playing.And thesongshewrites.

“lknow hewrites very fewsongs on thealbums, but they usuallyend
up beingmyfavourites, like'MyMan’ [Leadon’selegy to Gram| and
‘MidnightFlyer’. That wasn’t written by him but I'm sure it was hischoice
of material, becauseatonegigl went tohe waswalkingaround playing
hisbanjoandsingingit. [dug‘MyMan’becausel know Bernie and tknow
howhefelt about Gram. 1 thinkitwasabeautiful tribute.

“Gram wasabiginfluenceon my life. Asa personyoujust loved him,
becausehejust broughtitout ofyou. He was avery wonderful person.
Hehad an incredible musical vision. I thinkitwas unparalleled. There
arealot of peoplewho arereallygood primitiveartists, people who have
aninbornfeel formusic, and maybethey don'tunderstand what they're
doing. Buttheydoitandit'sgreat.

“Gramnotonly had that thingbut he had
understandingof what hewasdoingand I think
hehadaclear directionof what he wanted iodo
musically. I don't think there’ve been too many
peoplewhohadallthat together. I1think I have
afeelingformusic.IthinkI'vealwayshaditand
itwas Gramwhobroughtitoutin me. [ don't
thinkIhave thevision that Gramhad; 1 think
quitealotof mymusicwaslearned fromhim,
acombinationofaninstinct that he brought
outinme. I'mmoreofa plodder, just chiselling
outwhatI'mtryingtodobecauseofthe basic
feeling thatThave. ButI'mveryslow atit.

“Like, asfarasour musical relationship goes...” she pauses. “l was the
energysotirce; fwasalwayssaying, ‘OK, let'sdoit.’ And hewasalways the
visionaryand therealleader. Sowereally complemented eachother,
because he needed my energyand i needed hisdirection. I really enjoyed
it.lwasreallyvery, very happy workingwithhim.”

HEFRUITS OF the Parsons-Harris collaboration can be heard

totheirfull extent on Grievous Angel, an atbum on which their

singingis backed by some of the finest musiciansof that
particular sphere; people like James Burton and Leadon himself.

Thealbum’saclassic, containingsomeextremely moving ballads,
genuinely bittersweet (1know it'sacliche, buttheadjective describesthe
music better thananyotherican thinkof) intheiremotionalintensity.
Songslike“Love Hurts”, “Hearts On Fire” and “Brass Buttons” are
outstanding. Ifyou don’tknow thealbum, getwithitimmediately.
Emmylouiscredited with co-writingone of the songs - thecloser, “In My
HourOf Darkness”.

“Wedidn'rreally write songstogether. He always carried thosesongs
aroundinhishead. Hejust neededalirtle proddingto getthemout. That's
allldid; Thelped himwith alinehereand there.1'd suggest something but
those were hissongs. | didn't dispute the credit on “In My Hour Of
Darkness”, which hegave tome. 1 think that was probably because at the
same time there wasthis bigthingabout thatstupid albumcover,”
shesays, her voice becomingangry.

“Gram picked outapictureofheand t tobe on the back
of thecover. 1 got really upset when those people wentin
and gotit taken off, becausel just didn't wantanyone
messingwithhisalbum.1meanIdidn'tcareifmy
damn picturewasonthe back, butitjust really pissed

meoffthatanybodywould... Ididn’t feel that

anybody had therightto goin thereand change one
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singlething, 'costhealbum wastotally
finished whenhedied. There was noreason
foranybody to change anything.”

So whatsortofaguywas Gram?Did he have
anykind of death wish? “That’sreally hardto
talkabout.Idon’t think hedid, but maybe that
wasjust partofhimselfthat heshowed tome.
Icanonlyspeak for the Gram that [ knew. To me he
was the most vital, alive personI've ever known -perhaps

Harrisin1975:
“I'malyricwriter;
I'mnotamelody
writer.lwrite
greatchoruses”

because he did so much tobringmetolife.

“And for that reason-apersoncanbe many things tomany
people-Ijusthavetoo manygood memories of Gramto
dwellon hisdeath, todwell upon whatever hang-ups he
might have had, whatever incidents followed hisdeath. It's
justnotworthit, because | have too many good memories
aboutourrelationshipand allthathe gave me.”

FTER PARSON DIED (“over-stimulation of the
Ahean" was the verdict), his body was taken from

the funeral parlour and burntin the desert. This
apparently was the way he wanted it.

Naturally hisuntimely death had amarked effect on
Emmylou. “Ifeltlike I couldn’tgiveitup. What I did wasjust
to plunge myselfinto work on areal anonymouslevel. [ was
inwashington. Nobody cared. It wasn’tlike | wasin LAor
something. I just gotaband together and started doingall
thesongs we'ddone onstage. And I didit. [t wasn’tavery
inspired thing. Itwasliketherapy. It waslike, ‘OK, getup on
thebarsand walk, five feetevery day, and maybe at theend of
theyearyou'regonnabe abletosucceed to walk by yourself.”

Because of her association with Gram she was nostranger
toReprise Records, and with Gram's former manager, with
whom she signed a contract lastJuly, recorded her first solo
album, Pieces Of The Sky,in October. “I couldn't believe how
fastthings happened after thealbum came out. Although
Ithoughtit wasanicealbum,” shesays, her astonishment at
therecord'ssuccessshowingin her voice. “l thought there
werealotof nice songs onit, but figured it would justbeignored ‘cosit
wasn'tacommercial poprecord and it wasn'tabasiccountryalbum.And
itdefinitelywasn’tarock’n’rollalbum. It'snota NumberOnerecord, but
withoutasingleit’s been bobbingaround thecharts now since February.”

T YMMYLOU REGARDS HERSELF as a purist when it comes

to country music, and while she doesn’t sound like Tammy

- _JWynette or Dolly Parton, heralbumwas nothing to do with

pop and verylittle to do with rock, unlike Linda Rondstadt’s Heart Like
A Wheel album, whichcertainly fitsinto the LA country-rock mould.
Iask her whether she thinks thesuccess of Heart Like A Wheel (Number
Oneinthe USalbum charts earlier this year) helped herat all.

“I'msureit must have. Becauseall of asuddenwomenare beingtaken
alotmoreseriously, with peoplelike Maria [Muldaur] and Lindaand, of
course, Joni Mitchell. Peopleare really taking their musicseriously and not
justthinkingofthem astitsand assany morelike they used to... real exotic
album covers andstufflike that ‘Yeah, butdoes shelook sexy?’” she mimics.

Despite her purist country-music attitude she admits that Pieces Of The
Skyisn’tcountry musicinthe normal sense. “Gram’salbumsare country
albumsburthey nevergotany country play. I'm definitely not going to put
outanalbum like TammyWynette, but I think therearesome thingson
myalbumthatare morecountry.I'll neverteasemyhairand putona
sequinned dress, butl don’tget uptight at people who do. It’s just my
personaltaste.l don’t believein countryrock. There’s somuch ofit. You
hearitallthetime.lcan'tthinkof anythingspecific.ljust prefer tokeep
mystuffpure.lamapurist, Ireallyam.”

Butsurely somethinglike Sweetheart Of The Rodeo (the Byrds album
which featured Parsons) is country rock?

“Thathad somereally great countrystuffonit. It’s hard for me to talk
about people who weredoinggreatstufflike that back when I was doing
diddlyshit. Right? My God, Sweetheart Of The Rodeois one of my favourite
albumsofall time. It’sincredibly innovative. The Gilded Palace Of Sin |by
the Burritos] is my favouritealbum of all time. It wasn’t played straight
countrybutlthink Gram’sinvolvement in it made the purenessofitshine

“Gram never intended to invent country rock. I think what he wanted to
do was play countrymusic with arockattitude, which iswhat ’'mtrying
todo. Allitmeansis that you get up there and you don’tapologise onebit
for whatyou'redoing. You just playitand you playitfull volume and full
forceand you really kick ass, ‘cos country musicis really ballsy music.”

Emmylou Harrisis essentially asinger and there'sonly one of herown
compositionson heralbum-“Boulder To Birmingham”, easily one of the
most powerful cutson thealbum. “Yeah, I do findit hard to write. 'm not
arealgood writer—I've writtensome awful things. [won’tletanything
getoutof mysight once I feel it’s halfway good. I'm alyric writer; 'm not
amelodywriter. [ writegreat choruses.

“‘Boulder To Birmingham’ was written on my own except for the melody
to the verses, for which [ couldn’t getanything. I took it to Bill Danoff, sang
thechorus,showed him therestof thelyrics,and he just took it from there.
Obviously thatsongis about differenthappenings. It'sa collection of
scenarios, but they wereall from thingsI'd... it'skind of like the way I write.
1kind of geta picture, aphotograph in my head, and sometimesthe words
fallinto place. wasout in Los Angelesduring the Topanga Canyon fire. It
wasrightafter Gram’'sdeath and Iwasreally undergoing some strange
things. [twasreallykindawfulbeingout there. ifelt reallykind of lost.

“It’sreal funny; sometimes people respond to a loss orasacdness by
cryingalot, but what happened tomeisthatdryupinsideandit
becomes very painful. That’s what it was, what 1 was going through, and
thatfiredidn’thelp. 1feltlike | wasbeingburntalive.”

Most of the songs she sings are sad songs. “Sad songs are more funto
sing. Everybodyhastheblues. | think thatifyoulisten to Billie Holliday,
nomatterhowsad asongshe’ssinging [ always get the feeling thatshe’s
smiling. It'skind of like you feel better when you cry. Musicis arelease.
Butl enjoy singing happy songs too.

“There might be more uptempo songs on thisnextalbum, ‘costhat’s
what'vebeen doingalotofontheroad [since Aprilshe’sbeentouring
with herown band, which includes James Burton onguitar]. I've really
been havingfunwith thisband, but I think the songsonthefirstalbum
are really indicative of t he past year of my life.

through. The playingon that album is definitely not the greatestinthe

“llookonitastherapy.Ithinkl'd bein the nut-house if wasn’tasinger. E
world, but there’ssome incredibly magicstuffonit.

Infact'm positive | would be. Legally insane.” Shelaughs. SteveClarke ® 3
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In suspended animation

ALBUMS
Pink Floyd

HARVEST

This,space cadets,is|T. You've
been waiting for two years for it
toarrive,just so's youcould
snatch it, shrink-wrapped and
shining, hot from the deck - Pink
Floyd'slong-awaited successor
totheir record-breaking Dark
Side Of The Moon (in the best-
selling album lists for over 30
months and stiliselling).

Wish You Were Here took six
months torecord at EMI’s new
24-track studio in Abbey Road.

lam not enthralled. | have, also,
to admit thatits predecessor,
despite its enormous popularity,
left me equally unmoved. | did
try,though, to acclimatise myself
toits bleak, emotionally barren
landscape. Just as | have tried
to entertain the prospect of
embracing Wish You Were Here
as A Giant Step Forward For
Mankind, | keep missing the
connection, somehow. From
whichever direction one

approaches Wish You Were Here,

it still sounds unconvincing iniits
ponderoussincerity and displays
acritical lack ofimaginationin
alldepartments. It's really

all quite predic-able,

and forces one to the conclusion
thatfor the lasttwo years
(possibly longer) the Floyd

have existedin a state of
suspended animation.

It's really quite alarming that
they should have remained so
secureintheirisolation. While
the world turnsin destruction
uponitself, the Floyd amble
somnambulantly along their
star-struck avenues arminarm
with some pallid ghost of
creativity. Wish You Were Here
sucks. It’s as simple as that.

The omission of two of the
songs premiered on their last
British tour - “Raving And
Drooling” and “Gotta Be Crazy”
-is perhaps significant in that it
suggeststhe Floyd have a
fundamentallack of confidence
in their own material. Similarly,
the amount of time they have
devoted to this record shouldn’t
be takenasasign of their
constant searchfor perfection.
Rather, itindicatesalack of
determination andresolution.

The constant embellishments
and elaborate effects which
adorn the album seem merely
artificial and contrived. A series
of masks and facades to
disguise the cruciallack of
inspiration which afflicts
the whole project.

Onethingis evident
fromthe moment the
stylus hits the vinyl,

Wish You Were Here

isnoprogression

from Dark Side Of
The Moon. Just as
therehasbeennoreal
developmentinthe
Floyd's music since

k) \
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Ummagumma. The slight
concept which holds the album
togetheris, essentially, arather
petulant tirade against the
rockbiz. The attackisnomore
than petulant because of Roger
Waters'rather dubious qualities
asalyricist. EM| describe Waters’
efforts as “penetrating and
significant”. Irefer youand your
goodjudgement to “Welcome To
The Machine”, which closes side
oneinablurof electronic and
crowd sound effects. (The
Floyd's use of such techniques
throughout the album displays
asmuchauralsophistication as
a1967 psychedelic band
embarking upon their first
concept album). Elsewhere, we
have the same wall-to-wall cliches
whichhave marked almost every
Floyd album since Saucerful Of
Secrets. Rick Wright's dawn-of-
man keyboard atmospherics
became tedious enough on that
album. It’s unbelievable that he's
not realised since that youcando
more with asynthesizer than
simulate the winds of time
drifting across the face of the
universe. The worst move he ever
made was tradingin his Farfisa
foraMellotron.

As musicians, the Floyd have
never made any claims for
virtuosity, but here the overall
standard of their performance is
without exception extremely
poor. David Gilmour could never
be described as agraceful or
inventive guitarist, andit’s
unfortunate that for much of the
time the focus should be on his
contributions. He plays with a
dogged enthusiasm, but he'stoo
oftenridiculously obvious.

April1975:PinkFloydat

theLAMemorialSports _

Arenaonthe Wish You
@l WereHere Tour

SEPT 20 Floyd fack all conviction, while
Feelgoods are full of passionate intensity.

Only ontheintroductionto
“Have A Cigar” do the band play
with any real vigour. It's not
majestic, and it's no profound
spiritual experience, but at least
it's enough to convince me that
they haven't stiffed out
completely. Yet. Roy Harper,
guestinghere on vocals, adds
alittle more interest to whatiis
really arather colourless song.
Waters' lyrics again are painfully
mundane. He's simply unable
toinvest his attack against
rockbiz manipulation with any
vestige of urgency.

Sample lyric: “Come inhere,
dear boy, have acigar. You're
gonnago far, fly high/ You're
never gonnadie, you're gonna
mabke it if you try; they're gonna
love you.” Thettitle track -
dominated by some thoroughly
inadequate acoustic guitar and
Waters' weakest vocal
performance - is curiously
lightweight, and almost instantly
forgettable “...year afteryear/
Running over the same old
ground,” sings Waters in the third
verse. | know how he must feel.

The Floyd's real attempt at
amagnum opus to rival past
triumphsis the nine-part “Shine
OnYouCrazy Diamond”. Thisis
Roger Waters’ epic tribute to
fractured genius Syd Barrett.

It was perhapsinevitable,
within the context of the
album and Waters'lyrical
preoccupation, that he should
choose Barrett, rock casualty
supreme, as atragic example
of creativeinnocence
compromised and all but
destroyed by the pressures
of the biz. The insensitivity of

r




Waters'lyrics borderson
the offensive in that they
completely trivialise
Barrett's predicament.
lcan'thonestly recommend
it for its musical content,
either, although the last four
“movements” on side two have
avitality absent from the first
five which openside one.For
most of the ride it's the usual
Floyd panorama of sound, with
Wright's congregation of
keyboards adding ethereal
splashes behind Gilmour's
armour-piercing guitar forays.
Thefinal effectis not unlike
atheme from Quo Vadis being
pipedinto asupermarket.
Careful with those frozen
peas, Eugene.

Wish You Were Here will
sellas well as Dark Side Of
The Moon, of course. Andin
three years, whenthe next
Floyd albumisreleased, |
wouldn'tbe at all surprised if
it'sstillin the chart.

Crazy,isn’tit? AllanJones

Dr Feelgood

UNITED ARTISTS
THE FIRST thing about this

album s thatit doesn't make
sense until you playit loud.

The second thingis that
it'samean, hard, largely
uncompromising high-energy
R&Brecord. Andllikeit.

Inshort, Malpractice is the
cure-allalbum that Feelgood
buffs always hopedthe band
would make; not unflawed, but
far more immediate inimpact
and finally far more rewarding
than Down By The Jetty.

Essentially alive band, the
Feelgoods’ attempts on Jetty
nottolose their stage sound
andidentity in the studio - by
recording everythinginmono
withno overdubs - meant
substantial underproductionon
allbut the fiercest numbers.

But,afewlimpnumbers
aside, the real failing of Jetty
was, as Nick Kent pointed out
at the time, its erratic pacing,
uneven distribution of material,
and its ultimate refusal to gel
into atotality.

Malpractice is altogether
amore thoughtful and potent
prescription. That's clear from
the moment “I Can Tell” comes
howling off the turntable and
sets about your senses like
paint stripper. For astart there’s
afullness anddepth to the
production (largely by the band,
with four tracks produced by
Vic Maile) that's more justly
reflective of the riveting
Feelgoodstage presence.

There’s alsoamore
adventurous use of
instrumentation here, with
Lee Brilleaux getting to wield
some vicious slide guitar ontwo
orthree cuts, piano by Bob
Andrews added onacouple
more, and Wilko playing
enough for two guitarists most
of the time anyhow.

Andit's allin stereo.

Equally significantis the
album’sinner balance and
cohesion. The ratio of Wilko
Johnson originals to hallowed
R& B classics like Bobby
Parker's “Watch Your Step” and
The Coasters’ “Riot In Cell
Block Number Nine”is fifty-
fifty, but feels like less since
Johnson material like “Going
Back Home" (which he co-wrote
with his guitar hero Mick Green)
(whaddyamean, who's he?
Played with Johnny Kidd & The
Pirates, didn’the?) And “Back In
The Night” are straight out of
the mainstream R&B tradition.

Butthenthe bandin general
seem tohave absorbed the
“feel” of the R&Bidiom. They
turn country blues like Skip
James' “Rolling And Tumbling”
into a pounding electric power-
drive that couldn’t have come
fromanywhere before 1975,
and stack it full of black-cat-
bone, put-a-spell-on-you
menace and power, easily
outclassing the hysterical
attempts at screaming
savagery we're currently
witnessing fromso many US
punk bands.

Similarly they hand out
lethalrazor-edged treatments
to“ICanTell” (a Bo Diddley
song) and “Watch Your Step”,
the number with the most
extensively plunderedintroin
rock history, | should think, with
“Riot” every bit astransfixing as
the show-stopping treatment it
gets onstage. Exceptthere're
novisuals, of course.

“Don’t You Just Know It"is
the otherside of the blues
tradition, a comparatively
relaxed Huey “Piano” Smith
romp that builds deceptively
into aninfectious call-and-
answer choogie.

That leaves the Wilko
originals - “Going Back
Home"isrelentless
up-temposinew-
stretchingboogie in the
vein of Slim Harpo's
“Shake Your Hips” and
“Back In The Night"is
likewise straight-down-
the-line Elmore James
12-bar whichsuffers froma
lacklustre vocal treatment.

“Another
Man"is slight by
comparison, more
inkeeping withthe
likes of “Another
Weekend Of Your
Love” onthe first album
than the rest of Malpractice,
though Wilke's playing saves
it from becoming totally
pedestrian.

And “Don’tLet Your Daddy
Know" is... godawful. Well, if
youlike obscure Stones B-sides
with sneery punk paranoid
lyrics (sungindeadpan Wilko
style), sparse productionand
dubious harp, you'll really go for
it. Malpractice’s equivalents to
“Boom Boom” on Jetty and the
album’s worst lapse of taste.

Finally there’s abrace of
Johnsonsongs that close side
two - “Because You're Mine" is
a Wilko showcase, with vocals,
bass and drums overshadowed
and dictated by the stuttering,
jaw-clenched rhythmsthat
Johnson's guitar spits out.

The soundis eerie, grating
andsinister; the styleis, as has
been noted before, an almost
complete synthesis of the
traditional roles of “rhythm”
and “lead” guitar.

Though the same synthesis
iscalledinto play onalmost
every track, it's particularly
in evidence on thisand on the
two-and-a-half minutes of “You
Shouldn’t Call The Doctor (If
You Can't Afford The Bills)”
which closes the album.

The latter is straight from the
Chuck Berry mould, bounding
insuppressibly along, behind
lyrics whichyou canimagine
from the title. Could even
become asignature tune.

What's more left to say?

Figure and Sparko play tight,
mostly unobtrusive drums and
bassrespectively, Lee Bblows
his usual exemplary harp (hey,
remember harps?) and grates
his sandpaper vocal cords more
menacingly than ever. Wilkois
simply stunning for most of
the time. It might even be a hit.

Neil Spencer

David Bowie RCA

Theking of excessis atitagain,
withlashings of overkill and
exaggeration. The drumkit goes
throughit most of all, a steady
clatter upstaging even Bowie's
eccentric vocals, while araunchy
brass-flavoured rhythm drives it
along with considerable impact
and guts. Certainly one of the
better tracks from Young
Americans, with Bowie launching
himself body and soulinto the
turbulent fray and fitting quite
neatly into the guise of ablack
soulsinger. There's so much
convictionandsheer hostility in
the performance thatreaction
has got to be entirely positive.
Vastly better than the last
indifferent single and the best
from him for some time. Hit.

MM Jul19

Bad Company
ISLAND
Thistrack, taken fromthe band’s
Straight Shooter album, should
have beenreleased asasingle
months ago.Onapurely
commercial level,itbeats the
hell out of Bad Co's last 45,
“Good Lovin' Gone Bad”. Good
hookline, excellent vocal from
Rodgers, snazzy guitar runs,
evenamelodyline...arecord
which, one must assume, willbe
aradioprogrammer’sdelight.
Troubleiis, the lyricis appalling.
Lineslike “If fhad those golden
dreams of my yesterdays” come
straight from the Golden
Treasury Of Rock Poetry. A hit
nevertheless. MM Aug16

Steely Dan

ABC
Buy thissingle. Takenfrom
Steely's magnificent debut
album, Can't Buy A Thrill,
releasedbackin1972, this song
has strangely never
beena hitin this
country. But
everything about
itisright, from
the arrangement
throughtothe
lyric. Arecord
which doesn't
insult the
intelligence.
Deservestobe
Number One. Hit.
MM Aug1é
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Not sufficien
eason 1or
deportation

MM OCT 18

againstdeportation from the United

States. The victory came last week
when the US Court Of Appeal decided
Lennon’s British drug conviction was
notsufficient reason for the American
Immigration Department’s deportiation
order againsthim.

The decisioncameontheeveofthe
birth of Sean Ono Lennon, Johnand Yoko's
firstchild. TheCourt’sjudgement marksthe
climaxtoathree-yearstruggle by Lennonto
stayintheStates. Heentered Americaon
August 31,1971, originallyintendingtostay
forafewweeks toattend acourt hearing
concerningthe custody of Kyoko, Yoko
Ono'sdaughterby herfirst marriage to film
director Tony Cox.

Early thefollowingyear Lennonretained
lawyer Leon Wildeswhenitbecame
necessary for him toapply foranextension
tohisAmericanvisa. Sincethat time there
have been numerousattemptsbythe
government to have Lennon deported, but
constantappeals haveenabled himto
remainintheUsS.

Hehasnotbeenabletoleave America,
however, forfear that theimmigration
authoritieswouldbarhimfromentryifhe
attempted toreturn.

The wholecase was further complicated
by twoactionsfiled against the American
government by Wildes. Thefirstand most
importantoftheactionsclaimedthe
Immigration Department pre-judged
Lennon’scasewithoutgivinghimafair
opportunitytostatehis reasons for wishing
toremainintheUS.

J OHN LENNON HAS won hisfight

August1975:John .ennon
andapregnant YoboOno
attendaperformaace
oftheBroadwayphy
Same Time Next Yearat
theBrooks Atkinson
Theatre,New York City
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Waits: th
white hops oo

:’°"‘.‘,‘,"’i“i""“" than just general terms. Why, the very title
975:"Beforel

foundKerouaclwas of Waits’ second album, The Heart Of
kindagroping for Saturday Night, isin direct reference to
somethingtohang ’ o~
onto,stylistically” apassage from Kerouac’s book Visions Of
Cody, and the theme of the whole album s
essentially little more than an elaboration,
albeit articulate, on this self-same passage
(pages 80 through 85inthe McGraw Hill
paperback edition, if you want to check it
outforyourselves).

Andwhenit came toselectinga
'50s-style back-up trio for his New York
appearance at the swanky Reno Sweeney's
Club, who should Waits choose to front
suchabandbut tenorist Al Cohn, who just
happens to be the saxophonist who worked
with -youguessedit-ol' Jack Dulouz
Kerouac himself ona1960jazz/poetry
album called Blues/Haikus.

To be sure, then, pianist/guitarist/
singer/raconteur Tom Waits walks that
most perilous of lines between idolisation
onthe one hand and downright plagiarism
onthe other.

But what does Waits have that’s his own,
youask? Well, Kerouac never actually wrote
songs as such, of course, and thus, unlike
Waits, never got his material recorded by
the Eagles, Bette Midler, lan Matthews, Lee
Hazlewood and Tim Buckley - to name but
five. Not that Waits likes any of the cover
versions overmuch.

“The Eaglesmade ‘Ol''55' really
antiseptic, y'’know, and that song's on
(44 d d s jukeboxes everywhere now. When | hear

Vlcarlous Sort 0 those songs and the real essence doesn't

come across, | figure that maybe the songs

Y §°2 ' OCT 4Introducing... Beat generation heir and iugt atn't strang enoug.
thrill

1975

0CT0BER - VRLNBER

This lack of convictionin his songwriting

“the worst-dressed man | ever saw”, Tom Waits. ability has made Waits lean progressively

more and more heavily (onstage) on his
words: “If | can't find amelody to hang the

HIS IS AN old diner on the funky end with dandruff, voluminous torn T-shirt wordsonto, ljustdon’t worry aboutit. | doiit
T of 8th Avenue, hung with grease- decorated with axle-grease thumb printsand anyway, without music.
stained cardboard plaques that say aflat cap with grimy brim which hasbeen all “l got a thing on my upcoming album
things like “Hamburg + french fries + coleslaw butrubbedaway by generations of usage. called‘Spare Parts’, whichis athing | wrote,
=95¢" or “Try our soup of the day. Different Fromunderneath, straw-coloured curls butinthe final analysisit’s a solo effort, it’s
soup daily 20¢.” Green tiled walls and green protrude, crowning adrained and pallid something you do by yourself and nobody can
chipped Formica workbench-type counter face. Bloodshot eyes, hollow cheeks and really tellanybody else how to do it.
tops, the dreary uniformity of colour broken awhispy goatee. “It starts off as a vicarious sort of thrill.
by hulking and battered aluminium urns. Although reluctant to admit it, Waits has Through somebody else’s work you get the
Tom Waits feelsathome. Most of the...uh...  consciously styled his artistic and personal feeling that you could do something like that,
clientele here are earthy working men, burly development along the lines laid downin the but then later you find out how very difficult it
constructingcrew workers, '50s by the so-called Beat actually is to do something meaningful.”
truck drivers and the odd Generation - taking as his And for Tom Waits, his most “meaningful”
derelict, most of these red- “Ijust can’t ﬁnd model writers like Allen effort to date is his new album - alive double
nosed and grimy and insberg, Gregory Corso, recorded, paradoxically, in the studios. To get
sporting the standard wino da mEIOdy to hang and particularly Jack the nightclub atmosphere, Tom moved tables
trim - three days of stubble, Kerouac. And never mind and chairs into his favourite studio, openeda
what remains of heads of the Words on tO. that virtually all the writers bar andinvited his friends along. The record is
hairanchored down to H 1] involvedinthat veryloose called Nighthawks At The Diner.
scabbedscalps by months, I do It anyway movement ultimately “It's probably the newness of it that makes
years of sweat and dirt. disowned their hobo me like it the most. | don’tknow - I never play
Nobody hererealises on-the-road years,
they're dining with the great left-field hope of Waits is passionately committed to the
the David Geffen empire. Yes sir, from the spirit of the '50s and all that it entailed.
team that gave you the Eagles, Joni Mitchell, Inthe grand Beat tradition, Waits
the Souther-Hillman-Furay Band andeven(for  sitsinseedy luncheonettesand
awhile) Bob Dylan - Elektra/Asylum Records crowded bars writing down
presents... (fanfare of trumpets)... Tom Waits! conversations that he hears around
Tom Waits is the worst dressed man | ever him, and later turns these into songs.
£ saw. Impossibly c.rump|ec|.,three-size‘s-too- ' And the‘ Ker?uacinfluence‘makes
¢ big, dark-grey suit, collar liberally sprinkled itself manifestinthese songsinmore
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my oldrecords, soit’s difficult to be
objective. There's anew thing've done
called‘Eggs And Sausage’ which I'mreally
pleasedwith,and another one called

| ‘Warm Beer And Cold Women'... Oh and

there's one called ‘Putnam County’ which
is alittle vignette about a Naugahyde town
in Kentucky...

“I've always found it awkward to adjust to
the studio - that knowledge that you've got
the same facilities as any other artist at your
disposal - you cangoin and make agreat
album or you cangoin and suck raw eggs.”

AtReno Sweeney's Tom Waits looks
absurdly incongruous. The T-shirt has been
replaced by a white, more conventional
variety and a skinny lifeless necktie is
knotted about halfway down his chest. But
otherwiseit's the same sad suitand cap and
peeling chisel-toe shoes.

Reno Sweeney's, you should understand,
iswhat London’s Biba's Rainbow Roomis
supposed to be, stylised eleganza.

Al Cohn pushes his tenor through afew
genteel paces, blinking owlishly behind his
spectacles. Come to think of it,he hasn't
changed muchssince the 'sos either. He's
still sounding like a bluesier synthesis of
Lester Young and Charlie Parker: notan
unhealthy combination, let it be said.

But Cohndoesn’t get enough roomto
move. This is Tom Waits' show and the music
is secondary to the imagery. Unobtrusive
background music, that’s allthat’s required
of one of the mostimportant tenorists of
the postwar years, aguy on a par with Zoot
Sims and Stan Getz. Whichisn't toknock
Waits necessarily - the jazz-poetry fusions
throughout history have usually transpired
inthe music losing out, relegatedto a
backseat role.

And Tom Waits is babbling. “Under the
circumcision this is pretty prophylactic,” he
blurts at one point to more titters, and later
Ithink | hear him cram a couple of stanzas
from Kerouac's “Mexico City Blues” into the
proceedings, but! can’t be sure, and
nobody else seems to notice. Seems we
can't avoid talking about Kerouac. | prevail

on himto explain the roots of this obsession.

“I'minterested in the style mainly. Before
I found Kerouac I was kinda groping for
something to hang on to, stylistically.

“l waskindalostinthe '60s. Y'know |
kindasleptin the '60s. Knowingl wanted to
do something creative, not knowinghow or
wheretodoit.”

Livingin California, Waits remained
immune to the celebrated San Francisco
music explosion.

“Ithought it was a waste of time, I knew it
was going to consumeiitself pretty rapidly. |
wasmore interested in the early beginnings
ofthat scene thanlwasinitsprogress.|
didn’t go to San Francisco until the whole
love-and-flowers bit was all over, and when
I did go, | was looking for the City Lights
Bookstore and the ghost of Jack Kerouac.

“Writingis amuchmore easy business to
discuss,” he croaks, “than to actually get
downanddoityourself. Youcan talk for
days about how you write or where you
write or how you like the room or what you
write about.” Steve Lake

"l couldn't get
out of bed”

MM NOV 1

Britain is offbecause of the

collapse from sheer exhaustion of
Karen. Ticket holders for the 38-date
trek will have their money refunded.

InLosAngelesthis week, Karen
told MM editor Ray Coleman: “It’s
annoyingtofeelthatIcouldn’t
withstand what I was doing to myself.
Youtendtosay, ‘Hey, nosweat.Ican
handleit’, but thistime I couldn't.
Suddenly, a week or so ago, f went
whack-Icouldn'tgetoutofbed. It
took meby surprise, because for six
yearslhavenever cancelled ashowin
thewholetime, except when thad laryngitis
andcouldn't talk. I'vetravelled with bronchitis
andfeverandeverythingelse.”

Karen'sillness, officially described by her
doctorasspasticcolitis, finally hither during
cabaretin LasVegas,amonthago. Itbeganas
asorethroat. Shetook penicillin, whichdidn't
agree with her. “Ikept telling myself, ‘'m not
reallysick, I'll be better tomorrow.' When you
have ashow to do, youjust bearonthroughit.
Butitkept gettingworseand thelasttwo days
thereldon'tknowhowlgotthrough.”

Back homein LosAngeles, her doctor sent
hertobed, where sheslept for 14to 16 hours
aday. “Mymotherthoughtiwasdead; I
normallymanage onfourtosixhours. Itwas
obviousthat forthe pasttwoyears'vebeen
runningon nervousenergy. So Ispent the
pastmonthinbed tryingtoget better,and
hopefullyready for the British tour.”

Karengotrid oftheinfection, butherbrother

THE CARPENTERS’ TOUR of

TheCarpenters:
hadn’teancelled
ashowinsixyears

Carpnt
'concerts 0

Richard and new manager TerryEllisinsisted
onahospital check-up.

“Spastic colitisisapparentlya condition
pronetooccurinhyperactive or tense people,
and'vealwaysbeenlikethat.lrun23hours
aday. Forthelife of meIdon’tknowwhyithas
developedthisway,but I feeltotallywornout.”

Karen and Richardsaid theyhad nothada
holiday duringtheir entire career in the music
business until midway through the Horizon
album. “Iwentaway for four days thenand
didn’tknow what todowith myself,” Karen
added. “I'm goingtohavetoseriouslytry to
calmdown, butit'seasiersaid thandone.”

InBritain The Carpenters’ record company,
A&M, stand tolose about £1 million worth of
record sales generated by interestin the tour.

The Carpenters werescheduledtodo British
dates duringa 50-concert, 28-day tour of
Europe. Richard Carpentervisited Britainto
explainthecancellation.

Rumours of disenchantment

MM DEC 20

the band on their forthcoming American tour.

J OE WALSHHAS replaced guitarist Bernie Leadonin the Eagles. He will be playing with

Rumours of disenchantment within the band have beenrife for some time and
Leadonis known to dislike touring. The choice of Joe Walsh as his replacement, however, is
acomplete surprise. He has established a considerable reputation as an artist in his ownright.

May19,1975: Joe Walsh
atthe PinkpopFestival
inGeleen,Netherlands

Walsh and the Eagles share the
same manager, Irving Azoff, and
both acts appeared at Elton John's
Wembley Stadium concert last
June - aperformance which
climaxed with Walsh jamming
withthe Eagles.

Anew live album by Walsh will be
releasedin February, and after the
Eagles' US concerts, the band will
be embarkingonaworld tour with
gigsinBritainon the cards.

Although Walshis now afull-time
member of theband, it seems

certain that he will also continue

his solo career.

Walsh joins
Eagles
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“The sessions "
were pretty loose

MM DEC 27

lightsuparoom when he enters, and this

suite in the Plaza Hotel is no exception.
Sunday bruncharrived first,and Womack
afew minuteslater, emerging from his
bedroom inaleather suit, bouncingacross
thesuiteandtalking 19 to the dozen.

It'sbeenagood year for Bobby Womack,
afactsuitablyreflected in thelavish Plaza
accommodation, and nextyearthings are
likelytogetbetter. Someof thisgood fortune
canbe putdowntogood managementand
somecanbeputdowntoboth theFacesand
theRollingStones.

Thissummer Womack played as the support
band for the Stoneson anumberoftheir US
tourdates, and played with the Facesasa
co-opted member of the bandfor a few songs
ontheirUStour.

Inboth cases the decision to invite Womack
alongstemsfromalongadmiration for this
veteran US rhythm & blues singer: Womack
oncesangwith Sam Cooke and no one needs
remindinghow Rod Stewartidolisesthe
ex-leaderof The Soul Stirrers; and Womack
ofcourse, wrote “It's All Over Now", a massive
hitfortheStonesin the '60s,and afeatured
songby the Faces eversinceStewart recorded
thesongon GasolineAlley.

Healsohasanewalbumreleased, titled Safery
Zone, which featuresasleeve of picturesof the
artist posingwith hisown Rolls-RoyceSilver
Shadow,andanewishband who'llbe touring
the USsoon and, hopefully, visit Europe for the
firsttimeinthespringof nextyear.

Womacksays, discreetly, thathe’ll be touring
witha“bigBritish band”, but won’t mention
anynamesuntilcontractsarefinalised. One
mustassume it’seitherthe Facesor the Stones.
Apartfromavisit to the UK earlier thisyearto
produce Ronnie Wood's second soloalbum, the
much-travelled Womack had nevervisited
England. Hewasabitofamyth, headmits, but
therewere plentyof peopleonhand toshake
his palmreverently when he finallyarrived.

Womack wasbornin Cleveland, Ohio one
of five brothers whoformed agospelgroup

_ t" .]
e - i ‘ together. The Womack Brothers toured with
. == E ‘ | SamCookeand TheSoulStirrers,and
Womack became Cooke’s guitar playeron
1 ‘“E‘h ‘ ““‘ thedissolution of hoth groups. From that
- ‘ momenton hebecame asolo artistand writer,
: --‘--.'“‘1 contributingnot only “It’s AllOver Now" to

the “classic” rock catalogue, butalso

Bobby Womack: y
tosring withthe Faces |
delayed work onhis
soloLP Safety Zone

| wat

B OBBY WOMACK IS the kind of guy who

"\

1t digw't Come slt. Bui "
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“Lookin’ For Love”
which hasbecomeatour
deforceof the] Geils
Band,and “I'mA
Midnight Mover” for
Wilson Pickett.

Devouringbaconand
eggsinthePlaza, he
becomes gradually more
and moreawake,
mentioningthat hisson
is photographed with him
onthealbumsleeve,and
hewasmarriedtoSam
Cooke's wife, after Cooke
died, forseveral years.
Graduallyhecomesaround
tohisrecentactivities:
touringwith the Facesheldup workon this
newalbum;originallyithad been thought
that Womack's band would support them, but
eventuallyitwound upas Womack appearing
asaguestFace.

“Ijust wentuponstage and wejammed
together,” said Womack, pushing his plate
asideand pouringcoffee. “1did ‘It'sAllOver
Now'withhim, thenanumber with Ronfrom
hisalbum that I produced,and thenIdid
‘Bring It On Home To Me’ and then ‘This Old
Heart Of Mine’, ‘cos [ like the way theydothat.”

Therelationship between Womack and the
Facesstarted twoyears ago when Womack
visited the Forumin LosAngeleson the
invitation of the Faces’ management.

“I'dreadsomewhere that Rod was saying|
wasoneofhisfavouriteartistsand so figured
I'dtrytoreachhim.lcalled himonedayand
said... 'Hey man, thisis BobbyWomack.’and
hefreaked out.

“At first we talked about doinga tribute to
Sam Cooketypealbum and I thought that was
fantastic, sol wentdown the Forumand...
well, | mustsay [ didn'tknow Ron from Rod.”

The “Tribute ToCooke” album never
materialised, ofcourse, but Wood did wind
up using Wornackas his producerthisyear.
“Somewhere alongtheline...Idon’tknow
whetheritwas thecompanythat gotinvolved
orthemanageror whatever, butitdidn’t
come off. But I wassittinginacarwith them
onedayand Ronsays... ‘Whydon'twecutmy
album?’... andIfigured|couldn’twaitaround
forever waitingfor Rod. Sol went to England
forthefirsttime.

“The people accepted me so wellin England,
Ifigured thatifI'd made it therefive yearsago

“I didn’t dig it when
the Stones were
doing ‘It’s All Over
Now’... until | got
the first cheque”

I'dnever havetowork
here now. People kept
comingovertosee
what lwasdoin’,and
Ronhad tokeepthe
doorslocked toget them
out. [feltreally proud
aboutitall.”

Inthe end Womack
ended up writingabout
70 per cent of the material
forWood’salbumwhile
theyproduced ittogether.
“Itwasmeand the piano
player Mac (lan Mclagan)
and Ron, whowas there
allthetime whenthe
otherssplit. Wewasup two
orthreedaysatatime. Themsessions were
prettyloose, sure, but thistimearound Ron
concentratedonhisvocalsalot.”

Womack’sown group havebeentogether
amatter of monthsapartfromtherelatively
casual brasssection he’sknown for fiveyears.
He would like them toworkin the studio with
him-“IthinkwhenIplayasonginthestudio
andtheydoitlive, they do abetter version”
butinstead he used session guys.

Alreadythisband has playedatourwith
both the Ohio Players and Graham Central
Station, aswellasafewdates with the Stones.
“When we came off that we was tightasabug
onatree.ldidafew new thingsand thenmy
older stuff... Sure, ‘It'sAllOver Now’, ‘Looking
For Love','l CanUnderstand It’ and we'd
createthingsonstage... jammingtillwe
foundagroove.

“I'verearranged ‘It’s All Over Now’ because
Ihatedit throughhearingeverybodydoit the
sameway. Meand Bill Withers cut it together
and we changeditaround, butl think people
preferhearingitthe old way.

“Y'know...Ididn'tdigitatallwhenlknew
the Stones were doing thatsong. That was my
firstrecord anditwasahitand Ididn’twantto
knowabout nocover version. ltwasSam
Cooke that told meand he was happybecause
hehad the publishing, but Ididn’t care about
the RollingStones... no...Isaid, ‘Let them get
theirown songs together, man’,but they did it
and ldidn’tunderstand why Sam was happy
untilIgot thefirstcheque.

“Thenl thought, ‘Great-the Rolling Stones
candoeightof mysongs.’ 1 lived off that record
forabout 10years,and I'mnotlyingtoyou.
TheFacesdiditand RyCooder,and Iloved the
wayhedidit.”

Womack, in fact, didn’t get to meet

theStonesuntil thisyear, and this
was through Wood. Duringthe
course of theirrecordingtogetherin
London, Wood had to go to Paris to
meet the Stones fortalks on the US
tourand Womack went alongfor the
ride. twasa trip thatresultedinhis
playingsomeof their dates, perhaps
themost coveted openingspotin
rock’n’roll this year.
Ofalltheartistswhohaverecorded
hismaterial, Womack cites Wilson
Pickettastheartist he prefers most.
“Hemade the best jobof the things
Idid, like ‘I'mInLove’ and ‘Midnight
Mover'." Chris Charlesworth

RonWoodandRed

Faces'finalUStour

Stewartduringthe \
1

inautumn’75

T———

“Idon’tthink

Ron knows yet”

NME DEC 27

HE MOST WIDELY anticipated split
Tin rock history finally came to a head

last weekend, when Rod Stewart
officially announce that he has broken his
connections withthe Faces.

Stewartsaid that his decision to leave the
group,inorderto concentrateona solo
career, was taken after much deliberation.
He addedthat he could no longer work in
asituation where the Faces' lead guitarist,
RonWood, seemed to be permanently “on
loan” to the Rolling Stones.

Stewart now intends to form his own band,
the lineup of which willbe made known early
inthe New Year.However, it now seems
unlikely that Wood will join the new band, as
had been widely rumouredinthe past.

There has, asyet, been no official word
regarding Ron Wood'’s future plans. It has
automatically been assumed that he will
now join the Rolling Stones - with whom
he toured Americain the summer and has
recently beenrecording on the Continent
-onapermanent basis.

When NME contacted Mick Jaggerin
Paris on Friday morning, just before he
boarded aplane for the United States, he
had only just heard of the Faces split. He
commented: “| don’t think Ron even knows
aboutityet. Alll cansay at the moment is
thatno agreementhas yetbeensigned
between the Stones and Ron Wood. There's
nothing finalised at all. But as | say, we've
only justlearned of the split.”

It seems logical that Wood will join the
Stones. But reportsin the national and
evening papers last weekend, suggesting
that he had already done so, were - at press-
time - still premature.

Jaggerreaffirmedthat the Stones are
planning a European tour in the early
spring, and expected toinclude British
datesintheiritinerary. He said they were
aiming at March-April for the tour, but
emphasised that no venues are yet set.

The NME understands that April 6is
being held for a Rolling Stones concert at
Wembley Empire Pool, but that the Stones
have not yet given their final approval.
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NCEUPONA timein theearly '60swhen

everybodysuddenlystarted getting paranoid

about advertising men, and half the people

youmet were convinced that the “Hidden

Persuaders” were secretly ruling the world

from Madison Avenue, you used to hear this
cuteslogan attributed to some grey-flannel-suited wolverine
Machiavelli from one of the big ad agencies.

Thisbitof prefab folk wisdom went, “Youdon’t sell the steak,
yousellthesizzle.”

Thethingis,itain’t thateasytotellwhere thesteakends
andthesizzle begins. Obviouslyit's thesteak that'ssizzling,
andifyou extend the metaphor so that Little Feat are the steak,
thenthesizzleis what happens when the stocky, bearded guy
with thetired eyesstandingup frontbearsdown on his white
Stratocaster withthemetal tubeon his fingerand makes it
sound justso...

It’sasizzle, rightenough. Helays the sizzlesimmeringand
bubblingover thechugoftherestoftheband, and whenhehits
the note, that’swhenyou just naturallygetuponyer hindlegs
and putonyoursailin’shoes.

Ladiesandgentlemen, Little Feat. On guitarand vocals,

Mr Lowell George.

Obviously, something had togive sometime. If the first half
ofthe '70s were delineated by adesire foranexcessof posturing
and extravagance-asuccession of arrogant elitists more
concerned withmimickingthe worstand mostinhuman
manifestationsof old-style Hollywood stardom - then it was
inevitable that soonerorlater the whole rhinestoned bubble
wouldburstand leaveasticky messover the facesofalarge
mumberofboth its perpetratorsand its audience.

Hencetheburningquestionofthe moment, askedin the
pagesof most thinkingrock papersand in the homesof most
thinkingrock devotees: “Isrock dead?” If the question s
interpreted tomean,“lsthe music (and by extension the
makersandlisteners thereof) stane kaput?” theansweris
obviously, “Hell, no.” If it’sinterpreted tomean, “Isrock in the
processofstreamliningitselfbysheddingatacky oldskin
whichwasdrainingtoo muchenergy from the parent
organism?” then the answeris, “ Yes please - and can you put
thatLittle Featalbumonagain?”

Ladiesandgentlemen, Little Feat. Onguitarand vocals,

Mr Lowell George.

Maybe the time hascome tosacrificeafewoftheoldgods
-theoneswhohavebecomeeithertoo preoccupied by the
circumstancesof theirgodhood, ortoodebilitated by the
stresses and strainsof said godhood to be able to remember or
actuponthememory of whywe made’em godsin the first place.
You know-theones who'retoo busy hidingout from taxmen,
romancingmoviestarsandgetting theirbloodchanged todo
recordsand tours and get thecrumbling remnantsof theirmusic
outtothepeoplewhosaveupforthealbumsand queue three
daystoget ticketstosee'emonstage on theirbiannual tours. »
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LowellGeorgeon
April22,1975:"I'm
notanxiouttoplay
ingiganticballs,
whichiswharewe're
headedrightnow™
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These people have consciously divorced themselves
fromus to the point that what they have tosay tous don’t
matter any more. What Mick Jagger thinks about anything
isnolonger relevant. What Rod Stewart thinksisn't
relevant. Sowho needs 'em?

Sure, if we'restillassessingrockin termsofthese
screwed-upold dinosaursand thelikelihood of new
dinosaursemerging, then yes, baby, rock is dead, and i fit
meansanendtodinosaursI'liberightuptherelightingthe
firstlogon the funeral pyre.

Butrockmanifestlyisn’t dead -and inevidence I'll
call Dr Feelgood, the Wailers, PattiSmith, Bob Dylan
(apotential dinosaur who, aloneamonghis
contemporaries, cared enough toevolve) and. ..

Ladiesand gentlemen, Little Feat, On vocalsandguitar,
Lowell George.

OWELLISN'T Astar. He'sa musician. Youstand in

thecorridor outside his second-floor room in the

Waltergate Hotel in Washington DC, and asyou
prepare toring the bell you notice asingle, solitary
squeezed lemon lurking on thecarpet. He letsyouin,
murmurs “Well, hey” and disappearsinto the bathroom,
and you prow! around for a few moments.

Ittakes youa few secondstorealise that the two speakers
thatflank thebed aren’t part of the hotel furnishings because they seem
toblendinsowell with the decor-the same fake grain veneer plastic
wood beloved by the Gracious Living Departiments of both hotels and
electronicequipment designers. There’sa box ofcassettes—Bach lute
music, Ry Cooder, home-compiled bluegrass, theStones - afolded NME
by thesofa, a fake National Enquirerfront page made up by Warners.

Lowell Georgeis Mr Average. | le’snot a glitter wimp oracocaine pimp
orastreet punk; justastockybearded guywithanair of bearlike
abstracted amiability in jeans, scuffed suede boots,amauvesshirtand
ablueV-neck pullover that, ifworn by an Englishman, would seem to
have space-warped theirwaystraight out ofMarks & Spencer.

Heoffersyouachoice ofrealand fake mineral water, topsitup withice
and halfalemon (“Uhhhh... where'd [ put thatknife?”) and we sit down.
Beforecaneventhink “interview", Irealise that we've justspent 15
minutes talkingaboutamutual friend and 10 minutes discussing the
Marx Brothers. How the hell doyou “interview” aguylike that?

See, when theidea ofgoingto Washingtonand doinga Little Feat piece
cameup, | hadn'tintendedtointerview anybodyatall. Lirtle Feat’s music
always seemed to speak foritself more than adequately,and rather than
ruthlessly interrogate the creators thereof for musical minutiaeand
scabrouspersonal anecdotes about other famous people, itseemed more
appropriatetotryandjusthangoutand writeadocumentary number on
the bandand theirassociates.

ltdidn’twork outquitelike that because I'd bumped into Lowell George
inthelobbyandhadan incidental two minutesconversation which
convinced me that they guy wasso obviouslyenjoyable to talk to that
gettinginanhour’s gab with him wasgoingtobea pleasure in itself. So
Igotbackintouch with the PR wingofthe operationandsaid that1'd
changed my mind,andcould they fixupaninterviewafterall. Borrowed
atapemachine, fought my way past the flattened lemon in the corridor,
rangthedoorbell...itwasquitean adventure.

Soatonepoint we weretalkingabout The Byrds, and how the first two
albumsaresosimilarincontent, techniqueand texture that they sound
likeonealbum, and MrGeorgesez:
“Thesoundwasverysimilar, because
theband had not gone through any of
the monumental changes thatoccur
whenaband getsverysuccessfuland
everybodygetsabighead.

“Imean, that’sone of the problems
ofrock’n’roll, whenakid of twenty-two
or-threegetssuccessful and goes to
a$200,000-a-year placeinspaceand
thinks, ‘Shit, [ can play thedrumsand
earn $200,000ayear—fucktheseguys!’
Andtheygooutontheirownand they
findoutthatit’sallamistake-ya
know?Whatawonder fulindustry.”
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Little FeatinLA,1975:
(I-r}Kenny Gradney, Bill
Payne,LowellGeorge,
PaulBarrere,SamClayton
and Richie Hayward

Whataboutthe dissociation thatoccurs when asongwriterwho draws
onhisenvironmentis pulled outof thatenvironmentand placed among
thelimos, dope, five-star hotelsand trashy women of rock stardom?

“Ofccourse. Thathappens to everybody. Springsteen will writesongs
about allthe press he's got. He's had more pressthan any living being who
hasn’tsold ahundred thousand albumsever. It 'samazing. Bruce is bigger
thanapolitician. [haven’tmet theguyand | haven’t heard hisrecords, so
Ican't tellyou what'sgoingto happen to him. That happens to me too, but
lalways have thosecheesy Holiday Inns to bringmeright back down to
earth,andidon’t think we'llever escape them.

“Anotherthingisthat I’'m notanxiousto playingigantichalls, whichis
wherewe'reheadedrightnow. | don't relish thatideaatall. I'drather play to
three, five, seven thousand people and play for several nights, maybe three
nightsinarowifwehave ahugeaudience. Playtoasmall audience where
therealityis much closer. You know, where there’sstillacommunication.”

Butwhathappens when therecordsstart breaking bigand the record
companystarts pushingthe band to play those bigger gigsand reach
more consumers with lessoutlay?

“Itisn’t recordcompanies that say that, it’sagentsand managers. They'd
lovethattohappen because they make more money that way. Actually, it
reallyshouldn’tbe upto them. It should be up tome,and 'm workingon
thatright now, trying to have it be my decision and notbe anybodyelse's.
Onethingisthatlhatetocometoatownand beout the nextday. You
neverget to find outabout thestreetand what’sgoingdown andifthere’s
asongouttheretobewritten.imean, thiscity...”

Washington. The band’s PRsay it’s their “home town” (even though
they're fromgoodol’ I1o-Lee-Wood, LA, Calif) and that night at the gig
theemcee willexhortthecrowdto “Please welcome home, Little Feat!”

“Thiscityisanamazingplace and | love tostay around here, because
there’ssomuch great music. It's very provincial. Twenty miles across that
riverright there is Virginia, where bluegrass musicrunsrampantin the
streets. There’s players here that areas good as there ever have been-1
canthink oftwo mandolin players that have lived inthistown,and a
dobro player, Mike Auldridge, whois
justunbelievable, thedobro player of
alltime, and John Starling, a singer-
songwriterwholivesin thevicinity
whoisalsoadoctor. [hatetoexclude
allthat.

“Jerry Garcia, you know, goesout
andgetsback on thestreetagain,
formsanothergroup thatisnot quite
togetherand hasno-an untogether
together band - and performs
because hewantstogetbacktothe
streetagain.”

lallowed ashow I thought that
tharwas great ofGarcia, but wished



that afew people whose music was closer to my ownstreet would do
thesame.

“Nameone.”" Led Zep?

“llove theirmusic, buttheir presentation leaves alittle to be desired.
Also they playalittlebit too loud for 10,000 seats. It'sso godawful loud. I'd
lovetohear those guys comeout with littlecheesy Fenderampsinatiny
hallsome place underanother name, but I reckon they'realittle too
advancedtodothat.”

Yeah, butwhat Zep play has to be thatloud to provide that overpowering
annihilation effect that H Metal dependson, especially foraband like
Zep,whoareallabout power of variouskinds.

“That’savery sexual concept-volume assubjugation of the feminine.
Iwonderifthat’saformulathat those folks havearrivedat.”

The doorbell rings, and when we resume, Lowellisrecountingthetale
ofagigat “ahorriblelittleauditoriuminVance, California” whereall the
biggiesarrived tocatch ElFeat.

“Therewas Phantom Fingers—what'shis name? -Page, yeah, Plant
and Page; thatwarbler from Australia—what’s her name? - Helen Reddy;
the HagarBrothersfrom Hee HHaw (US C&W TV show). We had Ringo - it
cracked meup that those people would be concerned about the idiom
that we were playingin and concerned enough
togoto Vance, California.lwasimpressed
pretty much despite myself.

“Wehavegathered akind of whatyoumight
callanunderground audience whichisnow
aboveground. Sometimes the show might not
heverygood, butit’'sstillbecause we'resix
people withsixdifferentfeelings about what
should be played. Sometimesit’son
sometimes we'rereally great. Butit'samazing
how overwhelmingthiswhole musicthingis,
that peopleshould devote theirlives tofinding
outwhatkind ofaftershave Frank Sinatrauses.

“Ithink the first major musicstartogaina
giganticaudience was BingCrosby. Those old
musicals were kind of what created this whole
massiverecord market. Butnow, heavy metalhashad itsdaybothin
termsof the musicand thoseindividuals who deal inthatkind of lifestyle.
People cametosee Joe Cocker because hewasgonna throwupon the
drummer,and oddly enough hedid italmost every night. It was almost
likeirwasaplan. NowJoe Cockerdoesn’t seemtobeinmindtoplan
anything, so | wonder who did planit. Maybe someone putsepicacin his
Southern Comfort.

“Wedidacouplaconcertswithhim,and theysaid, ‘You havetaplay for
55minutes. If vougooverwe'rein trouble.’ And thereason for that was
tharthey wanted toget himon the stage as quicklyas possible. He's such
afantasticsinger, hassuch afantasticstyle. He doesamaz-ingthings
withhisvoice.

“Yeah, who knows. Right nowit’sall goingbackwards. Pretty soon we'll
bebackin theswingera. People aresaying, ‘We've had everythingelse,
so...'Thatetoconcern myselfwith anyof that. I'd ratherjustsitdown and
write, just trytowrite agood song, wherever it’ssupposed to be.

“Somerhingelseabout whathappenswhen youreach acertain stage:
one'slifegetssotaken upwithairportsand transportationand gettingto
thegigon timethat there’s no time left forwriting. Nowadays I'mreally
screwed to come up with a pageoflyrics, whichisno fun.

“Sure, whenyou start to makeityou have tolose something, and
basicallythisisabusinessandIrealised thatnoneofthe peopleinthe
business see anyreasonwhy youshould doitother thanto make money.
I'verealised thatand now 1 haveto deal with itdailyand now I'mareal
negative factorto many of the people who have to deal with the band.
Iwillcancelashow-and have-if we'resupposed tobeopening for
aband thatl despise.] will not play for them.

“And then | get theoffice, (heslipsintoaclassic Leniy Bruce ‘agent”
roice) ‘Iley, whass goin’awn? Yuh cancelled th’ gig!’ and 1 go, ‘Yeah!’

“They say, ‘Butwe gottaget to thattown ‘nsellre-cuds!’ 1say, ‘OK, here’s
whatryoudo. Getabass playerandacurtainandI'llstand in back of you
andyou do theshow.’ Theysay, ‘No, that won’t work.

“When you
start to make
it you have
to to lose
something”

LITTLE FEAT

“Thelogicbehind whyyou doitissomethingthatalottapeople forget
tooearlyon.lwanttotryand holdontoit...”
Ladiesandgentiemen, Little Feat. On guitarand vocals, Mr Lowell George.

HE CAPITOLIN Washington is aslick 10,000-seater seemingly

constructed entirely out of recycled orange peeland old Action

Man dolls. Theshow double-bills Dave Mason and Little Feat as
co-headliners supported by Catfish Hodge.

Little Feat were broughton, upinfront ofabigaudienceinaplastichall,
andtheygotitonrightfrom the opening “Apolitical Blues” (God, who
else plays aslowblues withsatirical lyricsasan opening number?) right
through to the closing percussion shake-it-up of “Feats Don’t Fail Me
Now"; they weresublime.

Right from percussionist Sam Clayton’s screwdriver-jivergimme-five
why-ain’t-I-with-the-Ohio-Players caperings through to Lowell's almost
abstracted sangfroid, theirvery disparity helped maintain thebalance;
abalanceupset only by co-guitarist Paul Barrere's bullmoose parade-
ground bellows of ritual invocationslike “Rrrrrock'n’roll!” and “Git
daown!”, which are OK for the likes of Johnny Winter but seem almost
absurdly contrived and affected in the contextof Little Feat.

Butwhat madeithappenisthat Lowelland
hisboysknowwhat makesitwork. They know
what sounds good and they play whatsounds
good fromaninstinctivesenseof balanceand
control. When Lowellsendsalick skimming
andsizzlingacross thechugging, choppy
surface of the band’s music, hedoes so simply
because heknowsthartitought tobethere
becauseit'sright.

And thenbecomesoutandsings“Willin™,
andforthefirsttimesincel grew tolove that
song I realised why.

Ostensibly, thesubject of thesongis truck
driving, butanybody who thinks that “Willin™",
isjustasongabout truck driving probably also
thinksthat Raymond Chandler’s Philip
Marlowe books are about adetective. In both cases, subject matteris
merely a metaphor; but whereas Chandler’s themeisthe hardshipand
the necessity ofbeingtruetoyourselfinaworld where everybody else s
simply out for themselves, George’s themein “Willin™ islifeand love of
lifeand theknowledge that both thegood times and the bad timescome
from thesame place and that neitheronecan be denied in favourof the
otherbecausetheyaretrulyindivisible.

George's protagonist in “Willin” has been through itall: he’s weather-
beaten andbleedingand rootless and he misses hiswoman, but he'sstill
onhisfeetandstill willin’,notoutof blind stoicism but out of aserene
realisation ofafact oflife that'sbeen staringusallin the facessince Day
Oneandistheretobebuiltonifwecanjustbringourselvesioseeit.

Listen to“Willin'" again; listen to the marvellous tenderness in Lowell
George'svoiceas hesingsitand thinkonitnexttimeGod catchesyou
unaware withablind forearmsmashandyoufind yourselfhurting.

Right now, too many ol the biggies are too concerned with laying their
pitifullittle problemson ustobe able tostillsay something that can feed
back intoourown livesand help usshare the weight. Neil Youngcan, Bob
Dylancan, butwhathasyourlocal superstarsaid to you lately?

OWELLGEORGEISN'T astar. Ile'samusician. He'sjust this

bearded guy in California who doesn't look like aleper messiah,

who's probably no betterin bed thanyottare, who'’sagood
conversationalist and probablyfun to get wrecked with, who isn't
aheroand who certainly isn'taLeader or The Future Of Rock, or much
ofanythingexcept aguy who writes beautiful songsand playsguitar
acertain way.

Itjustseemsthat rock musicis better offin thehands of unassuming
guyslike Lowetl George than with theelegantly and expensively wasted
household name ofyourchoice. Afterall, he'sstitl willin'.

Ladiesandgentlemen, Little Feat. On guitarand vocals, Mr Lotwell
George. CharlesShaar Murray ®

Hello. And welcome to Washi_ng_tOI‘\.,
of the popular group, :

.C.,home of the

who feature on guitar.
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October 26,1975:Ozzy
Osbournefronting
BlackSabbathat the
Falkoner Theatre,
Copenhagen,during
the Sabotage Tour
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idiot”

BLACK
SABBATH

— NMEOCTOBER 26 —

HECATDIED, OZZY.”
“Whatcat?”

“Thathorrible-
coloured thingyou
shotin thegarage.”

“It’slikebleeding

Daktariinour garage,” mumbiles thestar.
“Youcould goon an expeditioninthereand,
nevercome back.’

This makes The Horse That Fed Steve
Marriott assume e minor perspective. Alittle
later afriend who ives near Ozzy's stately home
reports thataGemtleman’sShoot thestarwas
askingabout wiltbecharging£1,000 pergun
perweek. Too mueh,

“A thousand pouv nds?” repeats Ozzy, mildly
disgusted. “I'ddoJetter to pick offsome more
of thechickens.”

We'reintooursi<th Pernod and water now,
but Wednesday nightin Bradford stiltain't
lookingtoo wonderful. Geezer had some sense:
heshot offhome to Worcester right after the gig, »
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—
Ouzybeinginterviewedin —e—
Londonin1975,possibly
pondering whichconcept
Sabbath’smootedconcept
albumwillbe about

0zzy and the Good Book

AYOUNG MAN- reclines onahotel divan. Hislong, fair hair criss-
crosses the pillowand his triple-decker platforms are hurting hisfeet.

Helifts thetelephone.

“Reception? Listen, howaboutcomingup here to keep alonely man
company? No?Well listen, how does a sparrow make anemergency
landing? Eh? With a Sparrowchute!”

Tonylommi, lhearlater, once punched Ozzy on the nose for repeatedly
rippingup hotel-supplied Gideon Bibles. 1 don't know if you remember
Tonywithlonghair. He's wornitshort foralong time now, with aneat
moustache and knife-edge cream trousers. Oh yes, and the same old
steel cross, restingatop theimmaculate pullovers. In Bradford, wheniit's
timetochange, he disappears from thebare, echoingschool cloakroom
thatserves St George's Hall as communal dressing room and secretes
himselfin the upstairschamber (with thestar on the door) for morethan
halfanhour.

Ozzy'sstill here: hedidn’t bothertohide whileassuminghis yellow
fringedshirt, tighttrousersand painful whiteboots. Now he leaps
playfully round from one member of theband toanotherand pullsdown
their panties at crucial stages of undress.

Bill Ward endures these onslaughts without excitement. Gnarledand
taciturn, lookingvery old, much older thanthe others, he’s climbinginto
bright-red tightsand thered, tent-shaped maternity coat he “found in
thewardrobe” thismorning. Herounds off the tights witha pairof old
blue plimsolls.

Helookslike the Frog Prince.
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There’sonly one thingon Bill's mindright now: thesins ofa music
journalist who'sbeenless thancomplimentaryin printabout Bill's wife.

Billreckons he'llsue.

Areyouveryangryaboutit, Bill?

“Meand Melindaare usedto beingslagged offin thepress” -hestares
hardintomyface-"but... well... Nocomment.I don't want tosayany more.

‘My wifewill, though,” headds glumly.

0zzy and the concept albums

GERALDIS SITTING alone on a hard chairin the middle of the room.
Geraldisrather a well-kept secret. He plays keyboards for Black
Sabbath,and every night hedresses up in his own version of the
fringed costume-but he and all his equipment are always completely
hidden away from the sight of the audience.

Still, he'shonoured to be playing with hislocal heroes,and soon he'll
have hisownalbum todo; musical variations on TheAscent Of Man.

“Ozzy'sgoingtohelp out with the singing,” he confides.

Thelast time Gerald tried to makea record, the studioburntdown.

“Ournextalbum’sgoingto beaconcept album,” Ozzyremarks,
sometimeduringthe next twodays.

“What's the concept, 0z?"

‘Wedunnoyet.”

0zzy and the young people of today

BRADFORDISN'T A riot, not like Sheffield turns out to be, but the kids
still pile up over the front of the stage and no one sits down all night.



Theimaginaryaxemen, who are presentin
large numbers and SabotageT-shirts, turn
their backson the band and get heavily into
miminglommi’sriffs.

lommi’s mannerisstately. No fringes forhim;
inwhitesatin, with gold braid and knee-length
trumpetsleeves, and slightlyembarrassed
smilesattheother lads, he squirrelsabouton
theguitarlikesomeone demonstratinga
knittingmachine;and thesebreaksare
generallythesignalforrelative hush. Butit's
morefunwhen Oz doesn’tleave the stage, but
totes hisinvisible axe aswell; 0zzy's
performanceisone unbrokenactof
communication across the barriers.

Solommi’seffective butabitofasmoothie
pretty Geezer campsituplikeaKingCharles
spaniel, Bill flails hisdrumslikeademented
Thorin Oakenshield -but Ozzyisthe natural-
bornstar,and theSabscould never have
lived thislongwithouthim.Qzzycan howl
outlineslike:

“No morewar pigsout for power!! Hand of God
hasstruck the hour!”

...Andgetstraight backintobouncingup
anddown, peacesigning (“ljustdiditto
them one dayand theyalldiditback”) and
inciting the crowd tohoogie with the minimum
of incongruity.

Heactually noticesindividualfacesin the
crowd below him. Hebridges the tuning-up
gapsthatstraggleoutnumberswith “Are ya
havingagood timeanyway?So arewe!” so that
theaudience won't feel ignored; and as the pain
threshold mounts, andthedininyour head
becomesahlessed haze, theleapingyellow
figureand square, hurt-looking Ray Davies
featuresdominatethetownhall’strance.

0zzy and the fans that got away
“WEWEREPLAYING thisbaseball stadium
inthe States. We'rein the middle of a huge
fieldand there’sa high wire fenceallroundit,
with thekids outside. So I say to them, you
know, “Come on, comeinside”, and suddenly they’re all climbing over
thefenceand running towardsuslikea
human stampede, and we’re playing away,
waitingforthemtogetuptous.

“Butwhenthey do, they don’tstop! They just
tramplerightoverthe stage, bustupallour
equipment,and rushawayacross therest of
thefield and outofthestadiumdoors!’Costhe
policeareafterthem...’

inSheffield City Hall, Lady Tony lommiseats
herselfon stage. She crosses Aristockinged legs
and smoothsherblonde hair. Shemust beall of
24."“Aren’t youawfullyyoungtoheareporter?”
sheenquires.

Tomorrow, the Daily Mirroristointerview the
lommisabout their lifestyle. Like Ozzyand his
Thelma, they too haveacountryhouse. It'snot
quitesoeasy, though, to make the connection between Qzzy and
graciousliving.

Tonylommihas patented asystem ofcartridge-type pick-ups which
canallbeslotted intooneguitar. He says he maybeappearingon
Tomorrow's World to demonstratethem. He doesn’t know asimilardevice
hasalready been marketed inAmerica.

0zzy and the fans who got away?

SCENEINTHE pub across the street from the hall; abe-crossed and

“I stole a telly
and I was
balanced on
top of this wall
and I fell oft”

BLACK SABBATH

be-T-shirted fan hasbeen eyeing Geezer
Butlerlongingly from the next table.
Finally, heapproaches.
“Geezer, willyoudedicate ‘Megalomania’ tonight toSandra, Glenys
and Bongo?”
“We'renot playingit,” countersalaconic Geezer.
“Oh!” saysthefan. “Oh, that’snice, innit?"

Geezersmilesseraphically.

Thefan, nonplussed, backs away.

Whydoyou thinkitis, Bill, thatall thesereally youngkidslike theband
so much?

“I'mnotsurelcouldtellyou.”

Dotheyjustliketogetintoaheavy dazeandforget all their teenage
troublesforawhile?

“Ohyes, [thoughtwewereassumingthat.wastryingtothink ofsome
more profound reason why they getoffonus.”

0Ozzy rehabilitates himself

“GRAND LARCENY. I was in Winson Green for two months. Once
Istoleatellyand [ wasbalanced on top of this wall, one of them with
glassalong the top, and I fell off; this 24-inch telly was sitting on top of
my chestand [ was screaming, ‘Get me out, get me out!’

“I'had nothingtodoinside; youdid about twohours’ work adayandthe
restof thetime youwerelocked inyourcell. That'swhen | did these tattoos,
withasewingneedleandatinofgrate polish.”

Were you into musicin those days?

“Notreally-maybejust The Kinksand The Beatles.”

So how comeyou'reasinger?

“Whenlcameoutofthenick... had to dosomething, didn't 12"

Geezer’sbackjustintime for the gig. Heclambersintodirtysilversatin
jeansand awhitefringedshirtlatelyliberated from Ozzy. Butheretains
the filthy blue braces that have heen holding up his offstage trouserings.

“Thosearedisgusting,” pronounces Ozzy. “Here, let me put them
straightforyou.”

Atthispoint, thelatest issueof NMEarrivesin the dressing room.
It’satense moment: the paper carries alambastingreview of the Sabs
last week in Birmingham. Lucas, road manager, isincensed. “To think
we’ve beenlookingaftertwooftheirgirlsforthelast48 hours,” he
muttersaccusingly.

Ozzy,who hasnaturally good manners, turns hisback and studies his
reflectioninaglassat theotherend of theroom. He’s not about to get
involved. When asked for an official reply to the review, he responds,
simply (and justifiably), “Bollocks.” And that’s allanyone’s going to get.

0Ozzy and the Christmas stoat

"TWAS CHRISTMASEVE, in the stately home, and Ozzy Osbourne,
opening hisbay window, leaned out to survey the snowy countryside.
Hesniffed attheicyair. Suddenly, rightin front of him, he espied a tiny
stoat, sittingup onits hind legs, gazinginto his
face (ratherlike a Sab-fan, infact).

Andwhat happened, Ozzy?

“Nothinghappened. We just looked at each
other forawhile. Then thestoat went away.”

AndontoSheffield.

Sheffield audiencesare wellknown, nay
notorious, for enjoying themselves without
restraint, and onecanexcuse theelderly
security menat the City Hall for panickingabit
last Thursday. They caused some unnecessary
trouble, it seemed to me, at thesides of the
crowd they could reach, but no one could have
penetrated the middle of it once the Sabs were
onstage, and thetiersof bodiesin there were left
toswayand fallabout at witl.

lommiscuttledupand down hisinstrument with this usual static
elegance, and Bill Ward’s drumsolo-that’sthe Drum SoloI'm talking
about-sounded morelike the Approach of World War Onethanever,
butme, Igotbored whenever Ozzy wasn'tonstage tovibe things up.
Ozzygivesthe whole thingheart; Ozzyispower; Ozzyis thereasoni'd
gotoaSabsgiganydayratherthan,say, the Hairdressers’ Ball (Roxy
Music) I attended at Wembley the nightafter that.

Makeno mistake-there’snotwowaysaboutit. Andyoucan’tsayfairer
than that. KatePhillips »
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T'SNOMERE coincidence that Ozzy Osbourne’s
songon the new Black Sabbathalbumis called “Am
1 Going Insane?” Ozzy, who professes that all his songs
areabout himself, is asking a question to which many
others havealready putan answer.
IHestandsbeforeus, arock starinall hisresplendentglory.
Ozzy Osbourne-long, straggled hair, leather tasselled shirt
complete with the obligatory beads, metal crossand, of course,
denimjeans-hasjustarrived at London’s Swiss Cottage Holiday
Innfrom Birmingham. Whilerock musichasachieved afair degree
of respectinsocietyarlarge, Osbourneseemsto prefertoremainin
atlimegone by whenrockstars wererockstarsand everybody over
25hated theirguts.

Ameetingof the Black Sabbath co-op (theband now manages
itselfand conferson everything) had decreed thatOzzy wastodo
theinterview. e thriveson the task.

TheSabbath co-op (“What’saco-op?” Ozzie innocently inquired)
hasalsojustreached the painful decision that they would have to
leave Britain fortax reasons.

Ir'saverysad thingforme that wehavetoleave England,” he
moans. “Because of the state of theeconomicsin thiscountry, we're
beingforcedto go. We cannot afford to function under these tax
things, sowe’llhavetojoin all therestand wave bye-bye. I've tried
toavoid it foras long as possible but it’sridiculous.

“Itreallyisunbelievable, man.It'sashameinawayandthe
governmentinthiscountryorwhoeverisdoingitshould be
ashamed of themselves.

“Lookat theamount of talent that comes out of this tiny island, not
blowingmyown trumpet, and thiscountryshould bereally proud of it,
but they'reforcingthe talentout. tt's sick.

‘ltmustsoundasifeverybodyin the rock'n'roll businessis tightand
theydon’t wasn'rroshare the money, butit’snotlike that. Peoplein the
businesshavealimitedamountoftime. You'reonlyyoungonceand|
can'tbe doing Black Sabbath when I'm158. 1 don'texpect tobe the wild kid
fromAshtonwhen I'mthatage.

‘Idon'twant tobewealthyfor therest of my life, | wantto becomfortable.

Iwantiositand dedicate myselfto music inwhatever wayit comesout, but
withthese taxlaws, at the age of 38, we'll
probablyall havetosignback onthedoleagain.|
don'tthinkwedeserve that.”

Hasn'titgiven himacomfortableliving
already?

‘It has,but they've never done anything for
meand I'm not goingto do fuckall for them,
basically. They've never done one thing for me
apartfromgivingmeafewquidon thedole
which | probably paid them anyway. They're not
givingmeanyincentivetostay.

“They’llchangeittoolate. I really don'twant
toleave, but 'mbeingforcedout. Englandis
thegreatest countryintheworld asfarasI'm
concerned, but 'msorry, t can’tlive under these
conditions. I'm nomug, I'mnoidiot. You've got
tobeadummytostayhereand work your ballsoffall yourlife.

‘Each and every one of us has worked bloody hard for whatever we've
got.lwishalotof people wouldtryand get thatsunkin theirheads a bit.
Itsfun, butyouhavea lorof hang-ups, alot of mental hang-ups, alotof
physical hang-ups.

“Theonlythingthat'sgoingtosufferisthateveryoneisgoing toleave
the countryandyou're goingtolose out on recordingstudios. Thereare
thousandsofrecordingstudiosin England, man, which aregoingofold
up because theycan'tafford torun becauseof thetaxsituation. Every
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year the market is going tobe flooded for about two months. Then
everybodyis goingtodisappear againand everythingis goingtobe dead.

“I’'sgoingtoend up like East Germany orsomething as faras music
goes. Good old Radio Oneisgoingtofeed everybody. Fuckinghell, man,
whatahopel'mgoingtolisten toreggae musicfor twoyears.”

Butwhat is he going todo when he leaves Britain?

‘ldon’tknow, how about China? Theroadiesare good over there.
ldon'tgiveafuck wherelgo.I'mjustagypsyanyway.!'lljustgetonand
playand getoff. I'lljust pitchme tent. 1don’t want o settle. 1don’twant
tobeacountrysquire for the restof mylife.”

Ozzywon'temigratetotheStates.

“ldon’'twant togothere. Everybodyelse has
gonetoAmerica. | don'twasn’ttobeat theend
of thequeue. 1 want tostart somewhereelse off.
IHow aboutChina? That soundsgood to me.
OrRussia. Whatatrip thatwould be!”

WhynotAmerica?

‘l likeAmerica, but [wouldn'tlive there
because(a) there’salotofgunsaboutandalot
of people who would usethemand (b) Idon’t
wanttobeinthefiringline. I'mfrightened of
theviolence.

Talk of theviolencein the Srates sets Qzzy
offagain.

"Thefilms! Youwanttoseethe films over
there, man!They’vegot this bizarrething
called Rollerball, have you heard about that? It’sfucking nuts, man! his
bananas!And theaudiencealwaysstart clappingand cheeringwhen the
gruesome bits come. They'll have gladiators over there soon, you wait. It's
liketheriseandfall of the Roman Empire.1t'sincredible.

Andtheviolenceon thestateside toursdoesn't help?

“Itjustfreaks meout, man. You goonstage andsee 15 peopleinthe
circle batteringeach other to pieces. We'vestill gotia tryand say, ‘Welove
you,'withthisguylyingon thefloorwithabottlestickingoutof histhroat.
“There’sonethingthat everybody has got tounderstand about Black

Sabbath’slyrics. They're not downerlyrics. They'rejust telling

everybodywhereit’sat. That'sallitus. People must thing wesleep
offtherafterwith wingsonourbackseverynight, takingredsand
drinkingwine. We'rejust people.
‘Wesee alotand wewriteabout whatwe see. We havea couple

of songsabout peoplegettingstoned,but sohavealot of people. It’s
aheavy,doomythingbutit'swhatwesee. Alove thingwouldn'tgo
with thestyleof musicweplay. It'slike goingtosee Frankensteinwith
TheSound Of Musicsoundtrack behindit. lt wouldn't go.



“Theway we write goes with the way we play. We're not telling
everybody to jump offthe cliff, and ifanybodyever dies, | don’tknow
whatI'ddo. Ifthathappened, I'dbelieve that Iwas the devil.

Isn’tittrue that Black Sabbath music incites people to get
over-enthusiastic?

“If people cancometo aBlack Sabbath gig orlisten to a Black Sabbath
record and getrid of their aggression, that's great. If they're miserable,
theycanputonaBlack Sabbathrecord and thinkthatthebandknows
howthey feel. They've gotsomethingon Earth that they canrelate to. It’s
greattoseethosekidsatourgigsenjoyingthemselvesand they’renot
kickingshitoutofeachother.

“Inthe States, violenceis the fashion. Thismonth’s fashion is hitting
people over the heads with bottles. Next month’s mightbe wearing
pinksocks.”

Isn’t the Sabbath stageactencouraging thatviolence?

“Listen, man, if Frank Sinatra played the nextgigafterus, they'd
probably have the shit there. They have lots of violence ateverything, no
matter whatthe gig.”

The energy exerted on stage by Sabbathhas been one ofthe main reasons
theyhavelasted solong. They've been away from Britain now forovera
yearandcanstill sellatourout.It’sbeenoverayearsince theyreleasedan
album and their new one, Sabotage, hasreinforced their popularity.

“Sabbathis one of the greatest experiences of my life. We're stronger
now than ever we were as musicians. It has progressed a lot. We havealot
ofideas that we could put out, butit’sa thingthatonceyoutakethe
plunge, you've doneit. It’sgot tobe achangedrastically oragradual
change. Whateverthechange, it’s
goingtoaffectyouoneway or
another. The longer youleavechange,
the more chance you have of survival.
Ifyougo ‘whack’it’sabitgamble.”

Thenewalbum, whichhasseen
afewchangesin theband’s approach,
atouch ofsubtlety, butstill thesame
hard-hittingriffs, took longer to
record thananyof the previous
efforts. Sabotagewasoverayearinthe
makingand thebandsaytheyhave
nointentionofeverspendingaslong
inthestudioonfuturereleasesagain.

“Intheend, I feltlike callingit
‘Crossroads’ and havingMeg
Richardsonstaronit. Every time
there was asession we used to call it

Chapter99- ‘Will Black Sabbath completethe album this time?’Itwas
likeabizarrenightmare sometimes, but other timesitwas fun, especially
thetimes when westarted throwingcustard pies ateach other.

“Attheendofitl wasveryconfused because I had heard somuchofiit,
solhadtoleaveitalonefor sometime. WhenIhearditagain, atfirst
hearingl hatedit. Irealised that because of the constant work on it, | had
builtthis barrierin my head, butI'mreally satisfied with it now. It’snot
thatbad consideringthat we were all going through alotof hassleswith
ourown heads, like ‘Where can we go from here?,’ ‘Whatarewegoingto
dotobebetterthanthelastone?’

“Tome, Sabotage doesbeat thelastalbum, butIstillhavealikingfor the
lastone. Thelastalbumwasour firstalbumreally, because it was the first
time we had got into the actual studio production thingandittakesa
coupleof albumsto getinto that. Yougo throughall the experimentsof
bangingdustbinlidsand running herds of cattle through the studio to
findoutwhatitsoundslike.”

Sanity isresumed for asecond or twowith talkof theband’s
forthcomingBritish tour. “We’re doing two days in Birmingham now.
We'redoinganotherone attheend of the other one.” Make sense of that.

Thetourisbeingdonein sections, Britain, then Europe and back to
Britainagain. Sabbathareawarethat theyhaven't played Britaininsome
timeand, when fixingthe tour, were alittle apprehensive about how they
would bereceived.

“Itlooks asif wehaven't played heresince theold king died. I'm looking
forward todoing Glasgow, Liverpool, Manchester, Birmingham
especially. In the stageact, we’retryingto putinas muchaswecan.
People wanttohearalotofthe stuff
from pastalbums, sonowwehavea
25-minutemedley ofold numbers.”

Theinterviewalmostended
sensiblyuntilOzzy spotted what
wason the television ofthe hotel
room-the LabourParty conference
in Blackpool. And who's that
speaking? Yes, it's Mr Dennis Healey,
chanceliorof the exchequer. Ozzie
goes mad-sorry, madder.

“That’shim,” hehollers, pointing
anaccusingfinger. “He’swhywe
havetoleave England.

Aslease towards thedoor, Ozzy
tellsme: “Bytheway,don’tuseany
oftheswearwords, ‘cosmemam
don’tlikeit.” Harry Doherty ®
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RUCE SPRINCSTEEN SAYS he just

writes down his firstimpressions,

whereas here in Hollywood, California,

there are peogle in from New York who

believe otherwise. They tell you things

like, “Bruce ispurity.” Bruce cuts
through grime in half the time. Bruce is what
America hasbeen praying for ever since Dylan fell off
his motorbike and Brando get toofattobeinthe
motorcade any more.

Anditgets hardertodecide what'sbest to believe,
because the people in from New York talk alot louder
thanisnaturalandsodooutsiderswithacontrary
understandingofthesituation, comingonlikealife
depended on puttingdown the “1 have seen mankind’s
futureandit’sashort,skinnyguyinabrownleather
jacket” theory.

Bruce feels morethan alittlesick whenhe hears
thiskind of tatk. His tendency, when it occurs, isto
retire into aslow, agonised idiotdrawl, therelevance
ofwhichisnot all that easily recognisable.

Butthat’s to hiscredit. Dylan,
after all, never oncesaid, “Sure,
Iknow theenvironment. The
comgplexities of the human
mindand things of that
natuse.” And neitherdid James
Deamor Brandowhen hewas
thin. ltwasonly when Brando
started whangingoffin those
kind of directions that
credidilitywassuddenlyand
irrevecablyreduced. »
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No.Theonly waytomakealegitimateclaim to American folk-hero came back forsecond helpings. (The renewed interest had probably

statusistoreject thecandidacy as preposterous. Then clam up and spit beenspurred on by Springsteen'sdatesin August at New York's Bottom
amysteriousspit And that’s precisely what Bruce Springsteen from Line Club, outof which came the most excessive Bruce-Is-Easily-The-
Freehold, NJ,isdoing. Oryouassume that’s what he’s doing. Greatest-Person-On-The-Planetcoverage todate.) This time, Appel
Onething'sfor certain, though,and that's the fundamental lack of explained, therules weresubstantiallyaltered. Thegame now was:
modestywithin theSpringsteen camp on thesubjectof theattributes “Yougivemeacover, lgiveyouaninterview.”
andinfinitepotential of their boy. “...Andtheyhavetodislikeyouforit,” hesays. “Theysay, ‘We're New
Jon Landau, the celebrated Americanrock criticwhoquitworryingover ~ Musical Express, we're Melody Maker, we're Newsweek, we're Time
anintestinal disordertoco-produce Springsteen's Born To Runalbum, magazine,and whothehellareyou toteltusit hastobeacoverstory?”
says thatin the “rock area” Springsteen’snotonlya “great artist” but also Butlsaytoyou, ‘I'm givingyou the mostcoveted thingl can give you.I'm
happens tobe abletodo “more thingsbetter than anyoneelsel'veseen”. givingyouan interview with BruceSpringsteen. There'snothing more
Also he’s the “best performerin the history of rock’n’roll”, with the Icangiveyou.”
possible exception of Elvis P, whom he nominates mainly for Theindefinable tworeturned and the net result was that double cover
“sentimental reasons”. splash onOctober27 (Appel'sbirthday), thefirstforanentertainersince
MikeAppeloffersscant contrastwhen he LizaMinnelli's Cabaret days.
makes claimsto beingmanagerof “thegreatest Botharticleswherestrangelyimpartial
artistin the world today, that’sall” -asentiment “:[ reall considering the prominence theyattached to
he punctuates by attacking the palm of his left y theirsubject. Lots of biographical datainput,a

hand with hisrightfist. smatteringof the dourestkind of rhapsodising

¢
Appelisacuriosityevenamongrock'n’roll W anted Born and -in Newsweek's case - afew microscopic

managers. John Hammond, the Columbia insinuations that Springsteen might, afterall,
talent scout who signed Springsteen, describes T R ) t b bethe gravestkind of record-business hypola
him as “offensiveasany manI'veever met”, O Un O e a which, by thelaws of mediacause andeffect,
areference, nodoubt, toAppel'sboundlessand would render themselvesand Timethevictims.

sometimesabsurd urges forconflict. Mostlyit’s hit Single hear Afewyearsback, thepairof themwould
>

the presswhoget tofeel Appel’s pointedend and have hung majesticallytooneside until the
this, it turnsout, isno accident. Springsteen legend knocked them down,

3 3 ),
“Ilike todo thingswith integrity,” he notes, 1t On the ra,dlo then they'd have performed thegesture of the

“andsince themediaisnotsetup coverstory.

forintegritybutfortheirownends, B —_s ’
myideaofhowthingsshouldbe RUCE PRII\GSTEE :::.t.:,s:::ﬁn

doneand theirideaofhow things BORN TO RUN . LosAngeles, 1975

should bedone clash. Sowhat
happensisI'mtheguy theyfocusall
theirhateon.’

Appel and Landau’s extremities
arematched byvirtually everyone
elsewithin theSpringsteeninner
circle. Peter Philbin, Columbia’s
New York-based international press
officer,can talkup hisclientwitha
heat approachingdelirium,and at
therecentSpringsteenconcertsat
Hollywood’s Roxy was not so much
theimpassioned go-between as one more nuton
achairhowlinghisbrainsinsideout.

T YVENWITHINHIS band, there's an
awestruck, almost religious regard for
J__dtheman they call The Boss. Clarence
Clemons, the 33-year-old saxman, sees his
meeting with Springsteen as beingno less than
divinely wrought:
“Bruceis thegreatest person I'veever met,” he
says. “He’s the strongest person I've ever met.
Whenfirstmethimitwaslikeinthe Bible where
thisguymet thisguyand hesay, ‘Lay downyour
thingand followme’, and that'sexactly theway
itfelt, man. Butldidn’t. And I punish myself.
Andlguess God punished me‘coslgotin this
caraccidentand nearly gotkilled andshit.
Anyway. Hecameback [from California where
he'd been visiting his parents] and we got
togetherand hereweare.”
Nolessextraordinary hasbeen the
contribution of Timeand Newsweek to the
ballooning Springsteen legend and the apparent
easewith whichAppel wasableto manipulate
thesetwoindefatigablegiants.
Timehad previously runapiece on Springsteen
intheir April 1974 issue. Then anumberof weeks
ago, Newsweek made approachesoftheirown
and Time, catchingwind of the fresheningscent,
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BRUGE SPRINGSTEEN

Rotk’s New Sénsotion

Thesedayseven Timeand Newsweek are

butlet’sjumpin the old wagon anywayand take

fearful of missingout on the verynext American - ¥ 4 aridealong Thunder Road.”

sensation, evenifitmeansliningup at the wrong 78 “Hey, I know it’s late, wecan makeit ifwerun...”

theatre before the box office opens. ; .-4 There’sjusta piano pumpingaway and
“I’scrazy,” says Springsteen. “Itdoesn’tmake ‘e Springsteen’s knotty, out-of-tune voice... and

too muchsense and [don't attach too much
distinction to beingon the cover. It'samagazine.
Itgoesall thewayaround theworld, butreally...
youknow.”

E’REINAvacantroominthe
Sunset Marquis, Hollywood.
Springsteen’s eating a bowl of

Rice Crispies. Already he’sgot on his
brown leather jacket and helooks like he
hasn’tslept in maybe four weeks.

“Itdoesn’thave that muchtodowith
whatI'mdoing,” hesays. “Idon’t think
so. Themain reason [ went through with
it... youseeoneofthethingsIdid want,
Iwanted ‘Born ToRun'tobeahitsingle.
Not for thebucksbutbecauselreally
believed in thesongawholelotandjust
wanted to hear it on theradio, you know.
OnAM. Across the country. For me, that’s
whereasongshouldbe.

“And theysaid, ‘Well, ifyou get you
pictureon Timeor sumpin’,programme
directors may think twice before they /
dropitorthrowitout.’ Sotheonly physical I
reason | wasonthatthingwasfor that
reason specifically, youknow. Otherwise,
man, I'll probablyregretit, youknow.”

Rolling Stone played an altogether coolergame. Stillup intheairand
blowingoffover their Patty Hearst exclusives, their preference was to
regard Springsteen as anotherof those East Coast phenomena, thekind
thatblowsinand out with the frequency ofthe Atlantic tide.

And Playboy... Appel also tried to hustle a Playboy cover but was
told that the Big Bunnywould rathertakeitin theeye thanset thatkind
of precedent.

entourage came October 16-19 todebunk the hype, perjury

and associated theories, and it was with a deal of noiseand
smallregard for the agreed subtleties that CBS applied themselves to
the task. They began with a 50 per cent stake in the opening-night
house and boughtin from there until your average manon the street
neededair and ground-troop supportto getinto the place.

By way of consolation, aroster of Hollywood's brightest showstoppers
turned up tolend their support... alineup thatby week’send included
Jack Nicholson, G Harrison, Jackson Browne, Neil Diamond, Jackie
De Shannon (backstage introduction), Carole King (backstage
introduction), Joni Mitchell (left early), Cherand Gregg (twice), Tom
Waits (hitched from hisown gig 90 miles away), Dick Carpenter (“John,
amargarita!”), Wolfman Jack (?) and Warren Beatty.

Firstnight there was the usual pre-performance walkingtoand fro; the
conspicuous nonchalance, Hollywood huggingand shouting across the
tables and explanations astothe root cause and nature of the Springsteen
phenomena, and by the time Bruce actually walked out on stage,
everyonewasso relieved at nothavingtoexhibitepicboredomany more
thatthe houselitupwithascreamingand awailing thatmusthave
scared him halfto death.

Heheadsstraight for stage centre, whichis dark,emptyand almost
eerie save forthe screaminggoingon,leanshisheadand body againstthe
micstandand, justtofurtherirritate those Dylan comparisons, whips
outa harmonica for theopeningof “Thunder Road”.

He'sgotonabeaten-upleather jacket, a pair of tight blue Levi's. He’s
small, he’sskinnyandhisharpplaying’severy bitasdumbasDylan’s.

“TheScreen door slams/Mary's dress waves/ Like a vision shedances
acrosstheporch...”

Aprelude to anumber about a woeful girl waitingfor her King Kong to
comealongand make senseoutof herdreamingand Springsteenasthe
guywhosays, “Whatthehell, things might not be so perfectaround here,

/_\ NDSOIT wasto the Roxy in Hollywood that the Springsteen

of
Bruce Sp er?
ey

deadstill. Head bowed. Brando, in The Men, as
hisgirl'stellinghimshe’ll love him forevereven
though hislegsdon’twork any more. Actually, it’s
all prettyembarrassing. And with folk through
the house going, “Whoop, yeah... yousurecan
makeaguitarsing, Bruce,” you feel kind of
ominously outofsync.

Then the band comes out for the “Tenth Avenue
FreezeOut", also from Born To Run,and the
lightsflashonand Springsteen starts whippingand
windingup hisbody, attemptingto lend theappearance
of weight towhatonrecordis afairlyinconsequential
moment. Cluttered, denselyrics. A melody and
arrangementthat are a patchwork of some of the more
dubiousr’n’rmannerisms of the '60s.

“SpiritInThe Night” isone of his few genuinely stirring
melodies, even thoughitleans too heavilyon Van
Morrison.Anearlysongfrom Greetings From Asbury
Park, aperiod when Springsteen was caughtupwith the
flash of theexploding metaphor... gypsyangels, mission
men andapreponderance ofinternalrhyme andlines
that getleft hanging.

CrazyJaney, Wild Billy and abunch moredriveoutto
Greasy Lake “about amiledown on the dark side of route
88", where Janey’s fingers wind up in the author’s “cake”.
Thelovesceneisplayed outin thedark with Springsteen
lyingproneacrossalineoftables thatreach outtothe
stage. Girlsrub his back as hesings, “Meand crazy Jane
was makinglovein the dirt/Singingour birthdaysongs.” Then theband
and the spotslight up, Springsteen jogs back to the stage and the house
goeswild with delight (for Janey and her loverthat night).

Forthe openingofthe old Manfred Mann number, “Pretty Flamingo”,
Springsteendeliversa ramblingexplanation-as-to-the-origins
monologue that's half-heard, half-grunt and aprettyfineenactment of
dumbbarhouseliteracy. The kind of punchy drool that Deangloriedin.
Everyonegets to feel meanin the presenceof thiskind of talk.

Moresordidstill is the way he frames the openingto “E Street Shuffle”.
Here he tells the largely factual account of how he met up withsaxman
Clemons, who'd been playing with alocal Asbury Park R&B band when
agirlfriend told himhe'd best godown to the Student Princeand lookin
onthiskid Springsteen.

Theway Springsteentellsit, he and his guitarist Miami Steve were
shuffling through the cold and foggy night when they see abigman
comingatthem. Theyhidein a doorwayand fall to their knees as the big
manapproaches. They'rescared and they’recold and they’re getting
ready torun when Clarence holdsoutahand, Springsteenreachesoutto
meet it. Theytouch. And sparks flyout on E Street.

Themagicof Springsteenisright here... attheclimaxofthisparticular
yarn.Ontheword “sparks”, the stage flashesred, Springsteen leapstoa
standstilland the bandlamsinwith the kind of precision entrance that
occursonly when there’san operating consensus. From now on the
show’salive, morerefined... astateof affairs that verynearly extends to
the musicitself.

“Kitty’sBack”, “Jungleland”and “Rosalita” have that foggy West Side tilt
tothem, and although neitherisa miracleof construction there’senough
ongoingmomentum-and in the case of “Kitty's Back” a climactic
instrumental segment-to eclipse thedubiousareas.

Theband, infact, issurprisingly adeptatlocatingSpringsteen’s half-
concealed intentions. Excellent solos are forthcomingin both “Rosalita”
and “Kitty’sBack”... especially from pianist RoyBittan... and only
organist Danny Federici, whose tendencyis togrip the highend of the
board alotlongerthanisattractive, issuspecthere.

Justoneencoretonight... ahighdramamood piecewithaccordionand
sometimeswhisperedlyrics. “Sandy” isaboutBruce, or someonealot like
Bruce, readying himselfto quit the boardwalk life, and itgives Springsteen
thechancetoopenupontherecklessinhabitantsofthatwholescene. The
clairvoyants, thebikers, waitresses, someone called Madame Marie, each
of them shufflingback andforth fromnothingto notmuch more. »

v |
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Lyricallyit’sone ofhis most interesting pieces, since it’s one of the few
momentshechooses to lay bare the disillusionment he patently feels for
all theshuckingfrom pin table toroadside manner to trash canwhich, in
most of his laterworks, he’sinadvertently glorifying.

*BornTo Run”, he says, “was about New York. { was there for months.
Ihad thisgirlwith meandshed justcomein from Texas and she wanted
togo homeagain and shewasgoingnutsand wewerein thisroomandit
justwentonandon. [would come homeand shewould say, ‘Areyou
done?lsitover?Areyoufinished?' AndIsaid,'Noitain'tover, itain’tover.
I'dcomehome practicallyintears.

“Andlwassortofinto that whole of being nowhere. Butknowingthat
thereissomethingsomeplace. [t'sgot to be right somewhere.

ORNTO RUN had already been eight months in the making

when Jon Landau (previous experience: MC5’s Back In The USA

plus two Livingston Tayloralbums) moved in on the job. With
Landau around, things continued to move ata deathly doze, although
the further four-and-a-half months raken tocomplete the package
was, by contrast, an exhibition of fire and lightning.

Landauattributesthedelays toSpringsteen’sfetish for detail: “He'd

spend four hours,” hesaid, “onone tine. [He'd say,'Hangon, guys, | wanna
checkaline’,andfourhourslaterhe’'d besitiingthere tryingtomakethe
mostminutechangesinoneverse.”

I'he pairhad metin April '74 inaBostonclubcalled
Charlie’swhere the Springsteen band were playing.
Intheclubwindowwasablow-upofareview
Landauhadjustwritten for thelocal Real Paper

anA-minus piecethatdealt with Springsteen’s
“manyimperfections” aswellas his considerable
potentialfor world domination

Itwasacold night, Landauremembers,and he
found Springsteeninthe back gardeninaT-shirt,
jumpingupanddownasheread thereview.
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tenth avenue
freeze-out

“tfyou'relooking
forsomeoneto
lookto...":ahype-
warySpringsteen
pressestheflesh

Springsteen told him he'd read better but the piece was OK, and then
Landauintroduced himself. The show he saw thatnight hedescribesas
‘astounding”, although no more thana “rough draft” of what takes place
thesedays. The pairkeptin touch andamonth later Landau wentinto
print with that high-volrage review that Columbiasubsequently spent
$50,000 promoting... the “l have seenrock’n’roll's futureandits nameis
BruceSpringsteen” job.

Not that CBSdidn’trequireanamount of cattle proddingbeforelining
up behind theSpringsteen/Landaucombination. Factionalismwithin
thecompanywasrife... duepartlytotheflamboyance ofAppeland the
intractable natureofhisclientand alsobecauseSpringsteenwasa
prodigyof “disgraced” chief executive Clive Davis.

There wereevenreportsof analleged plot where the Springsteen myth
wouldbehatchedsolelytoirritate Bob Dylan, who'd recently left CBS for
atwo-record deal with David Geffen's Asylum company.

Appel himselfgoes more than halfway toconcedingthatsuchaplan
mightwell haveexisted.

“Whenyou'reinvolved in big-timerecord company management,” he
says, “thereare powerptays. There’s: how do you bring Bob Dylaninto
line; howdoyoubringhislawyersintoline?

“Hislawyercomes in and asks for theworld. .. asks for retroactive
royaltieson Bob Dylan’salbums. Askingoutrageoussumsof money. All
kinds ofdeals. Altkinds of bigspending. And then when the negotiations
fail, Clive Davis had left the record companyand the
wholeworld waslookingat Columbia Recordsand
everyonewastaking potshotsat them. Theywere
verynervous. Veryuptight at thisparticulartime,
tryingto prove themselves. Naturallythey might
havesaid, youknow, inthe heat of themoment,
‘Screw Bob Dylan, we're going o take Bruce
Springsteenand use himand show thatguyjust
whereit'sat.’ However, that wasn’t tobe the case.
becauseiltook usalongtimetogetouralbum



together and Blood On The Tracksand all that had comeout ahead of us.
And theydid managetoget Bobback.”

Asuitablyironicclimaxto this particularepisode was the request made
through CBS by Timemagazine foraninterviewwith Bob Dylanon the
subject of Bruce Springsteen. The request was rejected.

machinationson his behalf... the hoops he hopes he has to go
through for the front pages.

“They madethe mistake,” hesays, “they cameout with the bighype.
Imean, howcan they expect people toswallow somethinglikethat?
(CBS’searly ads comparing him with Dylan). And it blows my mind how
theycanunderestimate people so much. All the time, man, it'slike...
tryingtofind someroom, man. Gimme some damnroom. Give me
abreak.[wastryingtotell theseguysat therecord company, ‘Waita
second, youguys.Areyou tryingtokillme?’ [t waslikeasuicide attempt
on their part. It waslikesomebodydidn’t want to make no money.

“Iwasinthisbigshadow, man, right fromthestart...and I'mjust getting
overthisDylanthing: ‘Oh, thank God that seemstobefadingaway’,and
I'msittinghome thinking, ‘Thank God peopleseem tobe letting thatlie,
and-phwooooee-‘Thaveseen...

“No,itcan’tbe. Soimmediately [ callup thecompanyand|say, ‘Get that
quoteout.’ And it was, like, Landau’s article. And it was areally nice piece
anditmeant alot tome, butit waslike they took it
alloutof contextand blewitup,andwho'sgonna
swallow that? Who'sgonnabelieve that?It’s
goingto piss peopleoff, man. It pisses me off.
WhenlIreaditl wanted tostrangle theguy who
putthatthingin there. It'slike youwant tokill
theseguys for doin’stufflike that.

“Theysneakitinonyou. Theysneakitinand
theydon’ttell younuthin’. It'slike ‘shotgun
murderer chopsoffeight arms’. It's that kind of
tactic, youknow. It'sthatkind of tacticand they
pullitfor themselvesand they pullitformetoo...

“It’sastupid thing, Ignoreit, youknow. Ignore
thewholething, becauseit don’'tmakeanysense.SolikeI'malways [0
pointsdown, ‘cos not only have you got to play but you got to blow this
bullshitout of people’s minds first.”

It wasbeautiful, Ifelt James Dean was back... When I saw James Dean for
thefirst timefell on the floor. When I saw Bob Dylan for thefirst timel fell on
the fioor. When I saw Bruce Springsteen for the first timel fell on the floor-
Jackie De Shannon over a cup of morningcoffee.

“Nab, it’slike...ifanything,you know. All1do, like, | writedown my
impressions of stuff, like, and what1 see,youknow. It'slike... butifyou're
lookingforsomethingtolookto...ifyou'reintothebandit’slike... Idon’t
know. 1can’treally see myselflikethat.”

Appel hasamoreadroitinterpretation of the hype-versus-legitimacy
dialecticanditgoeslikethis: “Ijust say to myself, ‘Listen, fellows (of the
press), your vanities may have been up, yourego might have been up, but
let’sstop the bullshit. The kid's really good. He's really different. Ifyou’ve
gotanykind of talent you'll recognise him. Ifyou don’t you’llbe run over.
I'slikeasteamroller. We'll winin theend. You've got nochance against
us; you've got nochance because we'reright. We're good?"”

Appel used towrite commercialjingles. Hewasalso in the marine
reserves,and ifhecomesonalittlelike Ed Sultivan meets Joseph
Goebbels that'sroughly the way Springsteen sees it too.

“It'slikeyoucan'tlayanattitude on people. it'slikebullshit;it'slikea
jivething. Youcan'tcomeon likeyou're some bigdeal, youknow. [ain’t
intocomingonlike that, becauseit'sabasic thing that'sgoingon. [t'sa
simplething. It'saband, youknow. [t’sarock’n’rollbandand you just sing
and writesongs.”

Appel got to meet Springsteen through anearly mutualaccomplice
called Tinker. Tinker started out building dragracersin California, moved
to Nassau where he helped launch astronautsintospaceand wound upin
NewJersey. Springsteen methiminabar. Ilewas 18 yearsold and Tinker
saidhecouldgethima
jobasaguitar playerwith
JanisJoplin'sband. “I
ended uplivingwith him
inasurfboard factory for
ayearandahalf.ltwas
dynamiteupthere.”

S PRINGSTEEN IS BEWILDERED rather than flattered by the

“You can't lay

an attitude on

people. It’s like
a jive thing”

BRUCE SPRINGSTEEN

Thefirst time Springsteen stepped outside the Jersey statelinewas with
Tinker. Everyone in theband saved up $100and drove out to Californiain
astation wagonand aChevytruck. Springsteen flipped from coast to
coast duringthe next four years before realising the best band hecould
ever havewaswaitingforhiminN]J.

In19700r'71 -hedoesn’t remember-Tinker took him to New York to
meet with Appel, andjust likein a B-movie plot, Appel is knocked out by
thecurly-haired kid with thewooden guitar,and withinmonths hashim
eyeballingwith the big record company talentscout.

Springsteenat the timeisreadingAnthony Scaduto'sbook on Dylan
andisfired up over thescene where Dylan launches himselfinto John
Hammond's office, plays a couple of tunes and gets signed inabighurry.
SoSpringsteenand Appeltry theirhand anditworks asecond time.

Andthat bringsus through twolow-impactalbums, followed by a
regeneration of Columbia’s corporatefaith, back to theRoxyin
Hollywood, where by week'send Springsteenis beingexalted toadegree
thatputsyouinthe mind of Appel’ssteamrollerdoctrine. By noweven
Walter Yetnikoff, president of the Columbia Records group, isupon his
chair, stirred, possibly, by the avalancheof dollars thatis mountingin
hisimagination.

Thekids too-and by nowit's the punter class—have takenona
demeanourthatbears more thana passingresemblance totheearly
Beatleyears, except these kidsareolderandsois Springsteen (26).

Buttheyearsarenoinsulation against the
Springsteenwallof faith ascodified by Appel,
Landauand Philbin and expressed, ifhaltingly
bynow, by Brucesteenhimself.

Timeand Newsweek believed, and the
puntersbelieve becauseanythingcanbe
believed thatis supported by theindomitable
willof unyieldingfaith as manifest by the
aforementioned.

Springsteen could eatacamel whole,solong
ashebelieved such a project wasn’toutside
hisrange,so longasthecamelbelieved and
thecamel traderbelieved. .. oraking’'s new
clothessituation where no one notices theking's fat, naked legs until
akidsays, “Hey, where’s histrousers?” and all that faith drainsaway in
asecond andahalf.

Given thatsooner or later someone’s goingto speak up, thedeciding
factorremainswhetheror not Springsteen actually hasanythingto cover
hislegs... thatsomethingbeingartisticsubstance, and I'll offer the
opinion that Springsteenisindeed naked. Thathe’s no more thanafront
man foranother good rock’'n’roll band, composer of R&B -slanted
material thactipsalittlein advance of the mean average.

Thesupposed profoundlycerebral inclinations arealso misleading,
because Springsteen has neither the originality nor theintentions-
political orotherwise—ofaDylan, which leaves him with asackful of
punk, loner mannerismsthat he’salreadytiringof... Asituation that
probably caused the making of Born To Runtobe such avexed and
anxious 12-and-a-half months.

Springsteen hasawilland astrongdramaticstyleand theairoftheall-
Americanlonerwhothe guysinthe gangaskof, “Where yagoin’, Brucie?"
and Springsteen gruntsand goes offto the pier to meet his girl whom he
loveswithaloyal and refined urgencyasopposed to, say, Jagger, who
couldwakeupanyplaceand not remember how. And he exudes that
dumb animalwisdom thatmade Brando and Dean such attractive
propositions, even though Springsteen tries to upset theimage with
literary pretensions.

Appel,Landauand Philbinthink they haveto protectandtalk up their
manotherwisehe dies, whereas Springsteen will beeither musically
wiped out, or more likely,another averagely regarded also-ran
shouldering the resentment of puntersand business types who by now
see themselves as beingsuckered and duped.

“lused o feell always wasin control,” says Springsteen, “but now I'm
notsosure.” Andrew Tyler ®

Bruce Springsteen and the

WALL OF FAIT
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"Bring on the girls!”

MM DEC 6

TWASN'T ONLY theice and snow slithering

down the mountains onto Montreuxin

Switzerland thatinduced a cold shiver last
week. The news that the Rolling Stones were
busy recording their next albumin abrand-
new studio secreted inside the Montreux
Casino was enough toinduce trembling, even
inkneecaps wrapped up wellagainst the
plungingtemperatures prevailing in this
expensive millionaires’ playground that
seems destined to become one of the new
musical capitals of the world.

Montreuxisabeautifultown nestling

onthe shores of Lake Geneva, with high
mountainranges pressed up closely against
the shore. Thereis barely room for two high

streets, arailway line and amotorway. And
it's getting pretty used to the world's top
musicians descending onit. During the
summer they have TV awards and the famous
jazzfestival, bringing every conceivable artist
from America, Britain and the rest of Europe.

Now, with the construction by Alex Grob of
the new Mountain Studio inside the Casino
(the £5m confection that stands on the site of
the old building which burned down a couple
of years ago during a concert by Mr Frank
Zappa and his band), artists will be lured by
Montreuxallthe yearround.

The Stones are among the first to use the
facilities, although Alex’s wife, Anita Kerr, has
recorded there and the 1975 Montreux Jazz

Ronnie Wood-one of several
high-profile auditioneesfor
afull-timeplace withthe
Stonesduringtherecording
of Black AndBlue - andKeith
Richardsbackstageini97s

Festival was also captured ontape, utilising
the studio equipment.

Beingin town to study the Swiss method of
brewingbeerand localtram operations, it
was with some surprise that | found Keith
Richards and family occupyinga suite of
roomsinahotelonly yards away from the
casino. Here Keith's children raced noisily up
anddownthe corridors, giggling occasionally,
kicking afootball and enjoying horseplay with
Uncle Ronnie Wood, wandering guitarist,
Face and part-time Rolling Stone.

Would Ronnie and Keith like to do an
interview, | asked at nine one morning as
they staggeredbleary-eyed tobreakfast.
“No-0-0!" said Keith. “Oh no-0," said Ronnie,
“canyoucomebackintwo weeks' time?”

Understandable, really,as they had been
literally up all night recording without a break,
andafter breakfast were planning to sleep for
atleast eight hours. Butit was kindly agreed
that a visit to the studio to see the Stones at
work, rest and play would not be too much of a
problem. After all, they didn't have much
time, and privacy is of the essence when anew
album is being hatched.

Thus it was with a mixture of curiosity, fear
and excitement that | entered the midnight



world of the Stones hidden by
massive soundproof doorsinthe Casino
complex. Andinaway, they wereinto
something new, for the tapesrollingbackon
the machines and wiring their signals to the
huge speakers concealedin the walls, revealed
awhole new Stones sound. Stillimmediately
identifiable as the Stones, but with a precision
and attack that must herald anew eraforone
of rock’soldest and most respected bands.

The riff that came blasting overhead was
filled with pulsating drive, with
Charlie Watts' drums brisk, tight
and developingamarvellous
clarity and depth of tone that has
not always been present on past
Stones'recordings. And there
were all the Stones, bar Bill
Wyman, smiling a greeting,
somewhat surprised tosee the
MM intheir midst, and offering
the hospitality of the house.

“What are you doing here,”
demanded Mick. But he didn't
seem about to hurlmeinto the
slush outside, as it was rumoured
had beenthe fate of other would-
beinterlopers.

Mick,in cordtrousersandjackets,
gyrated around to the music, not for
anybody's benefit, but simply because he
couldn’tkeep still, the old restless energy
filling him with desire to getintoitand
avoid the waste of precious seconds.

Ronnie Wood, in brilliant colours, pink
trousersand furry boots, smiledin ever-
cheerful fashion, and referredto the band
respectfully as “they”, aclearindication
that he considers himself still one of Rod
Stewart’s men, onloantothe Stones.

And Keith Richards, for all his fame as
the wild reprobate of R&B, a charming
man with thin, boyish face and earrings,
toilingin expert fashion overthesliders
and switches of the control desk.

While inacorner,onaspare chair,
Charlie Watts, his hair shorn and combed
back, looking like an early photograph of
PhilSeamenor Ginger
Baker, furiously
practising with a pair of
drumsticks onhisknees.

The sixth Stone
bustled around, after
14 years still loyal and
adevotedservant:lan
Stewart,once boogie
pianist and now
administrator, listening
keenly to the music.

“They'verecorded a
lot of stuffin Munich,” said Ronnie.
“We're here torecord vocals and dub on
some more instruments. But most of

iscomingout soon, and Ollie

is playing percussion with
Charlie. No, that'snot me onlead
guitaron thistrack, it's aguy
called Steve.”

Didthe album have a title yet?
Charlie Watts laughed: “l wish we
could decide on atitle,because they
needthe LP cover.It's supposedtobe
comingoutinFebruary.”

Apparently the working title at the
momentis “Hot Stuff”, one of the tunes on
the album, and one being whispered asanew
Stones classic. This could change, of course,
and the Stones never like to be tieddown to
details. But Stu did say: “We may do some
datesin Britain next year.” Around when
the album comes out? “Be nice,” said Stu
noncommittally.

“l keep cracking
that top note,”
said Mick. “It
sounds like a fart
in a bucket”

the tracks are finished. Billy Preston

Brown, Stevie Wonder's drummer

SINGLES & ALBUMS

It was time for Keith, Ronnie and Mick to
quit the control room for the studio, hidden
behind a solid wall. Communicationisby TV
camera, but Mick, finding thathe couldbe
watchedfromthe controlroom, insisted that
he should be able to see back the other way,
and another camera and monitor were
installed so that the artists could check up on
their engineers. If anybody was going to pull
faces,Mick wanted to be inon the act.

After the untitled stomper hadbeen played
afewtimes, the vocaltrio of Jagger, Richards
and Wood set about laying down a suitable
version of “Memory Motel”, a song about
agirl whose memory was stamped onsome
far-flung lodgings.

Over and over they sang: “You're just
amemory!" and increasingly going out of
tune, as the lateness of the hour took its toll.
“I keep cracking that top note,” said Mick
despairingly, while Keith
toohadtrouble, and
eventually they sang as
flat as humanly possible.
“Itsoundslikeafartina
bucket" says Mick. “Bring
on the girls.” Much laughter
inthe controlroom.

Alook of pain
momentarily crossed Stu's
careworn features, and
Charlie exchanged with
him the merest flickers of
agrin.Not aword was said, but inside the
studio the culprits collapsed with laughter.
“This is serious music!” insisted Mick. “C'mon
now, let’stry again.”

“YOU'RE JUST AMEMORY!" they
bellowed once more.

“Thisis going to go on all night,” said
Charlie wisely, but somehow an acceptable
version was “kept” for future reference.

And amid the jesting, that unique Jagger
vocal style emerged - complaining, emotive
and mocking.

The Stone-ettes returned from the studio
for fresh supplies of throat lubricant. Mick,
while not crazed with alcohol, was certainly
highin spirits. “Why didn't you give a bigger
tribute to Al Jackson,” he demanded, in
reference to the late Stax drummer. “A
measly news paragraph, and that's all.”

Mick was also most concerned with the fate
of the Bay City Rollers and their lead singer,
expressinga genuine anxiety about the perils
of LesMcKeown and his brushes with the law.
Chris Welch
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“Itdidfeelanimportant
chapterofmylifewas
abouttochange”:Peter
Gabrielonstage with Phil
Collinsin Genesis, 1975
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< “Tetme out!”

PETER GABRIEL
GENESIS

- DECEMBER 6 —

ETER GABRIEL'S DEPARTURE from Genesis wasone

of the biggest shodks of 1975 for those who admired,

nay loved, the combination of perverse talent they

represented. For Genesis with Gabriel was something

special, unique ininternational rock. Oversixyears they

had gradually built up their following and respect, and
justas theywerereachingthe heights of the supergroups, playing at
the sports stadiums and prestige halls, so it seemed to dash to pieces.

ButGenesishavere-emerged. Crummer Phil Collins has taken over
vocals, atleast until they can finda new singer. Steve Hackett, theirlead
guitarist, hkas found himself witha hitsolo album.

That justleaves Peter-outinthe cold of apparentexilein Bath.

Gabriel has notbeen mopingorwastinghis time. Instead, he has found
timethatwasdenied himbythelecticscheduleof atouringgroupandis
involvingLimselfin allkinds of rasearch and study. He hasbeen
absorbing 2verythingfrom piane lessons to attempts atlevitationand
-elepathy. Thereis no doubt, thovgh, that the pressures, however subtle,
-hatled to hisdeparture from theband into whichhe poured hissoul
aavescarredhim.

When wemetataflatoffLondon’s Knightsbridge on Saturday morning
“orbreakfzst, hestill had his old sense of humour and fascination with
-he mysteries of theunseen world intact. But therewas an undercurrent
»f suppressed feeling that occasienally flashed to the surface. 1 could not
sesure whzther he thought our degree of communication was adequate,
srwhetheshefelt he had fully transmitted his feelings. He seemed tobe
tornbetween adesiretobediplomaticandtoletitall pourout.

Heevensuggested we do an interview inwhich there would be two
answers taeach question.

“It’'sup tc youentirelyhowyouwanttodo it, but I thought we could have
the true-lave, positive responseend the negative, true-hate response,”
said Mr G enigmatically. ’

Hefeels thatvital new forces will be at work during the second halfof
the 1970s. Afterwehad chatted o°Bruce Springsteenover thetoastand »
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coffee (“He was magnificent-an animated pixie”), Peter adjourned to
thelivingroom. Had hereally been merelyinhiding to grow cabbages?
[had actuallybeen growingcabbagesat the time | wrote myletter to
the press. [t wasasymptomof atime when ! had theopportunityto do
alotof things!'d notbeen able to do before. Therewerealot of things
Iwanted to follow up as part of the CCF - the Cosmic Cadet Force.

“I'vebeen investigatingmore esoteric approachestosound. Different
harmonicshave different hiological effectson people. I'vealso been
trollingaround seeingdifferent people in variouscommunities. It’svery
ironic butlwas doeinganaudition foragroup of people the other day,
called Genesis. Oneof the possibilities I've got on ice at the momentis
joiningacommune,

“It'snotyourdrug-ridden sexorgies, butagroup of people working
togetherinalotofareas, and oneof the communesiscalled, bycomplete
coincidence, Genesis.”

Thatmust have given Peter a shock!

“Yeah, I can’t get away from them. Letme out! There'sanother place in
FrancelI'mgoingto havealookat. I'm thinkingofjoiningwith myfamily.
“I'mveryexcited aboutwhat'shappeningat the moment. In thesame
waythattheend of the '60s produced alot of interestingideas, the end of

the'70sisgoingto dothesame thing. Alot of the people who didn't
actuallyend upaszombies at theend of the '60s have kept their idealism,
butburied themselves. Now they're beginningto surfaceagain, with
much more down-to-earth useofsome of the '60s’ idealism.

“Alotofthingswhich interestme arecomingto thesurface. In
themselves theyaren’tparticularlyimportant-ESP, telepathy, UFOs,
astrology, tarot, therise in mysticism, the prospect of religious warsin the
1990s-butit's all very exciting, Alotof things written offin the past are
comingback inmorecredibleand down-to-earth forms, Thereare
believablehumanelementsinall this, rather than somealienating,
white-robed, mysticalfigures.

“I'm fascinated byall these things and basic psychic research. There are
quitealotofchildren nowwhoareableto dowhat UriGeller can do,and
some of theseare gathered togetherin groups.

Doesall thisherald an EraOf New Knowledge?

“Naw-Idon’t thinkanythingis particularly new. But where people
wereinfatuated withall sortsofideas in the '60s, theyare nowactually
givingthem practical use. 1 believe all people have experiences which
theycan’teasilyrelateinto theirown terms, whetherit’s seeing ghosts, or
premonitionofanaccident. Theyare regularoccurrences, and you can
learn to understand what brings on these impressions, and how 1o make
useofthem.”

Had Peter done anyexperiments?

“I'have been working on various techniqueswhich have produced
results I've found amazing, Youtryto pick up experiences recorded in
rooms. Theexciting thingis thatanyonecan do it. Werestrict the powers
ofthemind verymuchandir'samazingwhatyoucan doifyoutry.”

Couldn’tthatbevery
disturbingto the mind?

“Yes, itcanbe. Youaren't
givenany more power than
youcanhandle. Idon'tmean
powerinablack magicsense,
but theinternal experiences
thataregoingoninsideyou,
Therearealotof things done
whereyoushut offthesenses,
like the Black Tank whereyou
floatin water, unable tohear
anything, seeanythingand
minimiseall sensoryinputs.

“ltallows themind freedom.
That'swhy people writeat
night-and I'vebeen doing
quitealotof writing. The night
ismy most productive period.”

HasPeter'sresearchand
experimentsaffected his
musicaloutput?

“No-Ihaven'tgoneall
cosmic. Someofthestuffis
fantasy, as| was doingbefore,
andsome of it issimple pop
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songs which!I've been writingwith Martin Hall. I've been writing the
musicand he's beenwriting the words. Andsome morestuff!'ve been
doing more recentlywhichisalittle moreatmospheric.

“Thestuffl'vedone with Martinisready prettywell,and thestuff
I've doneon myown will bereadysoon. Martinisapoetand lyricistand
Theard hissongsalongtime agowhen John Anthonywas producing
us. He putmein touch with Martin and we'd been meaning toget
somethingtogetherforalongtime, and there wasn'tan opportunity
untilllefttheband.

“Now we're hoping to get other people to perform those songs, and
perhaps I may dosomeofthem myself. lHopefully others will perform
andwe’ll justwrite and produce. Um-myownstuff... somearevideo
fantasiesand | hopetobeable 1o get those made for TV here and abroad.
They'reshort things, 10to 20 minutes,and oneof them is suitable forme
toperformand theothersconcern older characters. I've noimmediate
plansforgoingon theroad assuch.”

Thatwilldisappointalot of people.

“In many ways that'swhy llefttheband... if| getbackintoafull-time
roadsituation again it will be self-defeating, Essentially, | see thisas
alearningperiod. I'msurethe factI'vemadeachangeand had timeto
think willbenefitwhat [wantto do.

‘ltmeans| canrespondtoimpulses as theystrike me from daytoday,
whichisgoodforaperiod, butI'mat the point nowwherel wantto
introducesomeself-disciplineand getthingsconstructively organised.
LefttomyowndevicesIcangoalittle haywireat times. So now 1 will work
togetting thingsoutrand recorded, and theyshould appear earlynext vear.”

Hehadn'trecorded anythingyet?

‘No. Demos. But nofinal recordings. But | hope tostartin December.
And I'vebeen havingpiano lessonsin Bath. I've nowgotabetter
understandingof music, reading thatis,and I'm trying 1o develop my
playing. Inabandsituationthereare thingsI'd written that the others
were patientenough to work out forme. 'ddothe whole thingbyear. If 'm
goingtobeworkingwithsession people, it'sgoingtobe veryusefulifi can
writeout the parts. | feel very positive abouteverythingat themoment.

Did Peter feel aweight had been lifted from his shoulders when he left
theband?

“lfeltin manyways itwas tyingme down toone particularrole, and it
wasbeginningtotakeoutsomeof... um... mycreativeinstincts. Ina
musicalsense I was proud of myinvolvement with Genesis, and in terms
oftherest, takingitout on theroad. Butwhen thingsgettosuchascale it
doestendtodrain thehumanityout ofit.”

lthecameless pleasurethanithadbeenin the earlydays?

“Yep,”said Peter, clipped and guarded.

Which had been the happiest period with Genesis?

“Oh, [learntalot. Um, I regret nothing! (Laughter) Playingat Wembley
Ididn’tliketoo much, actually. Personally wouldn't like to play there
again.ldon’tlike thatsituation. It'scurious, because one bighallin

GenesisinLondon,
1975:(I-r}Phil Collins,
Steve Hackett,Mike
L"- Rutherford, Tony Banks
andPeter Gabriel




Germany, I thinkitwasin Cologne, reallyhadan
intimate feeling. There were 9,000 people there. But
theEmpirePool reallywasn'tintimateatall.

“Inmanyways the sizeof theaudience was
enablingus to puton abig presentation, but it
became self-defeating. It was time forachange
formeinternally, and externallywith theband.”

How had his writingchanged without the
others breathingoverhisshoulder?

“Itwas never like that really. Halfour material
waswrittenwithin thegroupand theotherhalf
wasdoneindividually. What'scomingoutofme
now haschanged.I've alwayswritten the pop-
song type things, some of which were allowed to
comethrough theband. Now|canfiddleabout
with more poppy things thatcouldn’t comeout
withtheband.”

Did Peter feel aresponsibility towards those
fanswho had supported and followed him for
fiveorsixyears? Weren'ttheywaitingforhimto
dosomething?

“Ithink they'libeinterestedin what I come out with. Yes, thereare
people wholiked whatI putinto Genesis. For seven years | put most of
myselfinto Genesis. There was 100 percent commitment.

“And nowsome of thesongs that come from inside me I hope will get
throughin the sameway. I'dlike to make albumsimportanttome and
thosewhobuy them, however manyitis, and havesome fun with singles.
Ididathingwith Charlie Drake. An entertainingsong. Nothing
particularlyarty. Itwasjust fundoingit.”

Peterwritingfor Charlie Drake!

“Well, Martinand I had written asong that seemed suitable foran
animation thing. Wewanted acartoon character, and then decided on
acharacteractor,and Charlieseemed ideal. We played him thesongand
herecordedit. Itcame out last weekend. [ don’t particularlywantmy
contribution to Genesis tobe judged purely onthat, butit’sgood fun.”

Did Peter miss performingandbeing on stage?

“Oh, whenI've been to see other people, I feel like beingup thereagain,
butldon’t missit fromdaytoday. I'mreally excited about the prospects of
video and 1 would enjoy performingin acontrolled situation like that.”

Had heheard anythingfrom Genesis since heleft them?

“I've been to hear some of their newalbum at Trident Studios and it
sounds much better than I've heard them before~muchcleaner.”

Itmusthave been difficult working with Genesis...

“Ifound some gigs very depressing. Theydidn’twantmetosayanything
until areplacement had been found. ButI was gettingvery emotional
withaudiencesat times. I'dcomeawaywet-eyed. On thelast touritdid
feelan importantchapter of mylife was about tochange. ltwas quite
highly charged with emotion.”

It'sgoing tobe atestingtimefor both Genesisand Peterin the new
fewmonths.

“I'mabitnon-competitivein myattitudeat the moment... butin some
ways hwant toget somethingout as quickly as possible, before those
miserable bastards.”

We both laughed inshocked surprise at thissudden vehemence. This
wasobviously partof the positive/negative interview we had discussed
earlier. Itseemed wise to dispense with the miserable bastardsand press
on. WasPeteractuallygoingtodoasoloalbum?

“Thisweek -yes. The writingsideis something want toemphasise, but
yes, lwould like to dosomerecordingand get something squeezed out of
themiddleof merather thansomethingoffthe top of the head.

“Andldon’t particularly want aPeter Gabriel solo career assuch. I'dlike
todevelop the writingand thevideo thing. Iwant todevelop my playing,
withaviewto possibly goingback on theroadifthe circumstancesare
right.1wouldn’tgoback unless [ was doingsomething(a) verystrong
and (b) totallyoriginal. Different to what I'd done before and from what
anyoneelsewasdoing.”

ltwashard, surely, for Peter, having created such astrongimage with
his followers?

“There will be a percentage who won’tlikewhat I do now, but maybe
somewho will, who didn’tlike what Genesis was into~ I don’tknow. [ know
therearestill thingsinsideof me thatI've tried to communicate before.

“Idon’tintend to bethat critical of the group, but there were certain
areas which weren't flexible. And for me, some of thefire had gone. Infact

“In fact my
absence has
given Genesis
new-found
energy’

myabsence hasgiven them new-found energy. This
democratic thing-itdidn’treally worklike that;
therewasa playingof politics. One would pretend
thatthings weresomeone else’sideas to get them
through. That sort of thing—which got a bitsilly.”

Veryfrustrating.

“Yeah. Well, politicsoperateinallbands to
some degree. With thewriting thing, royalties
wereshared out five ways when generally three
peopleintheband did the words. Again, that
seems to havechangedsincelleft.”

Did peopletakeeach otherforgrantedinthe
band, havingbeen together forsuch alongtime?

“You begin tobuilduprolesand waysofacting
towards people, intendingtosidestep certain
challenges. Yeah... (silence). Andinaliving
situation, it’s particularlyintense. You'restuck
with themin the hotel aswell! Mostly wewere
ahappybandandyoulearntolivewithand
suppress dissatisfactions.

“Allbands arecompromisestoacertain
extent. Weused to have arguments, butlesssolater on. Nowthey've got to
proveas much as possible that they’rea whole, strong band without me-
andthey’vedoneitfromwhat I've heard of thealbum. Ifelcalittlestrange
towardsit, but [haven’tfelt sadaboutit,and I think thealbumwill be
successfulforthem and it willgive them self-assurance.”

Stevehasdoneasoloalbum,and Phil hashisownband. Couldn’t Peter
haverelieved internal pressures bydoing hisown solo albumandstaying
with Genesis?

“Oh, I see. Well not really. Alot of solo albumsarediversions from the
central direction-you can spread yourselftoo thin,and Idon’t think
Icouldhave put myheartwhollyinto Genesisand intoasoloalbum.

Whatwas Peter’s firstmove on leaving?

“Waited forawhile-then wrote about 20 songs with Martin,and the
video things. Recordingisthe nextitemontheagendaasfaras Gabriel
output goes. Onestoryiscalled ‘The Box’ and the other is ‘People In Glass
Houses’-what's theother onecalled?” Peter dissolved once more and
looked somewhathelpless. Hecouldi'tremember.

Did Peter think that atime would come when rock musicians utilised
someof the psychic powers that were waiting tobe tapped, in their
performances?

“Ahves,” hesaid, brighteningup. “Youmean the cosmicheroes? I'm
surethatamysticallyorientated rock star will emergein the next 10 years.
I'msureitwillbeaparticularlygood thing, because 'm notsureif rock
musicbringsout the bestin people. Butitwould beinteresting.”

Had Peter used any of his powers or psychicabilities on stage?

“Therearecertain things|felt duringsome performances. Theold
shiversdown the spinewhen things were really happening. That might
justbe the old audience thing, but atcertain times you feel it could be
controllableenergy flows. At times there were things thatseemed to be
happeningwithinme.”

Did Peter takeaninterestin politicsand eventsin the outside world?
“Yes. I quiteoftenlisten to Radio4in thebath,in Bath.lalwayswantto
begrounded enough to be able to relate toanyone. In some ways I've been

aself-orientated,
ambitious person,and
I'mtryingto make myself
more sensitive toother
people’s feelings—with
what success, | don’t know.

“lfeel morereal now,
although I'mstilla
dreamerinmanyways.”

Finally, whatishegoing
todowithalltheold
costumesand headdresses
and masks?

“I'llgodowntothe
villageand frightenall the
children,” hegrinned. “Or
busk the queuesoutside
the next Genesisgig'”

Chris Welch e

Peter
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NME

“Beaton thebrat, beaton thebrat, beaton thebrat
withabaseballbat..."

ADIESAND GENTLEMEN, the Ramones.

The Ramonesare quiteridiculous. They used to

play20-minute sets because they only had eight songs, but

now they’re up to 45 minutes. At one gig they clocked in

with 12 songs in 26 minutes, instant classics like “Beat On

TheBrat"(the complete lyric of which is quoted above),
“JudyIsAPunk”, “ Don’t Wanna Go Down In The Basement”, “I Want To
Be Your Boyfriend” and many more. Many, many more.

Tonightthey're playing the Performance Studio on the Lower East Side.
Youwalk up aflightof stairs toget tothe Studio, whereasign informs you
thatit'safreegig, butathree-buck “donation” is requested, and ifyou
don’tpaythe “donation”yadon'tgetin, capeesh?

However, aspartof thedeal you get all the beeryou can drink (ifyou're
prepared todraw ityourself), and sets by the Ramones and Blondie. You
alsoget the chancetosit throughaboutan hourandahalfof '50stapes
memorising the faces of the other nine people who showed up. Thisis
because Blondie’sdrummer had tobecollected from theairport.

Forawhileitlooked as though there weregoing o be nearly asmany
peopleon thestage as there were in theaudience, because the
Performance Studiois pretty damnsmall. I mean, I've beenin bigger
livingrooms. It makes me rememberhow disappointed | was the first
timelever wentto theMarquee. It wasso smallandscuzzy, notatall
the place of mythandlegend that I'd builtitup tobeall those years,
and it cameasashock todiscoverthatahighly touted NYflashlike the
Ramones would be playingtoatotalaudience of -at final count-27
people, nine of whom were photographers.

Whathad happened was that the Ramones -and, by extension, most
of their colleagues on the New York undergroundcircuit—had received
suchalotof mediaattention from the NYarearock press that I'd assumed
thattheywere gettingtobe quite hig. What'sactually happeningis that
NewYork hasathrivinglocalband scene, and they get coveragein their

Televisionat CBGBin
January1975:(l-r)
RichardHell, Tom
Verlaine,RichardLloyd
andBillyFicca(drums)
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localragsjust asahot new San Francisco band might

getcoverage in Rolling Stoneoragood Detroit band
might makeitinto Creernorapubband with promise
mightgetalittlespacein NMEeventhough they'reonly
playingtoahundred peopleanight. Orless.
CBGB, asmallclubon the Boweryroundabout the Bleeker

Streetintersection, is tothe New York punk band scene what the

Marquee wasto Londonrockin the’60s. [t'swhere most of the bandsdo
theirmaingigs and where they hangout towatch and/or heckle (the
latteractivity aspecialityof members past and present of the New York
Dolls) theirfriendsand competitors.

Sofar, thenearest thingtoastarto be produced by CBGBis Patti Smith

putitthisway,she'stheonly oneoutofthatscenetohavearecord deal
withamajorcompany-andshewas out of circulation around the time
I was there becauseshe was closeted in Electric Ladyland with John Cale
makingthe Horsesalbum.

Similarly, Television, regarded by the prime voyeurs on the New York
sceneasbeing the Next Band To Happen, were conspicuous by their
elusiveness. Havingbeen thoroughly knocked out by themearlier this
year, | was hot 1o see 'emagain, butcouldn'tfind head nor hairof them.
Theirbass player, Richard Hell, had teamed up with ex-Doll Johnny
Thunderstoformanewband called the Heartbreakers, and casual chat
withthelocalsrevealed conflictingreportsasto whether they were
actuallystill together.

Sincethen, I'veheard a privately pressed single- “Little JohnnyJewel
(Parts 1 &2)" ontheOrklabel -andatape. Thesingleisrotten and the
taperevealsontysporadicflashesof the power theyrevealed the night
Isaw them.

NME's Tony Tyler-who, apart from beingoneof the threetallest menin
rock’n’roll, isalso acknowledged asknowingagood band when he hears
one-saw Televisiona few weeksbefore | did and reports that they stunk
onice. Still, Televisionare
known around New York for
theirwilfulinconsistency.
(Apieceontheband in New
York's So/i0 Weekly Newsby

true life presents

TELEVISION

at C.B.G.B's
for four weekends
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Alan Betrock begins: “Take two people down tosee Television on
twodifferentnightsand theodds arethat they'llreturn with
completelydiverse opinions.”) Andsince theystillhaven’t
recorded anythingimpressive (vizthe debacleof the Eno Tape,
ataleofalmostlegendarystatusin CBGB annals), it seems
unlikely thatany of the major labels who'vedecided that they
cangetalongwithout Television arelikely to change their minds
unlessaparticularly hipA&R man manages tocatch Tom
Verlaineand hishenchmenonaflamingly good night.

The Ramones, though, areaband that the London rock
scene could reallyuse. Jeez, I'd give a week's pay just tosee
them explode over an unprepared audience at, say, Dingwalls.
They'resimultaneously so funny, such acartoon vision of
rock’n’roll,and so genuinely tightand powerful that they're
justbound toenchantanyonewho fell in love with rock'n’roll
fortherightreasons.

I mean, ifyoustarted diggingrock becauseit provided avital
insightinto the mood of the times, or because so many rock
musicians today are—what you say down there?—genuinely
creative (you know, like Rick Wakeman or Mike Oldfield),
thenforgetit, Jack, 'cuzthe Ramoneswill just make you whoops
yourcookies.

The Ramones aren’t worried about beinggenuinely creative,
andifyoutold themthatthey provided a uniqueinsightinto
anythingthey'd probably piss on yourshoes, andyou'd deserve
it,100. Theyain’tglitter queens. Theyain'tabluesband. What
theydois fire offridiculously compressed bursts of power chords
and hooklines, nuthin’ buthitsingles or what would be hit
singlesifthere wasanyjusticeinthiscrummyworld (well, well,
well, takealook arowooned, etc).

C’'monup and meet the boys. That's Dee Dee on bass-he’s the
onein theblackleatherjacket,sneakersand torn-upjeans. Over
therebehind thedrumsis Tommy-he'stheshortoneinthe
black leather jacket, beat-upjeansand sneakers. Johnny's the
guitar player in theblack leatherjacket, Captain AmericaT-shirt,
tornjeansand sneakers,and theonein theblackleatherjacket,
tornjeans,sneakersand McGuinnshades s Joey. Theyallclaim
“Ramone” astheirsurname.

JoeyRamone isn’t much over sevenfeettall.

Yousee thisunbelievablylongand thinstreak

DebbieHarry:a
“cutelittiebundle
of pistinumhair
withavoicelikea
squeakybathtoy™

The Stilettoes), who's this cutelittle bundle of

ofdirtydenimandscuffedleatheruponstage T h R platinum hairwithavoicelikeasqueakybath
and whenyour eyes get to the top you find out e amOne S toyand quite the cruddiest garage-type garage

he'sslouching. Joey Ramonesloucheslikea

bandI'veseensincethelastbandIwasin(and

telegraph pole slouches,and what’smore he are SUCh a thatband wasafuzzbox pretentioso blues

stays slouched. Atmoments of extreme urgency
heperforms thisstrangejackknife motion with

band. Thisoneisjustcruddy.)
She has what could politelybedescribed as

hisrightleg. Itlooksasthoughhe'stryingtokick C a,rto On V]_Slon asomewhatsuspect senseof pitch, buther

himselfintheass.

charmliesinthefact thatshe’sakidwho's

. . . 0.0 i
Eachsongbeginswith Dee Deeshouting f k 11 pretendingdesperatelyhardtobeastar
“One-two-thee-four”, followed by aheadlong, O rOC n rO and who’saware ofit. Whichiswhyitworks

full-speed rampage around theriff-whichever

atall (apartfrom on account of she'sso gosh-

riffitis. The Ramones notonly don't playno and SO tlght darnedcute); because her act has thathome-

drumsolos (thankyou, Lord) but theydon’t

evenplayguitarsolos-well, maybeoneortwo,

burnothinglastsover three minutes top whack. It’s more likely tobe two
minutesand 10secondson the average. Never more than three-quarters
ofaminute between songs exceptin cases ofequipmentfailure.

Joeyspitsoutthetitle of the song, Dee Deeshouts “One-two-thee-four”
andthey’reoffagain, maybe with “53rd And 3rd” (“53rd and 3rd waiting
foratrick!53rd and 3rd is making mesick”). They're great.

Comingon alternatelylike tough kids pretendingtobeinnocent
and greenkids pretendingto be tough, the Ramones are pocket punks,
aperfect razor-edged bubblegumband. Theyshould never makean
album.Theyshould makeasingle every week, cuz they've already got
enough songstolast them for thefirstsixmonths.

Whether the Ramoneswillget thatchancewhile they’restill young
enough to takeadvantage of itisa whole different thing, though. White
hardrockisabout theleast commercial singlesmaterial currently extant
inthisageofdiscotyrannyand MOR slop,and theRamones areaclear
case of a product existingwellinadvance of a market.

Whichisprobablywhy, at the moment, there’s nosign ofarecord deal.

Supportingthem, incidentally,on thatepic nightat the Performance
Studio, was Blondie (formerly of decadent Ladybirds-type vocal group

made-ish quality.

Sadly, Blondie will neverbeastarsimply
becauseshe ain'tgood enough, but for thetime being I hopeshe’shaving
fun. Whatever her actual age, though, she’s spiritually a part of the Great
American Nymphet Tradition.

Downat CBGBiitself, however, thingsarecookin’. The placeisalot
brighterand cleaner thanitwaslasttimelsawit. t’s prettysolidly packed
outand thejukebox is pumpingout classic stufflike The Animals’ “Club-
A-Go-Go", Jeff Beckand Donovan’s great “Barabajagal” - definitety the
hippest jukeboxthisside of the Hope & Anchor.

There'sabandsettingup onstage, and the unpleasant-looking guy
who lookslike Lou Reed wearingone of Witko Johnson'ssuits who'’s
shoulderinghis way pastthebar turns out to be thelead singer. The group
arecalled Tuff Darts. The bass playerlooks like Peter Tork onspeed.

“I'msosick 'n’tired of thecrap I gotta take in this town,” they sneer
eloquently. “Ifirdon’tget no better I swear I'm gonnaburn itdown.”

Well, really, boys... don’tyouthinkthat’s—uh-taking thingsalittle too
far?I mean, thestate New York’sinright now you couldn’teven claim the
insurance. Tuff Darts are more like your standard-issue rock band, which
meansthat thelead guitarist plays solosand the bass player goes zoom
instead of clunk. Theyconjure up more of alate-'60s/early-'70sheavy »
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metalroarthanthetreblyclangofthe more early-'60s-orientated CBGB
bands, but theysingin the classic acrid whineof the modem-day NY
punk,and theylookgreat. Apart fromthe Ramones, they're probably the
bestof the currentcrop.

Tonight they'resupportingthe Heartbreakers, thefirst (ladaaaaaaa')
NY punksupergroup, formed by Richard Hell, former bass player with
Television, and the New York Dolls’ Johnny Thunders (guitar, vocaland
lurch) andJerry Nolan (drumsand sweatstains).

Thelineupiscompleted by amorose-lookinglead guitarist wholooks
asifhisnameoughttobe Gary, butismorelikely to be Albert. Theyare
dreadful. Brother, aretheydreadful. They maketheirentrancesin
standard NY punkuniform: black leather jackets, T-shirts, sneakersand
jeans. llellis the soleexception: he’s gota short '65-style British
moddycut, shadesand acrumpled black suit.

Thunders is playing a huge, unwieldyGretsch White Falcon guitar; Hell
aFelix Pappalardi-style Gibsonviolin bass, and the erstwhile Gary (or
Albert) an anonymous-looking Les Paul. Thunders s, I'm told, afairty
inadequateguitarist at the best of times, butsince noone’sseen himat
anythingwhich could possibly be described as “the best of times” since
theearly stages of the New York Dolls it must reluctantly be assumed that
thedisplay of minimal ability combined withmaximumarrogance that
he puton thatnightisthe norm.

“Ooohhh, look!Johnny'stakinghisjacket off YUMMMMM!!” breathes
Miriam from Cleveland. Miriam and hersister (and/or best pal) Helen
flew up from Cleveland just tosee the Heartbreakers, and they weren't
disappointed, which eithersays alot about Thunders’ much-vaunted
“charisma” or for Cleveland - atown where, accordingto Miriam, there is
agroup of people who get VMEsent over to them from England, all have
thefirst Feelgoodsalbumonimportand helped break Alex Harveyin that
partoftheworld. Hithere, Cleveland!

Theonlythingtheydid allnight thatgotme
offwasanenthusiasticifundisciplined
performanceoftheimmortal Tommy Boyce
and Bobby Hartsong“I'm Not Your Steppin’
Stone” featured by The Monkees on the B-side
of “I'm A Believer”,and that was GREAT
becausethesongisGREAT and thereforeany
performance ofitno matter howotherwise
mediocreisGREAT.

Thebasic trouble with the Hearthreakersis
that while Richard Hell was an effective foil for
Tom Verlainein Televisionand Johnny
Thunders moreor lessfunctioned inthe Dolls,
neitherofthem haseither the personality nor
thetalenttolead orco-lead aband, which

The best of the
class of 75 are
delivering
what the Dolls
promised to

means that the Heartbreakers are forced to relyon Mach 9volumeand
Mach 10 posturing, neither of which areany cure for the summertime
blues. Unless you're fromCleveland.

However, Thunders’ ex-Dollhood gives thegroupalittle added cachet
around CBGB; after all, the Dolls made twoalbums and toured the world
while most of the other Bowery punk bands haven't even played much
outsideof New York State and New Joisey, letalone Britain and Europe
andJapan. SothatmakesJohnny Thundersabigman andgiveshim the
rightto demand touse the back doorat CBGB so he doesn’t have towalk
through theaudience like everybody else does.

Meanwhile, over on West 4th Street just past the Bottom Line, the
orthodox wingofthe New York Dolls (ie, vocalist David Johansen and
guitarist Sylvain Sylvain) are holdingcourtin avideostudioand viewing
videotapeof theirJapanese gigs.

Sylvain-ifl maycallhimbyfirst nameSylvain-iswearingablack
leatherjacket, T-shirt, sneakersand jeans and enthusingabout [banez
guitars. He claims ibanez make Fender and Gibson copies that are
betterthantheoriginals. Hewas particularlyfond of their FlyingArrow,
whichhecanbeseen playingon the bigscreen that dominates thefarend
oftheroom.

Equipped with an ex-roadie on bass, asession drummer they found
waiting for workat the Musicians’ Union Halland afairly nifty keyboard
player, theybegintosound tike afairly enjoyable high school R&Bband,
though theystillindulge in old-style Dolls cavorting, which nowhasa
certainendearingly nostalgic quality.

Johansenisslumped up against the wallwith hisgirifriend Cyrinda
Foxe (a nice gal from Texas, natch), wearingred pantsand bootsandan
absurd red hat. “Thisband is morelike me and Syl always wanted the
band tobelike, but the others couldn’t play thisstuff. What we did before
wasalotoffun,andIthinkit'sgrearthatabunchofkidslikeusdid that
much,” hesays.

I'sasafebet thatthe new-look Dolls (who, at
thetimeof writing, had not yetdoneany US
datesand are-youguessed -currentlywithouta
record deal) willnot be playing CBGB. According
toreports, Johansen considers that the Dollsare
toobiganameto playCBGB, believingthemto
beaconcertratherthanaclub band.

Apparently nobody’s told him howmany
foreign toursand hitrecordssomeofthe bands
whoplay the Marquee have had. Actually, the
Dolls were the most successful ofanearlier
wave of New York bands, all of whom were
firmlyattached to the glitter fiasco of acoupla
years back. There's awell-knownlinearound
totheeffect thatin those days “the hottest
band intownwere theoneswith the
highest platforms”,and that'sabout the
wayitwas.

Now, however, the best of theclass of
'75,likethe Ramonesand TuffDarts, are
deliveringwhat the Dolls promised to,
butdidn’t.

Thelast CBGB double-bilt1sawwas
Talking HeadssupportingShirts. They're
abitoddballfor CBGBinthat neither
bandisremotelyin thedominant punk
tradition. Talking Headsare seemingly
aimingforaneffectsimilartotheearly
Velvets' moreicilyrestrained material,
buttheirmusicis toothinand disjointed
tomakeitwork.

They'vegotaleadsingerwholooksa
cross between John MacLaughtinand
Bryan Ferry whoscratchesaway earnestly
atabigacousticand aFender Mustang
withaGibson humbucking pick-up wired
intoreplace theoriginal top pick-upon
accountofFender top pick-upsain’'tashot
as theirback pickupsforsome reason.
(Take that, RexAnderson!)

Theirbassist, however, is probably the
mostarrestingsinglefigureinany of these

Talking Heads, whose
firstgigwasopeningfor
theRamonesatCBGB
onJunes,1975:(l-r)
TinaWeymouth, Chris
FrantzandDavidByrne
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bands, with the possible exception of Joey Ramone. Her name’s Martina
Weymouth; she wears leather pants, grips herbasslikeitwas theonly
thingkeeping her fromdriftingoutintosome weird, echoingwarp phase,
hasblondehairand the mostfrightened eyes I've ever seen. She plays
mean, zonkingbass, like the heavier she plays the more secure sheis, the
less likely to just float away or vanish or something.

TalkingHeads' trip justdidn’t come through for me, possibly because
David Byrnewashavingalotof troublewith hisampand I couldn’thear
thewords, but Martina Weymouth (“Rockis no longer anoblecause,” she
told the Village Voice) is some sort of star and aslong as she needs that
desperatelyto keep playingthe bass like that, she stands agood chance of
beingHeard Of.

Shirtswerethelead act that night,and they werefarand awaythe
most conventionallycommercial act in their league. They were oddly
reminiscent of the kind of act that CBS weresigningin their Rock
Machinephase:keyboards, horns, congas, two guitarists and a girl
singer. Thelatter, Annie Golden by name, works by day in the promo
departmentat ABCRecords, and sends outneatly typed handoutson the
bandtoanybodywhoexpressesan interest.

They play less interesting music than their colleagues; nohowand
contrariwise, they'realso the best musiciansby
far and, given the non-visionarynatureof the
average A&R office, far the most likely to get
signedand Make It. Ms Golden, however, isa
better-than-averagewhite female rock singer
and anenergeticlive performer (togetacademic
forasecond); and with orwithout the band,
someone’ll pick upon her.

Itwould be cruel, though notstrictly
inaccurate, toremark thatifalt thesebands
weredoingtheirscufflingoutofTulipville,
Arkansas, noone would ever hear of them
(though itwould require amajor genetic
mutation for Tulipville, Arkansas, to produce
aband like the Ramonesin the first place).

Atthe presentmoment, the Dolls and Patti
Smith are theonlyacts to emerge from the 70s New York into the national
andinternational rock market fromthe New York club scene, though
Kiss, Bruce Springsteen, Todd Rundgren and the Blue Oyster Cultall have
associationswith New York and itsimmediate environs.

Theareas whosebands seem to be judged mostappealing by the
Yankeerocklumpen seemtobe the South, Midwest and West Coast.
Basically, it'sa tight, thrivingcommunity scene, a backalley offrock’s
maindrag, and CBGBishome turftothe whole lhost of bands, many more
thanlhadachancetosee (like the Fastand the Miamis-sametheoretica!
basis as the Ramones, I'm told - and the Stilettoes).

Thereason that CBGB makesitis that it offersa forum for hopefuls who
have somethinggoingand plays host to those bands’ audiences, notto

There’s a
spark I haven't
seen in any
post-Feelgoods
British bands

mention turningoneband’s
audienceontoanotherband and
helping tobroaden the field. It
genuinely—pardon the lapseinto
'69 London Ladbroke Grove-ese
—providesagenuineservice to
thecommunity.

People talk about “CBGBbands”
thesame way that they mustaused
tohavetalked about “Max’s type
bands”. It'soneofthose rare rock’n’roll venues which has acharacterall
itsownand has takenituponitselfto nurture aspecific scene; a specific
school of music. Plusthebucks ain’tbad, either. On three bucksa throw
andatwo-drink minimum, nobody’s hurtin’.

TheNew Yorkbands probablydon’t play as well astheir British
counterparts; they're muchloweron the conventionalvirtuesandain’t
nowayas consistent. But there’sakind of sparkin the bestofthem, like
Television onagood night (1 assume what I sawwasa good night) or the
Ramones (ditto) or even Tuff Darts (ditto again), thatl haven'tseeninany
post-Feelgoods British bandsatall.

What makes themhappenisagenerally
abnormallyhigh energylevel, the desireto
combine traditionalism with experiment by
cuttingrock rightdown tothebasicingredients
thatmade'emlikeitin the first placeand then
rebuilding from there. Maybe theyjusthavea
different-and therefore more novel-linein
cliches from their British counterparts, but
theirhumour, vitalityandsimplicityare
engagingindeed.

Mostly, they have eschewed blues, country
andjazzflavourings: theydon’tplaynofolk-
rock, jazz-rock, funk-rock, country-rock,
glitter-rock ornuthin’like that. They play
rock-rock; rock’n’roll stylised, interpreted,
refined accordingto personal preferenceand
perspectiveand thenfed backintoitself.

Maybe the presentdecadeisless ofaspecificareainitsownrightthan
simply aviewpoint fromwhich toreassess the '50sand '60s. Seems that
wayin New York, because when it comesrightdown toit, what all of these
bandshaveincommonisthatthey’rere-presenting the’50sand'60sina
way thatcould onlybe the '70s.

“Inspiteofall theamputations! You could still dance toa New York station.”
LouReedsaid that. Somethinglike that, anyway.

“I'm goin’back to New York City!l do be-leeeve I've had ee-nuff.” Bob
Dylansaid that.

‘Somebody better record these bands (and doit right) before they
becomeextinct.” I said that. CharlesShaarMurray ®

CBGB.

s BOWERY ¢ BLEEKER TRURS-SUN JUNE $.2
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Wish you wouldn't

FromAllanJones' first abusive,
smugand belitttingcomment,
itwasobvious whatsortof
putdown hisreviewof Pink Floyd’s
Wish You Were Herewastobe. He
statesthat it took sixmonthsto
record,andlateramplifiesthis
statement bysayingthisshows
“alackof determinationand
resolution” and thatit “shouldn’t
betakenasasignoftheirconstant
search for perfection”
Butitshould!Sixmonthsis
notaparticularlylengthytime
forrecordinganalbumin this
dayandage, and thesuperb
productionand master ful
technical qualityofthealbum
surelyvindicates this. Maybe the
Bay City Rollersdid record
“Rollin” in four days, butit's
hardlyamasterpiece.
CHRISFERRARY, Coolgardie Ave,
Highams Park,London (MM Oct 4)

The Who ( e
by nim %rsse

Havmg;ust listened
toKeithMoonontheradio
“discussing” thenew Whoalbum
with John Peel, I'm left wondering
ifMoonhasany interestin music
orThe Whoatall. Suchapathyis
nevershowntoAmerica, though.
TheWho are doingnot one but
twoAmericantoursin thecoming
months, compared with the
miserablyinadequate number of
concerts British fanscangoto.

Of course, they'renotthe
onlyones...
*The Rotling Stoneshave not
appeared in Britainsince
September 1973, but have
completed ahuge coast-to-coast
American tour. It'sdoubtful
whethertheywillappearin
Britainatall nextyear.
*Led Zeppelin are probably not
duetoreturnhereuntil 1978,
when they willnodoubtdo their
obligatory five dates ata major
Londonvenuetocoincidewith the
release of theirnewalbum.
+Bad Companyarecurrently
doingnothingin theSouth of
France.
*PinkFloyd (cough, next...)
*Yeswill dotheiropen-airfootbatl
ground routine nextsummer,
where60 percentoftheaudience
can'tsee.

Thelistisendless: Elton John
(rememberhim?), Jethro Tull, Eric
Claptonand George Harrison

haveall turned their backson us.
Thebands’ usualreplytothis
isshortage of good venues, no
possibilityof makinga profit,
taxproblemsandsoon. Butif
somebodywhoearnsasmuch
money and paysasmuch taxas
PautMcCartneycankeeponthe
road on aregutarbasis, I see no
reason whyotherscan’t.

“Oh, butourshowsare too big
to keepontheroad foranytime!”
thear Robert Plant cry. Well, make
themsmatler!
COLINROBINSON, Hartslock
Drive, Thamesmead, London
(MMOctn)

The doctoris in
Today'’s top rock
musicianstend to
bemoan playingthe
“same old music” repeatedly at
concerts. Well,OK, even|,asa
simplelikerofgood music, can
understand that thismust cause
boredomandtheinevitable
loweringofmusical standards.
Consider, however, therelatively
unknown group’s position. Take
DrFeelgood, whoplay thesame
music at everyconcertand seem
toenjoyitmoreeverytime they
play. Theaudiencereaction is
invariably electricand the group
indulgevigorouslyin the
stimulation they provide.
Ofcoursel doappreciatethat
groupslike Deep Purpleand Pink
Floyd havebeen through this
exhaustingcircuit, butsurely

thisdoesn’tgive thematicket
tobecomplacentandtositon
theirbehinds?

Roger Waters ofthe Floyd does
this, and produces sardonic music
like “Welcome To The Machine”
on Wish You Were Here. I think this
isparticularly significant, because
ifheissobored with “thesystem”
and “playing thesameold tunes”
whythehell doesn’'the devote his
timetowritingmorebeneficial
lyricsthat caninspireinstead of

eaders’ letters

inducingapathy ashe does?
Ifthissongisalsoa “profound
comment” onsocietytoday, then
iftherock musiciancanofferno
morethancriticismonhisown
medium thathehascreated, one
wonders whyhe bothers atatl.
Satirical commentscan
sometimesinduceabeneficial
reaction fromauthority, butasit
isacommentonhisown musical
world, whereis the logic?
CHRIS VINE, Bellmeadow, Sutton
Road,Maidstone, Kent (MM Nov 22)

Meet the new boss
Every 10 years or so, the music
world suddenlyrealisesit has
agiantin its midst. Weareall
veryfamiliarwiththese
milestones-Presley, Beatles,
Dylan, etc, etc. Now add Bruce
Springsteen tothelist.
Springsteenisunquestionably
auniquetalentwhowillfinally
alleviateour frustrations from
dozensofso-called “superstars”
whonever got past first base.
TONY ZETLAND, CorriAve,
Southgate, London (MM Nov 22)

Fans but no fans

I, forone, amfedup
with thewailingsof
the “fans” who
complain because Zep, Floyd,
ELP, etc, have not appeared lately
attheirlocal church halt. The
argumentthatthe fans“made”
thesegroupsandare therefore
owed avisit by them does not
hold water. Basically, itisthe
music that makes super groups-
not the fans. Fansonly buyrecords
iftheylikethe music, not tomake
thecreators and purveyors
wealthy people.

Supergroupsare established
because their musicis
consistently of ahigh order. Their
music comesfrom whatever
creativeability they havetocall
on. Havingtransposed this
inspiration towax, theirdebts
to fansare paid handsomely.
Toinsist that theythenappear
personallyat Tewksbury Town
Hallisarrogantgreed.

IfZep, etc, decidethey’ll dofive
nightsinLondon then thankyour
luckystars, cough upand travel

-orelsetop the “real fan" talk as
youobviously donot know their
worth (Mohammed wenttothe
mountainand notvice versa).
RICHARD SHAW, Courtlands Drive,
Watford (MM Nov1)

WINNER!

RACK CAT
MUSICASSETTES

e

STOCK LPs

STOMU YAMASHTA'S
RED BUDDHA THEATRE
ROUNDHOUSE CHALK FARM LW
3 FEBRUARY - 19 MARCH 1975

LOW ON HUMANS?

Two Man and a Dog
at your last Gig?

Ensure a plentiful supply of humads tyy
adverting LIVEL

Al shapes and sizcs reardy 2nd waiting 10 yo.
FILL UP HEREY

Tel.: 01-240 2266, ext. 30
and ask for ‘LIVE ADS

WCheapest and best s ol
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L ol syl Beatles fans say:
r&m p.S. We Love You

Coinﬂxt...
in 1970

O THAT WAS 1975. Hope you did it right.

Certainly, that’s not it from our reporters on the beat. The
staffers of NMEand Melody Maker enjoyed unrivalled access
to the biggest stars of the time, and cultivated a feel for the
rhythms ofadiversifyingscene; as the times changed, sodid
they. While in pursuit of the truth, they unearthed stories

thathave come toassume mythical status.

That's very much the territory of this monthly magazine. Each month,
The History Of Rock will bebringing you verbatimreports from the pivotal
eventsinpopculture, oneyearamonth,one yearatatime. Nextup, 1976!

DAVID BOWIE

MUSIC STAR? MOVIE star? A meeting with a multi-faceted artist
pondering his own status. “I didn’t want my enthusiasm for rock’n'roll
being mixed up with my own dissatisfaction with becomingarock'n’roll
careerist,” he says.

PUNK ROCK

WRITERS ATTEMPT TO define a fast-moving scene; even the name is
unsatisfactory. “The name is too old, too American, too inaccurate,”
writes Tony Parsons. “The teenage kids in the Hot Rods who shake the
foundations of Wardour Street every week ain’t ‘punks’. That makes them
sound like refugees from West Side Story.”

NEIL YOUNG

OVERAPLEASANT Londondinner, Neil talks about his reputation and
his fans. “Remember, all those people who say Neil Young songs are a
drag because they bring you down - it's a sign of strength rather than
weakness if you, thelisteners, can cope with them.”

PLUS...

BOB MARLEY!
THE EAGLES!
ABBA!
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FROM THE MAKERS OF UNCUT

THE HISTORY OF

Every month, we revisit long-lost NME and Melody Maker interviews
and piece together The History Of Rock. This month: 1975.
“Oh letthe sunbeat downuponmyface/Starsto fillmydream...”

LED ZEPPELINROCKED THE WORLD,
ANDDELIVERED AHEAVYDOUBLE

BOBMARLEY BROUGHT TRENCHTOWNTO AMERICA

PATTISMITHAND TELEVISIONLED
THECBGBREVOLUTION

...and JOHN LENNON, PETETOWNSHEND,
PINK FLOYD, QUEEN and many more
shared everything with NME and MELODY MAKER

More from UNCUT...
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