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Introduc d|

Rock has struck a chord in the lives of millions of the
world’s young people, and this book chronicles its
stars and superstars, whose story spans continents,
life styles and a kaleidoscope of changing attitudes.
But the history of their music is surprisingly short — a
mere twenty years since its first eruption as Rock &
Roll. Determined to be larger than life, they have been
outrageous, unconventional, sometimes comical,
sometimes defiant, often outcasts in a world they
found too grey for them. The names are legendary
now, from Bill Haley, the first star of all, through Elvis
Presley, arguably the greatest, to Jimmy Osmond, the
youngest. From Little Richard who brought theatra,}o
Rock, through Bob Dylan who made it literate, to
David Bowie who pushed the barners even farther.
Those people, and dozens of others — the Beatles who
revolutionised the music and sent it round the world,
the Rolling Stones who frightened and outraged
parents and authority, Jimi Hendrix who became its
victim — stamped their individual imprints not only on
a style of music but also on the consciousness of a
new generation.

From Bill Haley to David Cassidy they are all here;
their songs, their styles, their trends, their triumphs
and their tragedies are all minutely chronicled — from
the kiss-curled rocker who smashed to fame with an
entirely new music in the mid-'50s to the glitter-
flashing idols of the ‘70s who have taken the music
into its third decade and to an even younger audience.
Here are the stars and the superstars.
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Rock & Roll

The children of the ‘50s changed the world. Before
them there were no ‘teenagers’, before them youth
had no separate identity, before them kids were just
young replicas of adults. And then came Bill Haley
with ‘Rock Around The Clock’ — the song and the
singer inspired a bloodless revolution and created
rock & roll.

After rock & roll nothing was to be quite the same
again. A handful of men, all Americans, gave the
music its shape, form and content. Haley was the first,
but Presley was a new style of star — sexual, aggres-
sive, surly; he was to equal in his wealth, success and
popularity the fabulous high style of the great days of
Hollywood. Fats Domino, Little Richard and Chuck
Berry were to show the black man a new way, give
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him a previously unconsidered equality. The Everly
Brothers, Buddy Holly, Eddie Cochran, among others,
were to take rock & roll and adapt it into a pop style
that would spread outwards and become the best-
known music across the globe, levelling barriers of
nationality, language and custom, uniting a genera-
tion divided by politics, religions and oceans.

Rock & roll turned on the struggle of the young to
get free from the past. Only six years separated the
successes of Bill Haley and Roy Orbison but so rapid
was the change, so widespread the enthusiasm that
the music had already exploded out of cellars and
dance halls to become a million-dollar industry and
a permanent influence on successive generations of
the young.




Bill Haley:
the man

leastlikelYe..

The world’s first rock & roll star, the man whose music turned on millions
of teens the world over, was nearly 30 when he burst to fame, married
and with five children. As if that wasn’t ironic enough — seeing that he
sparked the revolt of one generation against their elders — the song that
started a new era had originally been written as a novelty foxtrot by

two members of the Tin Pan Alley establishment who stood for everything
that R&R wasn’t, one of whom was 63 years old! From these
unpromising beginnings a music was born, and it’s a sure-fire certainty
that those three principal characters could never have dreamed
what a monster they were creating.

The man, of course, was Bill
Haley: the song. 'Rock Around The
Clock’. How was it, then, that this
man — twice the age of his audience

and this song should awaken the

latent power of teens?

Bill Haley was born in a Detroit suburbin
1927. From his earliest years he was
destined for a career in music but, as the
years rolled on, it became apparent that
while he’d make a steady and unspectacular
living, he’d never, but NEVER, be a star.
Just to look at him you could see that
stocky, chubby, moon-faced Haley was not
the stuff that stars are made of.

At 13 he was picking guitar for a buck
a gig, firmly into country & western
doing the rounds of the Mid West — steady,
dependable and dull. He'd played at
auctions, at touring medicine shows, and
on local radio billed as ‘The Rambling
Yodeller'. In the backwoods towns of
America artists like him are as much part
of the landscape as Coke ads and road
houses. Radio offered him a secure niche
and he became institutionalised as
Programme Director of an independent
station in Pennsylvania, at the same time
fronting and organising hillbilly bands with
lacklustre names like ‘The Four Aces Of
Western Swing’ and ‘The Saddlemen’. The
more you saw him, the less you could
imagine him playing anywhere larger than
a local college.

But Haley — like Alan Freed — had one
great advantage — a good ear. He didn’'t
just shut his senses off from what was
happening around him. Certainly he played
hillbilly and C&W but that didn’t deafen

Mike Cook




him to the music that was causing young
whites to tune their radios to the illicit black
stations or sneak off at night to the black
quarters the wrong sides of the mid-
western tracks — and learn how to click their
fingers, move their bodies. and talk in a
fanguage unknown in their homes. What's
more they learned to jitterbug. Haley heard
this music and analysed its appeal — the
beat. He played regularly at high school
hops and saw the kids doing these lunatic
dances and shouting ‘crazy, man, crazy

‘go man go’ and other outlandish expres-
sions.

Haley started to experiment, pulling in
other streams to his predominantly CaW
repertoire. “"What we played”, he said,

was a combination of country and
western, Dixieland, and old-style R&R.”

Haley was no fool. He saw that the strict
tempo formality of the hugely popular Big
Bands was offering the kids no excitement.
By the late '40s he saw that things were
ripe for change and he had the musical
know-how, picked up from years of playing
and touring, to put together a synthesis of
the most exciting musical styles around.
‘We decided to try for a new style”, he
said,. "'mostly using stringed instruments
but somehow managing to get the same
effect as brass and reeds.” And excitement

the excitement that, a few years later
was going to make kids rip up seats, stomp
around cinemas and generally run riot.

First the excitement had to be in the
music. Haley, by his own admission, was not
the first to appreciate this but he was the
first to define it AND, more importantly, to
create it. ""Around the early '50s the
musical world was striving for something
new, the days of the solo vocalist and big
bands had gone. About the only thing that
was making any noise was progressive jazz
but this just went above the heads of the
average listener. | felt that if | could take a
beat the listeners could clap to as well as
dance this would be what they were after.
From that the rest was easy ’

Hybrid Sounds

What in fact he did was to take two
recognisable forms of music — C&W and
RaB and create a synthesis that
appeared as a new form. This was the
classic formula and the reaction was very
potent chemistry indeed. But the rest was
certainly not as easy as Haley would have
us believe. At first he put out very run-of-
the-mill CaW and R&B numbers on
the topsides of discs issued through a
small, local, independent label. But the
flipsides had strange hybrid sounds with
weirder names like ‘'Rock The Joint'. Even
in the titles the Haley ear was accurate;
He just took everyday sayings picked up
from high school gigs, like ‘crazy, man,
crazy’, ‘'see you later, alligator’ and ‘shake,
rattle and roll’ and, wedding them to his
new beat, turned them into songs. But
Bill Haley and the Saddlemen were hardly
the image demanded by 'hep-cats’ so a
name change was indicated. The Saddle-
men were buried and re-emerged as the
Comets. The name had a feel of speed
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about it and is a rather obscure pun on
Halley’'s Comet, a celestial body that
appears in the sky with infrequent regu-
larity. No doubt there was also a hope
that the group’s career would be similarly
meteoric.

Initially, there were problems; not
everyone was ready for or convinced by
Haley's new CLtrainchild. Any doubt, how-
ever, should have been swept away when
Crazy Man Crazy’ was th2 first rcck & roll
song ever to znter the national charts in

Bill Haley and the Comets. His arrival at
Waterloo from Southampton for his first
British tour produced scenes of pure
hysteria. However the outward success
of the tour belied the fact that, in the
flesh, Haley was exposed as being

quite old. One of 'them’ pretending

to be one of ‘us’.




Rex Features

19563. It was 3 small beacon that showed
the way ahead but Haley didn't follow up
his first success for another year when
‘Shake, Rattle And Roll' really hit :he
jackpot with twelve weeks in the Top Ten.
In the same year 1954 Haley also
recorded and released the 'novelty foxtiot’

‘Rock Around The Clock’, but it dicn't
mean a thing. Rock was conceived and
entering labour pains, it was yet to be
born, kicking and screaming, into the world

Moment of Birth

The moment of birth was probably “he
release of Rlackboard Jungle whch
carried ‘Rock Around The Clock’ as its
theme music. After that Bill Haley was
‘made’. With a rapidity that startled the
portly singer, Haley found that he was a
star, making films, notching hits, and -he
cult figure for millions of kids. Even in the
exultant throes of stardom he cut a biza-re
figure. Round, puppy-fat face topped wath

Press Association

extraordinary ‘kiss curls’, dressed like a
cowboy’'s dream of city chic — in fact the
epitome of bad taste — garish tartan jacket
and sporting braces, he just couldn’t have
been further from the standard image of a
star. But his music was right and the
Comets added to the excitement by
presenting rather stagey — not to say stiff-
jointed athletics like rolling on their
backs, jumping onto the piano and doing
something unusual with a double bass.

His rise from ‘Clock’ in ‘65 was truly
meteoric. He created rock & roll, Alan
Freed named it. Haley took it out into
America at large by way of records, TV
and films and then, swiftly, to the world.
Soon after American youth had found
THEIR music, it was adopted by Europe.
In Britain, Haley's movie — Rock Around
The Clock — was a smash, and he was a
hero of cosmic proportions. He made a few
more hits and was swept on the crest of
a wave, quite bewildered by his own
success. As kids rioted, cinemas broke up
and destruction, violence and mayhem (at
least according to the press) ran rampant,
Haley could only grin, nonplussed, and
say: ‘I'm just a country boy'. In fact, he
was an unwitting Frankenstein who had
bred a monster of terrifying proportions.

It couldn’t last, of course, and it didn't.

Following the movie Haley came to
Britain. Fuelled by a blaze of publicity
stoked by the press. his arrival at

Southampton and his progress via special
train to the capital were pure hysteria.
Outwardly, the tour was a success but, as
one commentator has said, "Haley killed
his own image by crossing the Atlantic.
Whereas it had been possible to ignore the
fact on film, in the flesh it became pain-
fully obvious that this perspiring fat person
was quite old. One of ‘them’ pretending
to be one of ‘us’”’

Father of Rock

Almost as soon as it had begun, it
finished. Standing at Haley's shoulder was
the man who in every way fitted the
music — Presley. Haley had made his pile,
his name was in the books, his records
thin, reedy, impoverished things that they
now seem — were in the archive collections.
He faded as fast as the comet that
christened his band and, like that same
celestial body, duly reappeared every so
often as an object of nostalgia — older
portlier, increasingly less hirsute.

Haley's place in the story is important

and, indeed, honourable. He gave the
music its first impetus, a recognisable
form. All who followed him should be

grateful for his ear and musical acumen
but he, like all true trailblazers, burnt out
to be replaced by the true heroes. Perhaps
he is the 'Father Of Rock & Roll’, but his
trouble was that he fitted the paternal role
too well. Now, perhaps, he deserves a
certain reverence as the grandfather of it
all — the man who set the world on fire to
become the first superstar of rock, and
show from the very beginning that rock
music is about much more than sheer
musical ability or smart looks.
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Above: Bill Haley and the Comets during their 1974 tour of Europe, still getting all the rock & rollers on their feet. Below:

Receiving an award from Olivia Newton-John to commemorate the sixth successful release of ‘Rock Around The Clock’ in 1974.
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Chris Walter

Facs
Domino...

of Blueberry
Hill

Of the five undisputed 'giants’ of
rock & roll — Elvis Presley, Little
Richard, Fats Domino, Chuck Berry
and Jerry Lee Lewis — Fats Domino
is the most neglected and the most

underrated.

He's neglected perhaps, because in the
style of rock & roll he played — New
Orleans dance blues — he was over-
shadowed by the more flamboyant, more
outrageous, Little Richard. (It would be
hard for anyone to try and upstage Little
Richard, particularly with such a relaxed
style as Fats had.}

Fats Domino is underrated not only for
the quality of his music and what he
achieved in terms of recording successes,
but also for his central role in the develop-
ment of New Orleans music — his absorp-
tion and transformation of the cultural
styles in New Orleans into rock & roll, and
his subsequent influence on countless
other performers. It is this latter point, his
importance in terms of New Qrleans, which
is the most rewarding to explore.

Universal Appeal

As to the quality of Fats’ music, it was
perhaps best defined by Charlie Gillett,
in his book The Sound of the City, when
he said his apparently eternal and universal
appeal defies musical analysis. His records
were simple, convincing, memorable, and
danceable. Other people may have occa
sionally come up with something better,
but Domino could be relied on.

In fact, he was relied on so much that
he sold over 65,000,000 records, collect-
ing 22 Gold Discs — an achievement only
surpassed in rock & roll by Elvis Presley.
In all, he had more than 80 singles and
25 albums released. When he first came to
the attention of the white record buyers,
it was because Pat Boone had covered
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Fats’ own ‘Ain't That A Shame’, earning
his first-ever Gold Disc for his pains. But
Fats didn't mind too much, he also got a
Gold Disc for it, his ninth altogether.

Antoine 'Fats’ Domino was born in New
Orleans on May 10th, 1929 (say his record
company, others date him earlier, on
February 26th, 1928) . . . one of nine
children. Although his father was a
violinist and his uncle, Harry Verette, had
played trumpet in Kid Ory's and Oscar
Celestin’'s New Orleans jazzbands, Antoine
was the only child to show any musical
inclination. He started playing the piano
when he was six, after a relative had left
an old upright in the house.

Soon he began playing for small charge
in the evenings, and working in a bed-
spring factory during the day to help sup-
port the family. An accident at the factory
seriously damaged his hands, and doctors
recommended amputation. Fats refused,
and after two years of exercises he was
back playing again, in bassist Billy
Diamond’'s band — it was Diamond who
first dubbed him ‘Fats’.

Eventually, Fats met up with Dave
Bartholomew. The start of their relation-
ship is one of the most confused periods of
Fats’ career. The most likely account is that
Bartholomew invited him to join his New
Orleans band, but others say they didn't
meet until Fats was signed to the Imperial
record label. Whatever the truth, Bartholo-
mew had an excellent reputation as a
trumpeter — Charlie Gillett writes that he
even played with Duke Ellington’s band,
but in fact their association is limited to
the fact that Bartholomew and Ellington’s
bass player, Aaron Bell, played together
with Herb Leary and His Society Synco-
paters. ’

Imperial Sign Domino

Lew Chudd founded Imperial in Los
Angeles in 1947, and after hearing excel-
lent reports of a young New Orleans
pianist, he travelled out to see Fats playing
in a ‘jump’ band (probably Bartholomew's).
He was so impressed with the 20-year-old,
that he signed him there and then. Fats
was to provide Imperial with the bulk of its
income for the next eight years, until
Ricky Nelson was signed from Verve
(after selling 1,000,000 copies of a cover
of Fats’ ‘I'm Walkin"’).

At the time of Lew Chudd’s visit, New
Orleans was an incredible hive of exciting
music, particularly from the ‘jump’ bands
that had established a direct link with rock
& roll. They used various instruments,
usually including a couple of saxophones
to emphasise the difference between each
beat of the boogie-woogie played by the
pianist's left hand, creating a ‘jump’
rhythm; or to blurr it, creating a ‘shuffle’
rhythm.

Apart from Fats, who was leading the
field in New Orleans at the time, the city
also boasted such performers as Amos
Milburn, Roy Brown, Smiley Lewis (who
was originally from Texas and originally
named Overton Lemon), Lloyd Price and
Guitar Slim. But Fats’ main rival, both
16

personally and musically, was Roy Byrd,
who performed and recorded under the
name 'Professor Longhair and His
Shuffling Hungarians’. While Fats played
‘jump’ rhythm, Professor Longhair played
‘shuffle’. Although big locally, he didn’t
have any sustained national success
beyond two records, ‘Bald Head' and what
must be the definitive shuffle record of all
time, ‘Like Lenghair’.

Cosmopolitan Music

New Orleans was and is a major con-
fluence for races and cultures. The city had
once been a major port in the slave trade,
and from earliest times was exposed to the
music brought over from Africa and the
West Indies. And as the capital of the
French colony in America, the local blues
was heavily influenced by the more
commonly-spoken French language. As
well as New Orleans jazz, these strains
mingled to create both Cajun and Zydeco
music.

Fats’ music, particularly his ballad style,

was drawn from this music. Zydeco is a
blues style played by the Arcadian people
in southern Louisiana. They sang in French
and played that most ‘French’ of instru-
ments, the accordion. The most significant
effect of their music was the creation of a
swirling instrumental sound behind the
singers. Cajun music substituted saxo-
phones for the accordions, but retained the
swirling effect. (The most successful
example probably being ‘Sea Of Love’ by
Phil Phillips and the Twilights, which was
produced by George Khoury in Lake
Charles, Louisiana. The swirling effect,
emphasised by the Twilights’ mournful
vocal backing, created a convincing audio-
picture of the sea behind Phillips’ singing.
It was covered in Britain, arrangement and
all, by Marty Wilde.)

Louisiana Accent

Another obvious New Orleans influence
on Fats was in his singing. He had a strong
Louisiana ‘creole’ accent, which became
even more pronounced in his singing. Fats

An early picture of 220 pounds Antoine 'Fats’ Domino, one of the giants of rock & roll.




was, in fact, brought up to speak French,
picking up his English later. But like most
of the ‘jump’ band singers, he sang in
English, with strong French intonations,
most apparent in the vowels.

Most of Fats’ songs were composed
and arranged with David Bartholomew at
Imperial {which although based in Los
Angeles, recorded Fats almost entirely
in New Orleans). Bartholomew played
trumpet on Fats’ records until about 1956,
as well as being composer/arranger/
producer, but gave up playing when they
broke into the white market. He had, up to
that point, also been recording without
Fats, and had several successes in the
Ra&B field including, 'That's How You Got
Killed Before’, "Ain't Gonna Do It', "Who
Drank My Beer?' and ‘Frantic Chick’.

Thin High Voice

‘The Fat Man’, recorded in October
1949, was their first record, their first hit,
and their first Gold Disc. Fats’ voice then
was much higher, ‘thinner’, and more

Fats Domino at the piano.

Redferns

nasal than it was to become later, but
‘The Fat Man’ is as compelling today as it
must have been then. The solid two-
handed chording and rolling boogie beat
contain so much exuberance and inherent
warm humour, even before he weighs in
with ‘they call, they call me the fat man,
cause | weigh two hundred pounds . . .

It is classic boogie-woogie and nascent
rock & roll. The instrumental line-up he
used here was more-or-less maintained
throughout his career: his own piano,
trumpet, two or three saxes, guitar, bass
and drums. Herb Hardesty played the sax
solos up to 1955, when he started sharing
them with Lee Allen, Cornelius Coleman
was the regular drummer, Frank Fields
the bassist and either Walter Nelson or
Ernie Maclean on guitar.

With these musicians and Bartholomew's
expertise, Fats became a giant in the R&B
field — and the only one who would carry
on successfully in rock & roll {(which
involved hardly any appreciable change in
his style). The very early music is almost
all 12-bar, each song distinguishable from
the next only by its lyrics. But later he
‘personalised’ it with his own seemingly
effortless complex phrasing and timing.

In fact, Fats’ breakthrough into the white
market came with the perfecting of this
‘personal’ fractured singing style in his and
Dave Bartholomew's song, ‘Ain't That A
Shame’. But it was the fact that Pat Boone
had a hit covering it that drew the white
public’'s attention to him and his music.
From then on in, it was hit after hit. But
Fats had been involved even earlier in the
creation of rock & roll as the music of a
new generation.

Sell-Out

The story of Alan Freed, the Cleveland
DJ, and his role in the birth of rock & roll
is well known: he started Moondog's Rock
& Roll Party on a Cleveland radio station
after being introduced to the music at Leo
Mintz’s downtown record store. The music
was, simply, black rhythm and blues. The
response to his radio show was so good
that he arranged a stage show in Cleveland
Arena in March 1953. There was room for
10,000 people, but the demand was so
fantastic that three times that number
turned up and the ensuing chaos caused
the show to be called off and re-arranged
later that year. The performers Freed had
on the show included Joe ‘Shake Rattle
And Roll’ Turner, and Fats Domino.

After suffering Pat Boone’s successful
cover version of ‘Ain't That A Shame’ (in
the white market only, Fats earned a Gold
Disc in the R&B charts), Fats came up with
his first white hit, ‘I'm Iin Love Again’ —
another Gold — in 1956. ‘Blueberry Hill’,
which followed it, is his best known
record, and its phenomenal success
cemented Fats’ position as a popular
entertainer in the rock & roll field. This
record, though, was out of character for
two reasons: first, it was the only record
(up to 1962 at least) that wasn't recorded
in New Orleans, but in Los Angeles; and
secondly, it wasn’t an original song, but a

standard revised well-known song.

Standards rarely come off when done by
rock & roll performers (witness Little
Richard’s ‘Baby Face’ and 'By The Light Of
The Silvery Moon’) but Fats managed to
overcome this handicap and make them
his own (his other notable successes were
with 'My Blue Heaven’ and 'Margie’).

Imperial wasn'’t, of course, the only label
to promote its R&B music as rock & roll,
but it was the most successful — simply by
virtue of having Fats Domino in its cata-
logue. Dave Bartholomew too had been
recording without Fats for the label and
had several successes in the RaB field:
‘That's How You Got Killed Before’, "Ain‘t
Gonna Do It', 'Who Drank My Beer?' and
‘Frantic Chick’; but he stopped to con-
centrate on Fats when they broke into the
white market.

R & B Label

Sydney Nathan’s King label, in Cincin-
nati, Ohio, had one of the strongest RaB
catalogues — Bill Doggett, Bullmoose
Jackson, Roy Brown, Hank Ballard and the
Midnighters (who incidentally originally did
‘The Twist’ that Chubby Checker copied),
Otis Williams and the Charms, not to
mention guitarists Albert King, Freddie
King and Johnny ‘Guitar’ Watson {(who
first recorded with Amos Milburn’s Jump
Band and later with rock singer Larry
Williams). Other labels were Aladdin, in
Los Angeles, who had Dave Bartholomew
as producer for a time and performers such
as Amos Milburn and Shirley and Lee on
their books; and Speciality, in Hollywood,
who had Lloyd Price, Guitar Slim and the
inimitable Little Richard (as well as the
white singer Larry Williams).

Fats Domino’s success was enormous in
both the white and black markets and he
appeared in most of the notable rock & roll
films of the day: Jamboree, Shake Rattle
and Rock, The Big Beat and The Gir/ Can't
Help It. He was topped only by Presley in
the white sales, but kept ahead of him in
the black market (both of them well ahead
of their nearest rivals, Little Richard and
Chuck Berry). Needless to say Fats was
also a great influence and inspiration for
other black singers as well as focusing
attention on the music of New Orleans and
the Deep South.

One of the more direct results of his
popularity was the emergence of Little
Richard, whose more frenetic boogie-
woogie piano was also derived from the
same influences as Fats’ but included Fats’
own piano-playing as well. In fact most of
the musicians on Fats’ records also
backed Little Richard. Their relationship,
musical and cultural, was the black mirror
image of that applied to Bill Haley and
Elvis Presley; one was harmless, the
other dangerous.

It was in New Orleans itself that Fats
had his biggest influence, directly and
indirectly. Apart from his effect on such
singers as Lloyd Price and Smiley Lewis
Fats’ success threw a lot of light on to
Johnny Vincent's Ace label.

In 1956, Vincent, whose

label was
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DACIK TRACK

Born May 10th, 1929 in New Orleans.
1949: Cut his first record, ‘The FatMan'/
‘Detroit City Blues'.

1955: Broke into the white market with
‘Aint That A Shame’, 'I'm In Love
Again’ and ‘Blueberry Hill". Following
this came his first album, ‘Rock And
Rollin’ with Fats Domino’ (Imperial).
1956: Fats hit the road on a series of
tours with people like Jerry Lee Lewis,
B. B. King, Duane Eddy, James Brown
and Johnny Preston. He also appeared
in a number of rock & roll films, most
notably, Jamboree and The Girl Can't
Help It.

1957: 'I'm Walking’/'l'm In The Mood
For Love’' and the unforgettable ballad,
‘The Valley Of Tears’. In the next 10
years, Fats released countless albums
and more than 50 singles. Below are a
few of his hit singles from this time.
1958: ‘Sick And Tired’, ‘Little Mary’ and
‘'Whole Lotta Loving'.

1959: ‘When The Saints Go Marching
tn’, ‘I'm Gonna Be A Wheel Some Day’
and ‘Margie’.

1960: ‘Walking To New Orleans’,
‘Before | Grow Too Old’ and ‘Natural
Born Lover’.

1961: ‘Aint That Just Like A Woman’,
‘'Shu Rah’ and ‘|l Hear You Knocking'.
1962: '‘Dance With Mr. Domino’ and
‘Did You Ever See A Dream Walking?’
1963: ‘There Goes (My Heart Again)’
and 'Red Sails In The Sunset’.

1964: ‘Lazy Lady’.

1968: ‘Lady Madonna’.

Many of Fats’ best tracks can be found
on the recent, outstanding United Artists

double-album, simply called ‘Fats
Domino’.
based in Jackson, Mississippi, started An Angel’ and ‘Ship On A Stormy Sea’ cessful liaisons with ABC-Paramount

recording a New Orleans band whose
music was a lot closer to Roy 'Longhair’
Byrd's than Fats’ Huey ‘Piano’ Smith and
the Clowns. The band had three vocalists
apart from Huey himself — Bobby Marchan,
Junior Gordon and Frankie Ford. With Bobby
Marchan singing they had the tremendous
‘Rockin’ Pneumonia And Boogie Woogie
Flu" and ‘Don’t You Just Know It’ as big
hits, and of course with Frankie Ford there
was the inimitable ‘Sea Cruise’. Ford’'s
vocal was, in fact, dubbed on to a pre-
viously unissued version of the song by the
band with Huey Smith singing. in the wake
of the success of another white singer
on Vincent's Ace label, Jimmy Clanton.

Soft Rock

Jimmy Clanton — cast in the mould of
Frankie Avalon — had several hits with
ballads such as ‘Just A Dream’, ‘Letter To
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(all Gold Discs) as well as ‘Venus In Blue
Jeans’. Although born in Baton Rouge,
Louisiana, Clanton was as 'Philadelphian’
as Bobby Rydell, Frankie Avalon and
Fabian, and was instrumental in the sad
process of softening Southern rock & roll,
just as the Philadelphia singers had
softened rock & roll in the North. Other
singers who came under Fats’ influence
were Lee Dorsey, Irma Thomas, Ernie K.
Doe, Clarence 'Frogman’ Henry, Joe Jones
and in name at least, Chubby Checker.

As the years rolled on, Fats’ music
became less and less adventurous on the
whole and, with one or two major excep-
tions, his singing became much more
mellow, losing a lot (but not all} of its local
colour. The hits petered out around 1962,
ironically with the emergence of the
Beatles and all the other British groups
who had been raised on his music. That
yvear, Fats left Imperial, and after unsuc-

Mercury and Broadmoor, he was con-
tracted to Warner-Reprise and made a
couple of startling, though excellent
records, both Lennon/McCartney songs,
Lady Madonna’ and 'Lovely Rita

Simple Music

There's no really simple way of showing
how big Fats Domino’s music was, both in
its own right and in terms of the influence
it had. His music is simple, exuberant,
loving and happy, and even the melancholy
songs have a comforting feel to them. Fats
Domino weighed in at around 220 pounds,
and he played rock & roll long before the
term was invented. "'Some people call it
rhythm & blues,” he once said, ""and some
calls it rock & roll, but | just calls it music
with a beat.” However people describe his
music, one thing is certain: he is one of the
great musicians of rock.




......

‘Elvis Presleyis a2l-year-old sex maniac
with greasy hair,
dirty songs and no future...

Yes, that's what they re saying — all the preachers and teachers and
youth club leaders, the bankers and brokers and Respectable Folkers:
they’re all saying Elvis is mean and evil; a walking disgrace to the
human race. They’re screaming about all these Shocking Things — the
way he sings, his flashy rings, his sneering lips, his writhing hips. My
God! guess what — He’s a Communist Plot! — I'm tellin’ ya, Mac —
he’s gotta pink Cadillac! To the older generation in the ‘50s that's the
way Elvis came over. Right from the start he was larger than life — he
wasn’t so much just another singer, as a threat
to the youth of America.
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From childhood to rock & roll star. Left to right: Elvis Presley about two years old; Elvis, aged eight, with his
parents; Elvis, aged six, with blond hair. His natural colour is reddish-brown which he dyed black early on in his
career; Elvis the adolescent with his cousin, Gene Smith; teenage Presley, complete with acne; Elvis at 18, leaning
against his father's car. Far right: 50,000,000 Fans Can’'t Be Wrong; Elvis the well-groomed star. Centre left:
Elvis aged 13 posing in a cowboy suit. Centre: Elvis in the pose that launched a thousand female fantasies. Centre
right: golden-suited Elvis being escorted into the International Amphitheatre, Chicago, in 1957.

So, here you are stuck in a small
American town and it's 1956, and
you don’t care what they're saying
about Elvis Presley, because he's
something else. He's like a hurri-
cane blowing the roof off every-
thing, and all those people who are
moaning and groaning about it are
so dull they practically smother you
to death. School, and home is just
sit-up-for-teas full of silence and
scolding and holding you down.
Dull growing up in a dull, dull town.

And then — AWOP-BOP-A-LOO-BOP-A
LOP-BAM-BOOM I along comes Elvis
Presley, with the wildest music in the world,
more energy than the atomic bomb and
more sexuality than your most secret
dreams.

He's got greasy hair, flicked up and
back so it all falls across his face when he's
singing and moving, long sideburns that
your parents really hate: and he never
stands still, and he never looks humble, and
he never tries to be witty like all those
crooners in their bow-ties and dinner-
jackets. Presley, in fact, looks like he's
going to make all those crooners with their
cute lyrics and clear, precise voices obso-
lete. He doesn’t treat songs that way. He
growls and mumbles and sneers and sulks
with a will that's hard to mistake:

‘If you're lookin' for trouble
You came to the right place.
If you're lookin’ for trouble
Just look right in my face . . .

(' Trouble’}

And his voice! He's got all that sexy sug-
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gestiveness you only ever heard before on
those old black guys’ records that play late
at night on weird little radio stations your
momma doesn’'t know about. Under-the
pillow listening: furtive, primitive, strange.
And now here's Elvis, sounding that same
way but gutsier and young. He even did it
on the Ed Sullivan TV Show — which is like
pulling down your pants in front of President
Eisenhower or something

From now on they could burn rock & roll
records till they choked on the smoke; they
could pulp it out in the pulpits till they
frothed at the mouth; all to no avail. What's
more, they couldn’t anymore just blame it
on the blacks:

"NOTICE! STOP: Help Save The Youth Of
America’, those posters from the lunatic
fringe had screamed, 'DON'T BUY NEGRO
RECORDS. The screaming. idiotic words,
and savage music of these records are
undermining the morals of our white youth
in America!

But it was too late. It wasn’t under-the
pillow listening to small black radio stations
any more — it was everywhere, out in the
open. and Elvis Presley was showing that,
yes, that ‘white youth of America’ could be
a living part of that music. So Dullsville
could think what it wanted. Rock & Roll is
here to stay!

The Magic Formula

Elvis had the formula for rock & roll within
him: he had been brought up with the Blues
and country music all around him; in its
living environment. He was born in the Deep
South — in Tupelo, Mississippi, and his
family moved to Memphis, Tennessee when
he was at the moody, restless and rebellious
ageof 13.

Elvis Aaron Presley was his real name,
and all he had to change for his public
career was the colour of his hair. He really
has a kind of auburn, reddish-brown hair-
colour, but he dyed it black early on in his



fortune-hunt, and it has now been black for
more than 15 years.

He was born on January 8th, 1935, son
of Vernon and Gladys Presley, who were
sharecroppers plagued by poverty, half-
helped by welfare programmes, and much-
comforted by The First Assembly Church of
God. They had a still-born son, Elvis’ twin,
who would have been called Jesse Garon
Presley. Presley’s mother died in 1958 with
her son at the height of his rock & roll career;
more famous and successful than any other
American of his generation; the most potent
sex symbol since Rudolph Valentino; and
selling records faster than anyone in history.

The Way Up

How did Elvis get to that position? It
started with him playing guitar all day long.
hanging round the local clubs where the
black gospel groups came to perform,
listening to bluesmen like Junior Parker
and Arthur ‘Big Boy’ Crudup on battered old
radio-sets. Elvis had aiways wanted some
thing more than to drive a truck for 35
dollars a week, and kept his hair immacu-
lately combed for a fantasy-world of
admirers. Then enter two other men who
helped and launched Presley. The first was
Sam Phillips, and the second was 'Colonel
Tom Parker.

Sam Phillips was also very much a
Southerner, born in Alabama; and like Elvis
himself, he was a white guy with a good ear
for black music. An ex-DJ, he formed his
own record company, Sun Records, which
started issuing 78s from Memphis in 1950.

Elvis has rarely been interviewed about
his music, but when he talked to Hit Parade
magazine in January 1957, he explained
how Sam Phillips helped him
“You wanna make some blues? he sug
gested over the phone, knowing I'd always
been a sucker for that kind of jive. He
mentioned Big Boy Crudup’s name and
maybe others too. ! don’t remember A
hung up and ran fifteen blocks to Mr.
Phillips® office . We talked about the
Crudup records | knew, . settled for
‘That's Alright Mama’, one of my top
favourites

So Elvis cut five singles for the Sun label,
each having a bluesy songon one side and a
countryish song on the other.

But by this time, Elvis had been perform
ing all around the Memphis area, and had
come to the attention of a man with much
less a love of music — but with far bigger
dreams and ambitions — than Sam Phillips.
That man was Colonel Tom Parker, one-
time fairground barker and small-time pro-
moter with an unerring eye for asmart deal,
outrageous publicity, and Elvis’ almost limit-
less future. The Colonel became Presley’s
manager and RCA Victor bought Elvis’ Sun
recordings. The price paid. which also
included a Cadillac, was in 1955 considered
extraordinarily high, being $35,000; but as
things turned out, RCA Victor was getting
gold for glass beads and Sam Phillips had
signed away millions and millions of dollars.

Nevertheless, everyone seemed to be
quite happy with Elvis Presley’s new deal.
He got top TV exposure, he broke concert
attendance records all over the United
States, and he built up a fanatical following
in Britain and many other countries which
he never bothered to tour. (Elvis always said
it was because he was terrified of flying

Colonel Parker, more bluntly, said there
just wasn’t enough money init.} Either way,
it didn't harm the phenomenal Presley
success; if anything it helped, by making
Elvis the most untouchable, golden super-
star in world history.

Poor Boy Elvis

In any event, turning down huge financial
offers became a Colonel Parker pastime,
and merely ensured that future offers for the
services of ‘The King' were ever bigger,
ever more sensational. Reportedly, one of
the attempts to get Presley to Britain, by a
Birmingham promoter, involved offering
him £100,000 for one performance in
Wembley Stadium. It had been planned that
he should appear inside a magnifying bubble
so that, in perfect harmony with his image,
he would appear to be both completely
untouchable and much larger than life.
The Colonel, needless to say. rejected the
offer, with the characteristic remark: ““Well,
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that's fine money for me and my staff, but
what about my poor boy Elvis?"’

In the first two years after they acquired
him, Elvis gave RCA Victor the no. 1 sloton
the singles charts in America (which
accounts for 70% of the world record
market} for 55 weeks. That’s more than one
week out of every two when Elvis beat all
other comers, and almost single-handedly
vanquished the old give-me-the-moonlight
regime.

In fact Elvis had twel/ve no. 1 records in
the US, all Gold Discs, before he was
inducted into the US Army after making his
fourth film, King Creole, in 1958. These
twelve included ‘Heartbreak Hotel’, "Hound
Dog’. ‘Love Me Tender’, "All Shook Up’,
‘Jailhouse Rock’, and ‘Hard Headed
Woman'. While Colonel Parker was later to
prove acutely aware of the dangers of over-
exposure and cut down the number of
concerts, records, and especially interviews,
at this early point in Elvis’ career, RCA Victor
was fairly saturating the market. After
‘Hound Dog’, they released seven singles at
the same time! Every one became a major
hit.

Presleymania

It was just like Beatlemania in fact.
Presley generated exactly the same
hysteria. No-one else could possibly have
hits with seven different records all issued
the same week. No-one else seemed to
need half so many ambulance-men, or
doctors, or nurses, or cops, or security-
guards, as Elvis made necessary when he
did a concert.

His films too were smashes — including
the very first one, a Western called Love Me
Tender, which — as the credits at the begin-
ning admitted — was simply ‘introducing
Elvis Presley’; and the title song from that
film earned Elvis another first in recording
history, by notching up over 1,000,000
advance orders before it was even recorded!

And of course, his albums were smashes,
some selling over the million mark in their
own right. By the time RCA Victor were
trying to fill the gap caused by Presley being
in the Army and unable to cut new material,
they could legitimately issue an album
called ‘50,000,000 Elvis Fans Can't Be
Wrong: Elvis’ Golden Records Volume 2°.
No other singer had ever achieved more
than one such volume before.

And British chart history gives an equally
favourable record of Presley’s early years:
six of his LPs and EPs sold well enough to
crash the singles charts; and in 1958, with
‘Jailhouse Rock’ (another film title-song)
he broke yet another boundary when that
single jumped into the charts from nowhere
straight to no. 1 inits first week of release.

Two things made for this shattering
success. The first was the acumen of The
Colonel. He never put a foot wrong: he
guided Presley’s affairs with total dedication
and uncanny flair that verged on the Midas
touch. Example: seeing, in the earliest days,
that Presley was going to be huge, he also
saw that there would be a sizeable anti-
Elvis movement, not just among the oldies,
but also among those young people who
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just didn’t happen to dig his voice, or were
perhaps jealous of the effect he had on their
favourite girl. or whatever. And he also saw
that he and Presley could cash in on that.
Suddenly, there was a flood of ‘I Love Elvis’
buttons, and T-shirts, and balloons, and
more besides: along with it, there was a
smaller but still considerable flood of '| Hate
Elvis’ products . and they were all
making equally good money — for Elvis
Presley Inc.

Parker also knew, and expertly, the way
to dangle ‘his boy’ in front of the financial
giants of Hollywood and Madison Avenue in

the most challenging, tempting terms
possible. He was once approached by the
company that was making a film of the hit
Broadway musical Bye Bye Birdie, who
wanted Elvis to appear in the film and
perform two songs. ‘‘Sure,” said the
Colonel, “‘the price is 100,000 dollars.”
The film man gulped, turned white, swal-



lowed, recovered himself a bit, and said
that that kind of figure was unthinkable.
""Tell you what I'll do to oblige,” said Parker
good-naturedly, “'I'll toss a coin and you can
call. If you lose, you pay 200,000 for two
songs. If you win, you get four songs for
nothing.” The film man ran away in a cold
sweat and Elvis never did appear in that
film — but the repercussions were tremen-
dous. Everyone began doubling their offers,
and Parker certainly didn’t have to worry
about letting ‘Bye Bye Birdie fly away.

But the second thing that made Elvis so
huge, such a unique giant among stars,
was simply his own talent. He was the
classic poor-boy-who-makes-good — but he
was never the boy-next-door. He was never
that touchable or reachable. Nik Cohn once
said that the difference between British and
American rock & roll was that Tommy Steele
made it to the London Palladium, and Elvis
Presley became God. And it's true, Elvis
Presley did become God. He came to
represent something much bigger than
himself — the whole vast potential of
adolescence finding its own rebellious
identity as something quite separate from
the role of imitation-adult.

Yet only someone with as much innate
talent as Presley could have come to repre-
sent all that. He could do it, and did it,
because he lived and breathed the tight
connexion between music and sex which
White America had long been at great pains
to deny. Elvis was indeed, in this sense, 'the
nigger in the woodpile’: he was the greatest
sexual threat to White Virginity in the USA.
His style of presentation showed it (his hip-
movements were blanked-out on US TV),
his way of dressing and posing for photo-
graphs showed it, and, most of all. his
music showed it. The New York Times in
fact once went so far as to complain that
he ‘injected movements of the tongue and
indulged in wordless singing that were
singularly distasteful.”

Apple Pie and Pork Chops

He had a fantastic mixture of bluntness
and suggestiveness — as Mick Jagger was
to come along and use for another genera-
tion — and he combined both those qualities
with a third: that magic magnetism which
nowadays is known as charisma. Presley
had masses of charisma — masses of
whatever magic it takes to keep your ears
and eyes riveted on a performer of extra-
special power.

Part of that power stemmed from
Presley’s natural-looking arrogance, which
in fact concealed the polite southern boy
underneath. Elvis really wasn't very rebel-
lious at all — he said yes sir, no ma‘am, to
reporters; he liked home-cooking, especially
apple pie and pork chops; and he was as
patriotic as many of the senior citizens who
hated him. Part of it stemmed from his
sense of humour —for indeed he had a lightly
mocking self-awareness and self-amuse-
ment that few people have ever credited him
with. And part of it came from having a
stronger voice than any of his rivals. Itwas a
voice that could be light-and-delicate (as
on early Sun recordings like ‘| Don’t Care If

The Sun Don’t Shine’), or light-and-breath-
less (as on '‘Don’t Be Cruel’), or unusually
soulful ("Is It So Strange?’), orjustbeautifully
raucous and tough, as on all his pre-
Army rockers. In short, he had arange and a
control, an ability to punch and to hint
delicately with equal sureness and ease,
that gave him legitimate claim to the tag
‘white blues singer’; and made him the best
country-rocker and tough urban rocker there
was.

King Kong

But in the beginning. it was his lack of
inhibition and his sexuality that had the
devastating impact. There was none of the
coyness and cleanness of ‘going dating’ in
an adult-approved way as far as Elvis was
concerned. Other teenage-aimed singers
might make records with titles like "Put
Your Head On My Shoulder’, ‘At The Hop’
and ‘Teenage Crush’. Not Elvis. His titles
were earthy and blunt and mean.

‘Trouble’; 'One Night’; ‘Baby Let's Play
House'; ‘Paralyzed’; ‘Got A Lot O’ Livin’ To
Do’: those were the typical Elvis titles. And
they all fitted in with the ingredients that
made Presley a unique, thrusting, ominous
force. His music always managed to suggest
an underlying violence — "He don’t stop
playin’ till his guit-ar breaks’, is a line from
the self-describing song ‘King Creole’. And
as for ‘Jailhouse Rock’, well not only is
violence in the air, but Elvis’ voice seems to
be raging from the depths of some confine-
ment — raging like King Kong in chains.

In his love-songs Elvis never pretended
that he’'d ‘saved himself’ for the girl he was
addressing the song to; the lyrics always
suggested that he had plenty of experience
behind him, and could sweep aside all
hesitations and shyness:

‘If you wanna be loved, baby you gotta
love me too.
Cos | aint for no one-sided love affair:
Well a fair exchange aint no robbery
An’the whole world knows thatit'strue. ..’
('One-Sided Love Affan’)

That really lays it on the line; there's not
going to be any time-wasting games, and
anyone who doesn’t agree is just being
hypocritical. That's the message, and it
typifies the message that Presley was
burning into the consciousness of the kids.
It added up, over those late ‘50s years, to
nothing less than a sharp concerted attack
on all the two-faced conventions and
straitjackets which were imposed by
adults on the youth of White America.

Presley’s delivery gave a stylishness and
authority to all these open, blunt songs,
which was utterly lacking in other rock
artists. He did it not just with sneers and
swagger (which plenty of others mimicked),
but by a pent-up tremble in his bass notes,
sudden full-throated rasps, and equally
sudden mellow country moans.

So Presley was saying love minus zero —
no limit! — not only years before ‘the
permissive society’ replaced the upright pre-
Kennedy America, but also a full six years
before the Beatles were wanting to hold
your hand. Millions of eager 17-year-olds,

weary of the pudge-next-door who did only
want to hold their hands, could get off a
good deal more honestly when Elvis belted
out ‘Stuck On You' and ‘Doncha Think It's
Time'.

It certainly was time, too, that the music
related to the real feelings and dreams and
emotions and aspirations of teenagers. And
it was Elvis Presley’s achievement that he
made it happen — and made it happen so
big that there was no stopping it. Not even
Elvis, when he got older and flabbier, could
put the clock back. When he came out of the
Army in 1960, and grew up, and changed
forever, that was his concern, not every-
body’'s. The music and the greater freedom
and assertiveness it had achieved, kept on
rolling. Rocking and rolling. And what
happened to Elvis is another story.

Keesee Phototrends



Elvis Presley in GI Blues.

When Elvis Presley came out of
the US Army in March 1960, it
should have been like Christ coming
back to earth. Somehow, it wasn’t
quite like that. The fanfares sounded,
the fans (if not the angels) sang, but
the King of Pop Kings didn’t quite set
the world on fire again like he should

have done.

It would have been impossible perhaps
to match the myth which his absence had
only strengthened — the Presley legend
was too big to live up to. 'Elvis Presley’ —
the very words on the page produced, in
those last days of the '50s, a kind of
emotional charge in the mass of the music-
buying public. They stood for power and
anarchy and sex and the ultimate music,
with a vividness that no superstar's name
today can match.

The fact that through most of 1958 and
all of 1959, Presley was away from the
scene — even away from America,
stationed mostly in some obscure part of
West Germany — only served to make him
more thrillingly untouchable, more charis-
matic, a star of greater magnetism.

Old Shep

In the meantime his record company,
RCA Victor, had material they could
release. Quite a lot of material in fact —
especially for those days, when it was
unusual if an artist cut many more tracks
than were needed for immediate release.
The self-indulgence of today’s superstars,
given to whiling away large parts of their
lives in studios, was an unheard-of thing.
But where Elvis was concerned, RCA
Victor were fortunate. They not only had
spare masters on hand, but indeed spare
masterpieces — excellent, highly com-
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mercial stuff. The smash hit singles ‘| Got
Stung’/'One Night’, ‘A Fool Such As I/
‘I Need Your Love Tonight’, and 'Big Hunk
O’Love’ were all issued and turned gold in
1959, while Elvis was away in the US
Army.

And then by pretending —quite shrewdly —
to have run out of unissued material, RCA
Victor managed at a stroke to pep up
people’'s eagerness even more, and to sell
a scraped-together EP so heavily that it
climbed high up the British singles chart.
The tracks were assembled from much
earlier sessions and included the all-time
greatest tear-jerker, Presley’'s incredible
version of ‘Old Shep’. New gold.

Back in the USA

This was the situation when Elvis got
back to the USA, but things went slightly
wrong, from the fans’ point of view,
straight away. A newly-recorded single —
first proof of the continued existence of
Elvis’ phenomenal voice — was released,
was great, and sold 1,000,000 copies in
six days. But it was chart positions that
mattered above all else, and in the charts
this new Presley single, ‘Stuck On You'/
‘Fame And Fortune’, didn’t quite pull it off.
It failed to hold the top slot in the States
for as long as the return of the Messiah
would have warranted, and was toppled
unceremoniously by the Everly Brothers.
In Britain, where fever-pitch fanaticism
was supposed to run higher, the let-down
was worse still. Far from crashing straight
in at no. 1 as expected, '‘Stuck On You’
came in at no. 6, went to no. 2, stayed
there only a fortnight and then plunged to
no. 8. It never made the top position at all.

Now obviously, a record that goes gold
in under a week, tops the US charts — US
record sales then represented 70% of the
world market — and jumps straight from

nowhere to the middle of the British Top
Ten is doing pretty well. No other artist,
except the Beatles at the height of
Beatlemania, would have felt any pangs of
regret or twinges of disappointment over
that. But it was less than the total blitz
that Elvis Presley’s return to the scene
was meant to achieve.



&

There was no escaping that unpalatable
fact; and crazy as it may now seem, many
fans, especially in Britain, found it very
unpalatable indeed. Many Presley fans at
the time regarded it as a personal affront
that ‘Stuck On You' was kept off the
no. 1 slot — kept off not only by other
(lesser) artists, not only by other British

{and therefore much lesser) artists, but by
what seemed like a terrible cockney con-
spiracy. Lonnie Donegan’s ‘My Old Man's
A Dustman’ and then ‘Do You Mind’ by
Anthony Newley were the guilty parties. it
was as if the tiger had been refused entry
to the Ark, in order to make more room
for the sheep.

Anyhow, there it was. And it wasn’t the
only thing wrong. Presley promptly
appeared on a US TV-Special, being
welcomed back by the very man whose
music and life-style was supposed to have
been vanquished by Presley’s early rock &
roll pioneering — Frank Sinatra. Sinatra
was widely regarded by many rock fans as
‘the enemy’: the nastiest pseudo-jazz
smoothie of them all.

A bad move. Well-nigh betrayal, in fact.
And if Elvis Presley’s fans had let them-
selves stop to read it, there was the pro-
verbial writing on the wall. There had been
a lot of worrying publicity stories during
Elvis’ military service about what a good
boy he was, about how his officers were
proud of him, about how he was just an
ordinary, humble, regular guy. And now,
back he was with a shameful lack of side-
burns and a good deal less grease on his
hair, slapping Frank Sinatra on the back
and swapping his army uniform_for another
— an evening-suit. Elvis Presley in an
evening-suit!

Hollywood

There was no escaping it. The tiger was
turning tame; the mean, moody rock & roll
supremo was going soft.

And of course he was. Presley was
being steered, as ever, by Colonel Tom
Parker, his manager; and Parker was
steering him, also as ever, towards
wherever most money was waiting. It was
waiting, naturally enough, in a broader
record-buying market — which is why the
songs after ‘Stuck On You’ did indeed ‘go
soft’ — and it was also waiting in Holly-
wood.

So Presley churned out waterfalls of
baltad singles, and a matching torrent of
light-entertainment Hollywood films. The
singles were bigger smashes all over the
world than any of his pre-Army rock
records, and the films were far better box-
office draws than any of his pre-Army
celluloid adventures.

A couple of these new movies happened
to be interesting, or even good, like the
consecutive Flaming Star and Wild In The
Country: and a couple of the records were
pretty fine as well. But such results were
beside the point. The point as far as
Colonel Parker was concerned was that
Presley was getting $3,000,000 plus out
of Hollywood every year for a total of nine
weeks' work; and record-royalties were
bringing the annual income of Elvis
Presley Inc. up beyond the four million
mark. And the point as far as the rock
music audience was concerned was that
they had lost a unique, unmeasurable
talent — and gained instead a plastic replica
whose only uniqueness was as a money-
making show-biz machine.

Certainly the thing that showed most
clearly the yawning gap between the real
Elvis and the new plastic one was the
quality of the albums from 1961 onwards.

There were two early exceptions —
‘Elvis Is Back’, the first fruit of his return to
the studios which drew, like his early
records, on old blues songs; and a religious
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Rex Features
Above: Elvis may not have changed much but after the Army (far left), he lost his

sideburns which (far right) have grown again — although his hair is noticeably less
greasy than in his 1957 portrait (bottom right). Live (centre pics). Elvis still comes on
like a regular superstar, though without the moody petulance that characterised
him in Love Me Tender (bottom left).

album cut very soon afterwards, ‘His Hand
In Mine’, on which Elvis’ voice retained
most of its power and sexiness, but
achieved a new high of delicacy and
precision. (It was from this session that,
five years later, RCA Victor took and
released ‘Crying In The Chapel’ the
first Presley single to top the British charts
after the advent of Beatlemania.)

Apart from those two albums, Elvis’ out-
put was dismal. Most of the albums were
the soundtracks for his films though not,
in fact, the actual soundtracks: the films
always had strings dubbed over the
vacuous bubblegum songs, whereas the
records didn’t for a surprisingly long time.
It's strange, and to Elvis’ credit, that on
his records he held out against the
Mantovani syndrome until 1965. ‘All That
I Am’, a particularly lame single of that
year, was in fact the first-ever Presley track
with strings on.

Elvisis Dead

And the Beatles, of course, made Elvis
Presley’s mid-'60s output look as obsolete
as it was. They had set out, in John
Lennon’s words, ‘‘to be bigger than
Presley,” and by the end of 1964 they had
done it. When they arrived at Kennedy
Airport at the start of their first US tour,
they were met by scenes of hysteria the
like of which had not been seen since
Presley’'s 1957 concerts. And placards
bobbed above the heads of the crowds
with pointed messages like ‘ELVIS IS
DEAD: LONG LIVE RINGO'.

As a source of any kind of musical fresh-
ness Elvis was indeed dead. Even as a
money-making machine, he was getting in
need of an overhaul. Colonel Parker and
RCA Victor began to have a hard time of it.
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They had set Elvis firmly in the direction of
the lucrative All-Round-Entertainment field

comedy films, like Follow That Dream,
and mickey-mouse novelty songs like ‘Big
Boots’, and ‘There's No Room To Rhumba
In A Sports Car’. Yet they found that they
weren’'t making quite the killing they'd
expected.

King of Schmalz

They found it was no longer enough to
make empty, plot-less, star-vehicle movies
rigidly rooted in the tradition of ‘30s and
'40s Hollywood. With every film — and
Elvis made over 30 of them between 1960
and 1968 — not only did ‘Golden Boy’ seem
weaker and more hopelessly out of touch,
but the box-office returns diminished. And
Hollywood itself was in decline

Besides all that, the switch of image
from rock star to Everyman was not over-
whelmingly successful. Elvis Presley's
name was too heavily associated with rock
& roll and teenage hooliganism for the
mums and dads to take him to their hearts.

Sensing this, Colonel Parker tried to
have Elvis straddle all the different
markets: tried vainly to keep his star as
the 'King of Rock’, as well as have him turn
into the 'King of Schmalz’. He was over-
ambitious.

It was the ‘jack-of-all-trades-master-of-
none’ problem. The records Elvis issued
swayed waywardly between rock and pop
and popcorn, and they didn’'t succeed in
pleasing anyone very much. At times he
released new but spineless semi-rockers
that few old fans and no mums and dads
were going to buy records like ‘Blue
River’ and ‘Do The Clam’. At other times
he issued dire middle-of-the-road material
like "All That | Am’ and 'You'll Never Walk
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Alone’. They still made the charts, but they
weren’t impressive and nobody got excited
about them. Neither kind of record could
re-tap the loyalty of rock fans who had
come out of childhood with Elvis’ early
records and were, by 1967, living in a very
different musical world — the world of Sgt.
Pepper and Bob Dylan and the California
hallucigroups: the world of ‘progressive’
music.

Holy Writ

Elvis Presley was resolutely anything but
progressive. He was positively retrogres-
sive: so much so that sometimes, in
desperation, RCA Victor had released
singles that Elvis had recorded way back in
the mid-'50s because at least they were
better (and no less old-fashioned) than the
stuff in his current bag. 'Aint That Lovin’
You Baby’ and ‘Tell Me Why', both
recorded in 1957 and rejected as sub-
standard at that time, were issued as
bidding-for-the-charts  singles in the
mid-"60s.

It was a sorry situation, except in one
respect. There was still a considerable
vestige of magic in Elvis Presley’s name
enough to give him an aura of professional
immortality, and enough to make a lot of
people keep hoping that one day he would
kick the mud off his boots and make some
more music again. Great music, that is.

And then, by the end of 1967, time
which had seemed to be running out for
him — suddenly started to be on his side.
The rock audience had matured enough to
start breaking free of its old (pop)
prejudices. Suddenty the charts weren't
Holy Writ any more. Suddenly ‘modern
versus old-fashioned’ seemed a silly dis
pute, and the word ‘new’ stopped meaning
‘therefore better and hipper than anything
made three months ago’. Suddenly people
found virtues in older music, and got
genuinely interested in the history, the
roots, of rock music.

Suddenly, the long-standing pop maxim

R.C.A

that ‘you're only as good as your last
record’ wasn’t true any more.

For Elvis, this meant that he was in with
a chance. It meant that if he cared to stop
Hollywooding about, he could try to make
some quality albums and expect recogni-
tion for them as well, of course, as a
new recognition for his pre-Army record-
ings. He could free himself of the impos-
sible obligation to be up-to-date (which
had even led to a film set in "‘Swinging
London’, though filmed entirely in Holly-
wood!) and could take advantage of the
widening of taste that people were under-
going.

He tried. He gradually disentangled him-
self from all those awful filming plans, and
began to take a hold on his recording
career. He was largely foiled by the
cautious Colonel Parker, who seemed, by
1968, to have lost forever his once-
infallible instinct. And the story of Elvis
Presley’s recording career from 1968 until
now is the sad but still not quite hopeless
tale of that caution and that loss.

Elvis in Memphis

There were plenty of people around, by
1968, who wanted to take Elvis into a
studio and make him come up with a good
no-shit new album. Chris Moman was one
of them, and he was given the chance.

He brought Elvis back to Memphis to
record — for the first time in 14 years; he
selected a bunch of songs because they
were good rather than because Elvis
Presley Inc. would get more money by
relying on certain washed-out composers;
he got an exceptional team of musicians
together and got them jamming and
loosening up nicely with Elvis; and he
threw all the Colonei Parker henchmen and
hangers-on out of the studio!

There were two results: one was a good
album, ‘From Elvis In Memphis’; the other
was a guarantee that the mortified Colonel
Parker would never allow such a thing to
happen again.
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On a smaller scale, the occasional sortie
into good records continued — 'Suspicious
Minds’, ‘If | Can Dream’ and ’'Burning
Love’ were good singles, and ‘Elvis
Country’, a 1971 album, was impressive.
And in addition, the TV-Special Elvis did in
late 1968 (his first television appearance
since the one with Sinatra nearly nine
years earlier) had many great and powerful
moments.

But basically, Presley was perversely
kept pointing firmly down the road to
plasticity. The films stopped, but super-
rich Las Vegas supper-clubs took their
place and Elvis got into a new rut, imitating
his old hip-swivels and 'All Shook Up’
grunts every night for an audience of rich,
middle-aged women.

Elvis was born on January 8th, 1935
in Tulepo, Mississippi. His parents
were poor Southern whites, living in
a two-roomed log cabin. When he
was 13 years old the family moved
to Memphis.

1954: Elvis met Sam Phillips who
signed him to Sun Records. They
had an ‘instant’ local hit with
‘That's All Right Mama’.

1955: At the end of this year Elvis
signed with ‘Colonel’ Tom Parker
and moved to the RCA label.

1956: ‘Heartbreak Hotel’ wa
released in January, and became
Elvis’ first Gold Record; followed by
three more that same year.

1958: After two years of solidly
dominating the rock scene, Elvis
was drafted into the US Army.
1960: An out-of-touch Elvis came
out of the Army to an anti-climactic
return to the charts. ‘Stuck Onl You’
only made no. 2 in Britain.

There then followed ‘The Holly-
wood Years’, with Elvis making
$3,000,000 per year from films
alone. His records from then on
went into a steady decline, with
titles like ‘Kiss Me Quick’ (1963),
‘Kissing Cousins’ (1964), and ‘If
Every Day Was Like Christmas’

And that is the Elvis Presley that today's
posters and documentary films of him
show — a man who exudes money-
glamour, whose wardrobe is enough to
shame Barbarella, and who is surrounded
by an entourage and a stage-management
that is truly fit for a King. Solid-gold
Tutankhamen come back to a fair imita-
tion of real life.

That's the superficial picture. Under-
neath lies something far healthier. Take
away all the theatre and there is a dynamic
stage presence. Take away all the horrific
brass and orchestra-noises from recent
‘live’ albums like ‘Elvis: Aloha From Hawaii
Via Satellite’, and there is a fine basic rock
group working for Presley. Plough through
all the rubbish he has put out in the last

.....
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(1966). Elvis keeps threatening to
return to his former glory with the
odd record such as ‘In The Ghetto’

(1969), and the ‘From Elvis In

Memphis’ album.

There are over 40 Elvis albums
currently available. The following
list represents the key material:

‘Elvis World Wide 50 Gold
Award Hits’: a four-album pack-
age with one or two weak tracks.

few years, and you’ll find about an album’s-
worth of actively good and promising
tracks.

That's the frustrating thing about him.
He still shows signs of an enormous
talent. It peeps through the plastic now
and again.

But he has to choose. Against him is the
whole deathly weight of the American
money-machine. He can either go down in
history as the last of the great manipulated
stars who, for lack of integrity and lack of
self-respect, clutched at every last show-
biz straw and droned on for decades after
he should have been put out of his hollow
misery; or he can go down in history as
one of the true 20th-century musical
greats.

R.C.A.

2’Elvis ‘Golden Records’ Vol 1°:
a must for every rock fan; con-
tains ‘'Hound Dog’. ‘All Shook Up’,
and 'Heartbreak Hotel’.
‘Elvis Rock ‘n’ Roll’: ‘That's All
Right Mama’, ‘Mystery Train’,
‘Blue Suede Shoes’, and ‘Trying To
Get To You'.
‘A Date With Elvis’ (deleted, but
much missed): ‘Baby Let’'s Play
House’, ’‘Blue Moon’, and ‘Good
Rockin’ To-night'.
5’Elvis ‘Golden Records’ Vol 2':
‘Jailhouse Rock’. ‘Teddy Bear’,
and ‘One Night'.
‘Elvis Is Back’ (uneven): ‘Girl Of
My Best Friend’, ‘Reconsider
Baby’, and ‘Such A Night'.
7’Rock ‘n’ Roll Vol 2’: ‘Paralyzed’,
‘Rip It Up’, and ‘So Glad You're
Mine'.
‘Elvis’ Golden Records Vol 3’
(patchy): ‘His Latest Flame’, ‘It's
Now Or Never’, and ‘Stuck On You'.
9’Elvis TV Special’: an NBC TV
programme soundtrack.
1 O’From Elvis in Memphis’: ‘In
The Ghetto’.

1 1 ‘Memphis To Vegas’.

1 2'Vegas To Memphis’.
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Cyrus Andrews

Little
Richar

The manwho put the Bop in
A-Wop-Bop
-A-Loo-Bop
-Lop-Bam-Boom

Some people like rock. Some
people like to roll. But Little Richard
was something else. He had a
bounce and flash that made even
Elvis look slow, and a voice with
more speed than a runaway express
train; sweeping all the pale imita-
tions before him into oblivion.

These days Richard has become a pale
imitation of himself, dressing his band in
grey, himself in gay, and losing touch with
the audience almost every time. Typically
he once threw Jimi Hendrix out of his band
for wearing brightly coloured shirts, but
there was a time when he was the biggest
ball of energy around.

Richard was two years late crossing the
Atlantic because his label, Specialty, didn’t
initially have an international distribution

deal. So Britain got 'Rip It Up’ from Bill
Haley and ‘Long Tall Sally’ from Pat Boone,
of all people, in 1956, which in no way
prepared for the arrival of the real thing.

Little Richard’s first American hit had
been ‘Tutti Frutti'in 1955, followed in 1956
by ‘Long Tall Sally’ and then ‘Rip It Up'. He
finally crashed into the British charts in
February 1957 with a mammoth double-
sider, ‘Long Tall Sally’/'Tutti Frutti’. Either
could have been the ‘A’ side for there was
little to choose between them — what was
going for them they both had — and from
the moment Little Richard opened his mouth
or fingered a piano key, it was clear that
unlike Haley or Boone he was notwholesale.

Behind him the tempo was hard and
furious, but he upped it, thrashing his key-
board double-time as if his body clock was
synched in twice as fast as everyone else’s.
All the while he bellowed, roared, screamed

LFI

and sometimes even sang. Tarzan had noth-
ing on Richard. This vocal overkill meant
you could hardly catch the words, and truth-
fully at first it seemed these were only
gibberish. But  ‘awopbopaloobopalop-
bamboom’ had meaning for all who wanted
to understand. Here was a private language
that conveyed nothing to squares and
straights. Here was the language of rock
&roll.

For all those who sent that record high
into the charts a subsequent view of Little
Richard was no kind of let-down, since his
appearance was as outrageous as his music.
He showed up first on album sleeves and in
the music press, most often in a stance
midway between an Al Jolson impersona
tion and a back-flip demonstration, only
crazier than both — feet apart, knees bent
and together, torso leant back, arms in a
hands-up position; preparing perhaps to
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spring upon the piano keys. Whatever the
purpose of the stance it was impossible to
describe the set of Richard’s limbs with
greater accuracy owing to the nature of his
clothes, which were unusual.

His jacket fell clear of his body way down
towards his knees, whilst the trousers hung
like giant gaberdine flags. His tailor
must’'ve been on a percentage from the mill.
A shiny pompadour hairstyle made his head
appear larger than it actually was, and his
facial expressions would emphasise its
roundness: these expressions switched
between terror and serenity as his eyes
revolved at all times like dark marbles on
white saucers. As a final stroke he grew
above his top lip a moustache so thin it
might have been traced with a sharp pencil.
It was hard to believe he was real. Then
Don‘t Knock The Rock was at last put out,
and it was all true. In the scene where he
appeared onstage, a dance-floor fist fight
broke out which turned into a mass brawl.
That figured.

Richard actually toured Britain with
those package shows that played one-
nighters up and down the country; fifteen
minutes to race through your hits — half an
hour if you had top billing — and wherever
you went on the backing was Sounds Incor-
porated. He didn’t cause any fights, but he
was pretty wild all the same. He would
come on in that same baggy suit and start
right into one real hairy rocker — 'Rip It Up’,
‘Lucille’, "Good Golly Miss Molly’ — it didn’t
matter which — and straightaway the
audience would be up and jumping and
shouting and screaming — then he’'d do
another, then another, then some more. He
didn’t bother with a piano stool; instead he
would stand twisted away from the keys,
face on to the auditorium, jerking his hands
up and down to one side. Then, without
missing a chord, he'd cock one leg up onto
the instrument and raise another cheer
playing that way.

- The Hammy Stripper

He'd be breaking sweat by now, so he'd
shake off his jacket and tug out his shirt
tails, making like a hammy stripper. The
crowd would shout and whistle and stamp
and cat-call, and thus encouraged he would
tread coyly to the stage edge — the back-up
boys not for one moment letting up on the
rooty riffs — and step carefully out of his
pumps. Then he'd pull off his socks, unbutton
his shirt and take that off too — so you could
see he was in fine shape physically, looking
brown and sexy with the glistening sweat
and all. Next he would make ready to toss
these garments (the shirt, the pumps, the
socks) to the front stalls, with the calculated
result that everyone who wanted to be in
line for a memento of the wild man had
worked down into the aisles dividing the
expensive seats — thus causing plenty of
concern amongst the stewards who weren’t
at all used to this kind of havoc and seemed
mostly tobe O.A.P’s fattening their pension.
And who was this mad coon anyhow?

The shoes he wouldn’t throw too far:
they'd most likely hurt someone, and even
if he wasn’'t going to wear them again he
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probably didnt like to think of them getting
scuffed. The socks he just dangled and
dropped, since not even he could make too
much production about sweaty hose. (His
keenest fans liked to imagine they were
silk and monogrammed, but losing two pairs
a night — early and late houses — he doubt-
less sent out to the nearest store for nylon.}

Finally, he swung the shirt lassoo-style so
no one was quite sure at which point of the
arc he would let go, and thus where it would
land. At best it would float out above the
stretching crowd — caught brilliant white in
the spotlight before dropping to be snatched
and torn and taken home and pinned up:
‘A Piece Of Little Richard’s Shirt. Slough
Adelphi, October 23rd’. He'd hitch up his
trousers after, just to show that was the
finish of that part of the act.

Too Much

The band was still at it, by this time
working up some kind of a sweat them-
selves, and Richard would dive straight
back in with ‘Ready Teddy’ or ‘Jenny Jenny’
or ‘She’s Got It' — ‘Ruby lips, shapely hips,
when she walks down the street all the cats
flip, she's got it . . ." Whichever, he'd be
tearing his throat and lungs apart and
beating away on that rock-crazed grand.

What next Richard? Climb up on the
piano, trailing mike wires, sing and shout
and go a little crazier up there! Then jump
off. . . . But he's fallen, collapsed. he can't
get up! The music's suffocated and stopped,
helpers are rushing onto the stage from the
wings with robes and towels and damp
cloths and all kinds of stuff. Wow, he really
drove himself to that, he just crazied himself
right into the ground. Why don’t they put the
poor guy on a stretcher or somethinginstead
of just crowding him? That's no way to
treat a guy who's nearly dead or in acoma
or unconscious at the very least. Then
*Oooo mah soooooooul” the invalid squeals
in a soaring falsetto, and the sonofabitch is
on his feet shoving the other comedians
away. throwing off the robes and the towels
and 'the damp cloths, and the audience —
never once caring that he’'s made monkeys
of them all — lift the roof off with a colossal
roar of delight.

Simply ... the Best

Even Richard couldn’t follow that, so he'd
finish the number as soon as he could and
they'd bring the curtain down. Of course he
would have to come out again otherwise no-
one would have gone home. So he did,
wrapped in a big white robe like a contender
who’'d gone 15 rounds with the champ and
got his arm raised when it was over. Richard
was simply the best.

The fact is he hadn’t made it to the top
overnight. He was only 20 when ‘Tutti
Frutti’ sold a million, but he'd already been
around for a while. He'd sung in church
during his early teens and been a blues
singer at 15, recording for RCA in what
they called a ‘cry’ style. He sang gospel
blues for Specialty before he started into
rock & roll (keeping the catch in his voice).
then laid down everything he was going to

The different moods of Little Richard.




In front of an incredulous audience Little Richard strips: turning himself on as he tears
his shirt into shreds and flings the pieces to the audience.

Redferns

do in a spell that lasted only nine months.
They spread it thin though, so it lasted
through into his retirement.

Richard, the story goes, did a deal with
God when he was in trouble, and when He
came up with His end, Richard kept his word
too, threw a bunch of jewellery into the sea.
and quit rock & roll. He played gospel
instead. It was hard to believe. He served
the Lord in this manner for several years.
but then he made a come-back. The new
songs weren't as good as the old ones, but
no one cared. It was the old ones the
people wanted to hear — 'Tutti Frutti’ and

Long Tall Sally’, '"Keep A Knockin" and
‘Miss Ann’. He came on just as strong as
ever and for all that religion he was still vain
and worldly and profane. Still Little Richard.

Laughs and Jeers

He was yet to clean up totally however
and make the big killing. He had to wait
until someone decided it was time for a real
rock & roll revival. That happened at the tail
end of the '60s. The idea was that the kids
were so full of everything new that had
come along since the Beatles first kicked
things around in 1963, that at least they
must have forgotten what came before and
at most never known. After all, a 17-year-
old who was digging Cream in 1968 could
scarcely have been out of nappies in rock &
roll's heyday. Right boys? Right boss! So
they wheeled out Bill Haley and Jerry Lee
Lewis and Bo Diddley and Chuck Berry and
Fats Domino and natch Little Richard, and
stuck them up in front of the long-hairs and
said do the old songs. And they did.

Chuck Berry was just about the only one
who hadn’t lost it. In fact he was almost
better than ever. Bill Haley, well he'd been
no kind of teenager back in 1955; Jerry Lee
didn't bother to hide his preference for
country; Bo Diddley was a one-song man;
and Fats Domino had never been a genuine
rock & rotler anyway, but was a New Orleans
rhythm and blues artist from way back. They
were getting fat fees though, so it goes.

“lI Am the King”

None of that counted for anything set
beside what had happened to Little Richard.
Instead of the monstro wild man of rock &
roll was someone who only resembled
a star when the sequins on his go-go tunic
twinkled. He did his strip just like before
only this time it was a cheap drag act.
Those that didn't laugh jeered. It seemed
he didn’t care too much about his songs
any more — anything would do. So he even
did Presley stuff. Although he could still
thrash his piano, he preferred shimmying
at the front of the stage or on the grand's
top, from where he'd once fallen in epic
mock exhaustion. For this reason he
employed a stand-in pianist. American
audiences seem to have tolerated this
somewhat better than the British fans
who prefer Chuck Berry these days.

Richard said: 'l am still the greatest. |
am the King of Rock & Roll.” But his most
loyal subjects have turned away to watch
their memories instead.
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Chuck
Berry

Chuck Berry stands alongside
Elvis Presley, the Beatles and Bob
Dylan as one of the key figures in
the history of rock music. His career
provides a thread linking '50s rock &
Roll with contemporary white rock;
blues with pop; black music with
white audiences. As well as being
an enormously effective and influen-
tial stylistic innovator, his_lyrics in
many ways articulate the underlying
spirit of rock & roll more vividly and
lastingly than any other artist.

Chicago calling/1930-1955

Berry has never been very forthcoming
about his date of birth except to say that it
was October 18th. The year is believed to
have been between 1929 and 1932: the
place was St. Louis, Missouri.

His background is in many ways typical of
the black performers who shaped the
musical direction of rock. He began singing
in a church choir at the age of six —which
as he's said himself, ‘'seems to be the ritual.
While still at high school, he began learning
to play guitar, and by the early ‘560s he
had formed a group. He recalls how his
earliest ‘professional’ appearance came in
a high school glee club revue, playing
‘Confessing The Blues’ — already it seems
that his style was showing, and his out-
rageous lyrics and raw, crude guitar-work
received a rousing welcome.

His next step was similarly typical. The
late ‘40s and '50s saw a large number of
major southern blues artists become part of
the mass migration of blacks to the northern
industrial cities, particularly Chicago. There,
Muddy Waters, Elmore James, Howlin’
Wolf, Little Walter and others transformed
the rural styles of the South into the heavily
amplified, raucous Chicago bar blues sound,
with its loud, emphatic beat. Chuck Berry
played with the Muddy Waters band at one
of its club gigs in the city early in 1955. The
blues star liked his style and suggested that
he get in touch with Leonard Chess, the
head of Chess Records, for whom all the
major Chicago blues artists recorded.
Leonard Chess told him to come back with
some of his material, and when he returned
with six tracks — including ‘Maybellene’ and
‘Wee Wee Hours’' —taped on his $79 mono.
recorder, he was signed up immediately.
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Still rockin’
20years

later
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Two weeks later he had his first recording
session with Chess, and his first record, o
‘Maybellene’, was released in May. It
reached no. 5 in the singles charts and sold
a million!

adopted the

ance of a person commenting
n a slightly removed posi-
it and humour.

d fu into his stride with

00 . w ched the Top Ten

: to be followed later that year

R Roll Music'. 1958 was a great
‘- : bigges
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Close your books, get out of
your seat/1955-1959

In spite of the blues background from
which it arose, ‘Maybellene’ was not a blues
record. It provides a striking example, in
fact, of the way in which black and wh
musical traditions intermingled to prod tha
rock & roll. It was conceived as a coun
and western song; hence the incongruous ec
hiltbilly name of roine, a subject on ere
which Berry once remarked: *'. . . the only
Maybellene | r knew was the name of a
cow.” The way Berry performed it was in a
coarser v n of the ‘rockabilly’ style,
successful ioneered in Memphis by d To
strongly country-influenced white artists on L #53 ar And The Thunderbird’,
the Sun label. ‘Bo ‘and ‘Come On’. He was,

an e prolific composer, and
for which he is best
issued as ‘A’ sides at
‘Brown-Eyed Hand-
And Rockin'’, and

hit, ‘Sweet Little
and was followed
‘Jehnny B. Goode’ and
Berry was to have no
e '50s, though other
petween then and early 1961
bered, and exerted almost
uénce on later rock: songs like
ilah’, ‘Sweet Little Rock And
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The Dollar Dictates

The records he issued immediately after So
the initial hit — ‘Thirty s’ and ‘No Money v
nWser to the spirit of the
uesy mus iked most, but both fai
to make the pop charts. In retrospect, it's
clear that Chuck Berry'sg@lassic recordings
would probably never ha if there
had not been an overriding
ough into the lucrative white market; a
ulation backed by Berry's oft-guoted
be that ‘the dollar dictates,wha S

Life-Style

In wr'lting his lyrics, C uck Berry con-
sciously aimed at appealing to the new
white teenage rock & rotl audience. Indoing
so, he defined a life-style ich revolvet
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aims was to mo ound how and where you wanted.
asked if he would hav His, vision was fentiall’ i=Puritan, anti-
songs even if it ha i o omantic. and rooted in city life. And it was
He replied si N ecause Berry's songs precisely
time. Commercialism is ocated work, school, the law,
Betwee?\g ound a parents and old age. ‘Schoo! Day’summed
way of regularly h is creativity to e attitudes he affirmed.
the demands of. the et. ‘Roll

Beethoven’ was a medium-sized

1956, and set the pattern. He e ' a
readily identifiable style characterised by
chugging rhythms based on switching
rapidly back and forth between two or three
chords; wailing and clangi i
sounds, with biting ki
serving as explosive
rhythms in the lyrics re
impression of speed:
enunciated vocals.

The sly, sinuous clari
important to his succ
words were almost
became a far more ce
than they were with m
of course, it helped him
audiences who had alway
that they couldn’t understan
artists were saying. Above all
— rather than committing hims
to the wild abandon which roc
seemed to imply, Chuck Berry often
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the vitality stems
ch details of his obser-
openly patriotic hymn to
, 'Back In The USA’, is bursting
is kind of energy:

iss the skyscrapers, did ! miss the

From the coasts of California to the shores
of the Delaware Bay?

You can betcha your life | did till | got back
inthe USA . ..

... Looking hard for a drive-in, searching for
Arconica Bay

Where hamburgers sizzle on an open grill
night and day

And the juke box jumping with records back
inthe USA . ..

... I'msogladl’'mliving in the USA

Anything you want, gotitright here in the
USA.’

Berry wrote and sang about teenagers;
about sex and cars, the boredom of school,
the way that parents didn't understand
them. His music and words perfectly
expressed what the kids felt but possibly
could not say. His talent was for imagining
himself in the place of a teenager (even
though he was almost certainly 10 years
older than his audience), and an ability to
understand and express their problems. In
‘Sweet Little Sixteen’ he summed up
their dilemma personally:

‘Sweet Little Sixteen,
She's gotthe grown up blues,
Tight dresses and lipstick,

She’s sporting high heel shoes,
Oh but tomorrow morning,
She’ll have to change her trend..
And be sweet sixteen
And back in class again.’

o ‘ ‘.
. B
¥ ame came aut
ther has just fallen down the
T 0@ad's lost all his money at the dog
track, the baby's got TB. In comes the kid,
man, with his transistor radio, grooving to
Chuck Berry. He doesn’t give a shit about
Mum falling down the stairs. He's with
rock & roll.”

Have Mercy, judge/1960-1964

By 1960, however, rock & roll was onits

knees. Elvis was being cleaned-up in the
Army, Little Richard had gone back to
church, Holly and Cochran were dead, Jerry
Lee was returning to country ballads after
falling into disrepute over his ‘child bride’.
And Chuck Berry suffered a similar fate at
e hands of vindictive Puritanism when,
late 1959, he was charged with tran-
orting a minor over a state line for
moral purposes.
The most -common version of the abduc-
n story is that the girl, an Indian from
xas, went with Berry to work as a
loakroom assistant and salesgirl at his
night-club in St. Louis. When he fired her,
she went to the police and revealed that
she was only 14, A series of trials followed,
with Berry making fewer records and getting
much less airplay. According to local court
records, the wrangle culminated in his
conviction and a two-year jail sentence,
begun in February 1962. Berry denies all
this: he says he was acquitted, and adds
that he certainly didn’t know the girl was so
young.




Born 18th Octoker, somewhere between
1928 and 1932.

Professional debut in the early ‘50s at
high school ‘Glee Club’ review.

1955: Moved to Chicago, gigged with
Muddy Waters and signed with Chess
Records. ‘Maybellene’ reaches no. 5 in
USA.

1956: ‘Roll Over Beethoven’ makes no.
29. ‘Thirty Days’, ‘No Money Down’,
‘Brown-Eyed Handsome Man’, and 'You
Can’t Catch Me’ all miss the US charts.

1957: ‘School Day’ (no. 5); ‘Rock And
Roll Music’ (no. 8); ‘Oh Baby Doll’ (no.
57).

1958: ‘Sweet Little Sixteen’ (no. 2 USA,
no. 16 UK); ‘Johnny B. Goode’ (Top
Ten USA); ‘Beautiful Delilah’ (no. 81);
‘Carol’ (no. 18); ‘Sweet Little Rock And
Roller’ (no. 47); ‘Jo Jo Gunne’ (no.83):
‘Merry Christmas Baby’ (no. 71); ‘Run
Rudolph Run’ (no. 73).

1959: ‘Antony Boy’ {(no. 60); ‘Almost
Grown’ (no. 60); ‘Little Queenie’ (no.
80); ‘Back In The USA’ (no. 37 ); ‘Broken
Arrow’ (miss).

IDAC
LL

ACIK

1960: ‘Too Pooped To Pop’ (no. 42);
‘Let It Rock’ (no. 64); misses were 'Bye
Bye Johnny’; ‘Mad Lad’; ‘Jaguar And The
Thunderbird’ and ‘Talkin’ ‘Bout You'.

1961: ‘Come On’ (miss).

1963: ‘Let It Rock’/'Memphis Tennessee’
(no.6 UK).

1964: 'No Particular Place To Go’ (no.
10 USA, no. 3 UK); ‘Nadine’ (no. 23);
‘You Never Can Tell’ (no. 14); ‘Little
Marie’ (no. 54); ‘Promised Land’ (no. 1).

1965: ‘Dear Dad’ (no. 95); misses were
‘It Wasn’t Me’ and ‘Lonely Schooldays’.

1966: ‘Club Nitty Gritty’ (miss).
1967: ‘Back To Memphis’ (miss).

1968: ‘Feelin’ It’ and ‘Louie To Frisco’
(misses).

1970: ‘Tulane’ {miss).

1972: ‘My Ding-A-Ling’ (no. 1 USA and
UK).

1973: ‘Reelin’ And Rockin’’ (no.27 USA,
no. 18 UK).

fInformation courtesy of Let It Rock). Chart positions
refer to USA unless otherwise stated.

Whatever the facts of the case, the
upshot was that while schmalz dominated
the pop scene in the early ‘60s, Chuck
Berry was notable by his absence.

They're really rockin’
in Bolton/1964—-1966

When Berry did re-appear he landed
firmly on his feet. The British rock renais-
sance was in full spate, and he was its chief
hero.

On one level, his influence here lay in
the simple fact that almost all the major
British beat groups and R&B bands
emerging in 1963 included his material in
the hard core of their repertoire. The
Beatles used.‘Too Much Monkey Business’
in their stage act, recorded ‘Roll Over
Beethoven’ on their second LP, and did
‘Rock And Roll Music’ for their third.

The Rolling Stones owed even more to
him. They started their recording career
with ‘'Come On’, included ‘Carol’ and
Berry's arrangement of ‘Route 66 on their
debut album, and later recorded ‘Bye Bye
Johnny' and ‘Round And Round'. Other
Berry numbers, such as ‘Jéhnny B. Goode’
and ‘Little Queenie’ were central to their
stage act.

The other new hitmakers joined in. The
Kinks featured ‘Beautiful Delilah’, Gerry
and the Pacemakers did ‘Maybellene’. and
in Sheffield Dave Grundy changed his
surname to Berry, and had a minor hit with
‘Memphis Tennessee’ — until the re-issue
of the Berry original.

But any attempt to explain Berry's

impact must go beyond his musical and
lyrical substance. His great strength lay in
the way that he appealed to different
audiences. The beat groups like the Beatles
and the Stones saw him as one of the great
rockers, and delighted crowds by playing his
songs. At the same time, trad and folk fans
saw him as a genuine blues man in the great
black tradition. Because his appeal was so
wide, he helped tobring together the strands
of popular music. He limited the ‘pop’ and
the purist factions, and helped to mould
the future course that pop was to take.

Berry was also respected because,
unlike most of the ‘50s stars, he wrote his
own material. He was a poet and musician
as well as a showman: and one of the
most important features of the ‘60s
breakthrough was a universal belief in the
need to extend the artist's control over all
aspects of the product, and prevent per-
formers becoming mere vehicles for hit
songs manufactured by the industry.

Berry himself capitalised on the resur-
gence of interest in his work with a string
of new singles releases, beginning early in
1964 with 'Nadine’. Most of these were
re-worked from earlier successes. The
lyric of ‘Nadine’ was a colourful extension
of the car chase theme of 'Maybellene’,
though the song was slower and funkier.
‘No Particular Place To Go' — a Top Ten
hit on both sides of the Atlantic — was
‘School Day’ with new, comic words.
‘Little Marie’ continued where ‘Memphis’
left off. But the songs were mellower, and
placed a fresh emphasis on his warmth and
wry humour.

‘You Never Can Tell' was the out-
standing example. Two rock & roll fans get
married and settle down. Berry delights in
the story, not letting on whether he sees
the situation as the triumph of true love,
the end of freedom, or the only possible
way to retain at least part of the way of life
based on excitement which he had cele-
brated in the ‘50s:

‘They had a hi-fi phono, boy did they let it

blast

Seven hundred little records, all rockin’
rhythm and jazz

But when the sun went down, the rapid
tempo of the music fell

““C’est la vie”, say the old folks,

“It goes to show you never can tell.”’

Like the best of his other songs of the
era, ‘'You Never Can Tell' has an even
denser visual quality than his '50s material
and is full of little specifics like: ‘The
coolerator was crammed with TV dinners
and ginger ale’ and ‘They bought a souped-
up Jidney, it was a cherry-red ‘563". In
1964, Chuck Berry was not only at the
height of his influence. but also at an
imaginative peak as a lyricist.

Berry was also an enormous influence on
the new post-Beatle groups and their music,
and American bands of the ‘60s often paid
homage to him. But he also had a more
direct effect on major figures in the States.
The Beach Boys founded their career on
Berry’s material, minimally adapting the
words of 'Sweet Little Sixteen’ to create
‘Surfin” USA’, copying his guitar licks, and
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Redferns

transposing his whole car/girl mythology
into an affluent Californian context.

More lastingly significant, perhaps, was
Bob Dylan’'s debt to Chuck Berry. He had
included Berry numbers in his rock & roll
repertoire during his schooldays, and when
he first tried his hand at recording rock the
result was ‘Subterranean Homesick Blues'.
This song appears both lyrically and musi-
cally as an extension of "Too Much Monkey
Business’, and provides an interesting
comparison: Berry's lament about ‘working
at the filling station’ becomes Dylan’s
‘Twenty years of schooling and they put you
on the day shift’; and even the metrical
pattern is almost identical, with Chuck
singing ‘Blond-haired, good-looking, trying
to get me hooked’, and the '60s song
echoing it with 'Get sick, get well, hang
around the ink well’. More generally, the
sheer linguistic fireworks of Dylan's mid-
‘60s lyrics find a clear rock precedent in
Chuck Berry's restless rhythms, imagery
and phrasing.

Got myselfallittle job/
1966-1969

In 1966, Chuck Berry left Chess tosign a
contract worth $150,000 with Mercury.
During the next three years his recording
career reached its lowest ebb. Perhaps it
was the mood of the times: rock was
becoming increasingly preoccupied with
‘inner space’ and studio effects in the wake
of the 1967 drugs, love and 'Sgt. Pepper’
phenomenon; and it's hard to imagine
Berry writing songs which could be as
meaningful in that context as his classic hits
were in their time.

It was during the mid-'60s, however, that
his reputation as a live artist reached its
peak; and his shows became legendary
occasions. When he toured Britain in 1964

heading a bill that included Carl Perkins,
the Animals and the Nashville Teens —the
audiences were split between those who
had loved him in the '50s, including a size-
able proportion of hardcore Teds; and those,
like the Stones’ and Beatles' fans, who had
just discovered him and tended to be the
educated, middle-class youth. No other
performer could attract such a cross-
section. Sometimes the mixture was
explosive, as in the 1969 concert at the
Albert Hall, when he shared the bill with the
Who. Berry was forced to go on first, and the
rockers showed their displeasure by, among
other things, invading the stage and
bringing his act to an untimely end

The act itself has been developed and
refined over the years, but still features the
famous ‘duck walk’, which involved half-
gliding. half-shuffling across the stage ina
crouched position while playing guitar.
Berry once explained the origin of this
trademark which earned him the nickname
‘Crazy Legs’. He was appearing in an Alan
Freed show in New York in 1956: “"We had
one suit, we didn't know we were sup-
posed to change. So | actually did that
duck walk to hide the wrinkles in my suit.
| got an ovation . . . so | did it again, and
again . . .”" Like his cherry-red Gibson guitar,
it has become part of the myth.

Back home/1969-1974

Berry returned to Chess in 1969. In the
following months he put out two new
albums, ‘Back Home' and ‘San Francisco
Dues’, which showed that the reunion had
been a happy one. The LPs were more firmly
in a blues vein than anything he'd done
before. Although it was good music, it
seemed then that Chuck Berry was a man
of the past as far as pop success and the
development of rock were concerned; that
his career as amajor musical figure wasover.

Then, early in 1972, he visited Britain.
At the time, a stronger consciousness of
the traditions of the music appeared to be
developing. Perhaps it was simply nos-
talgia. But when he played in Coventry the
audience response was unprecedented,
and the music press was ecstatic.

From the opening bars of ‘Sweet Little
Sixteen’ the audience joined in, almost
completely drowning out his voice. Berry,
amazed and delighted, contented himself
with simply playing along to most of the
songs witness his comment “l got a
chance to sing one” at the beginning of the
‘Reelin’ And Rockin’ recorded at the con-
cert. The response was so overwhelming
that most of the tapes of the concert were
unusable; in the end, Berry, noted for his
habit of demanding cash in advance and
playing strictly the 45 minutes agreed,
overran his spot by an hour and was
finally dragged, still playing, from the
stage. A legend had come to life, to play
one of the most memorable concerts in
rock history.

This performance gave him the live half of
his next album, ‘The London Chuck Berry
Sessions’. More important, it gave him "My
Ding-a-Ling’. He had recorded a slightly
different version of the song for Mercury
under the title ‘My Tambourine’, and the
number had appeared in a variety of forms
by black artists since about 1950. The new
Berry version, however, was issued as a
single, cleverly promoted, and hit the jack-
pot. It gave him his biggest-ever hit, and
his first no. 1 in both Britain and America.
He had at last reached two markets from
which he'd previously been extremely
remote: the 'novelty’ market and the early-
teen and pre-teen buyers, both attracted to
the obvious {but very mild) dirtiness of the
song. Berry followed up its success with
his live, sexier version of ‘Reelin’ And
Rockin'’; and it too sold well. The new
interest promptedyetanotherspate of Chuck
Berry revivals, and the Electric Light
Orchestra’s version of ‘Roll Over Beethoven’
soared into the British Top Ten, 17 years
after the song was written.

These developments, along with the
systematic  programme of re-issues
embarked on by Chess, and his bill-topping
appearance at the Rock and Roll Festival in
London, made 1972 the most successful
year of his career. Such a comeback makes
it difficult to argue with him when he sings,
| may go down sometimes but | always
come back rocking’. But in terms of
influence and musical achievement. Chuck
Berry will always remain, first and foremost,
the paragon of ‘50s rock.



Killer

On a hot, sultry day in August, 1956, four musicians
gathered round a piano in the Sun recording studio,
Memphis, Tennessee, and in two takes cut a version
of '‘Peace In The Valley’ — the four musicians were
Carl Perkins and Johnny Cash on guitars, Jerry
Lee Lewis just singing, and Elvis Presley on
piano. In those days, four guys trying for the big
time; but at today’s prices a multi-million
pound combination of talent. To this day, that

recording has never been released.

Jerry Lee Lewis. was to become
one of the small band of rock & roll
entertainers who, even today, still
invites criticism. Criticism, not so
much for his music, but rather for
his eccentric personal life-style.

Up-tempo Hymns

It took Lewis just nine years from his
birth in Fernday, Louisiana, on September
29th, 1935, to start tinkering with a piano.
That part of America is still known as the
Bible Belt, with religion playing a central
part in community life. Some of the first
songs Lewis learned were gospel numbers
and hymns, but he wasn’t content with a
straight reproduction of the tunes, and
always had to take them a stage further.
While attending bible college he was
discovered playing up-tempo versions of
hymns and asked to leave. Then, as a door-
to-door salesman (the only job he could
find at the time), he spent most evenings
arranging country and hillbilly music to suit
his taste for wilder rhythms.

He didn’t really regret his dismissal from
the college in Waxahatchie, Texas, and still
belongs to the church. ‘I don't claim to be
a very good Christian, but you are either
hot or you are cold, there’'s no inbetween,””
he once said.

His eager driving piano music, accom-
panied by a voice that often reached a
scream, and an uninhibited streak of
showmanship, led to several gigs in
Louisiana night-clubs. Then, in February

Jerryleelewis
The

1956, he walked into Sam Phillips’ Sun
studio and asked for an audition. At his
first session he cut a version of Gene
Autry’s ‘You're The Only Star In My Blue
Heaven'. In those days he worked mainly
with just a guitarist and drummer, and
among his first ‘back-up’ men were
Jimmy Van Eaton (drums} and Roland
James (guitar} — from Billy Riley's band.
Recording sessions at Sun tended to
turn into parties. Things became so loose

Mike Cook



and the booze so plentiful that by the time
it came round to Lewis cutting ‘The Craw-
daddy Song’ he could only remember
three of the ten verses and he took two
piano breaks.

During his early days with Sun, Lewis
became more and more influenced by
boogie and blues piano styles, and as he
developed in this field a lot of his country
recordings were suppressed. Lewis still
argues with the decision to hold back this
material, and considers his more famous
rock & roll numbers to be just as much
country numbers as classics like "You Win
Again’.

“I've always been singing country &
western,” he pointed out in an interview
some years later. "'Even if they’re sung
as rock, ‘Whole Lotta Shakin’ Goin’ On’
and ‘Great Balls Of Fire’ are still country.
Country music would have caught on a lot
quicker as a commercial proposition if Jim
Reeves hadn’t been killed. It hurt country
music a lot. It hurt a lot when Hank
Williams died. He was spreading out real
big when he died, he was set to go all the
way.”

Even before he had a hit record, Lewis
was touring. He did a string of dates with
Johnny Cash as far back as 1956, and at
the end of 30 days had less then $50 in his
pocket. Another tour he undertook almost
wrecked his career. It happened in Britain
when he arrived with his third wife, Myra,
who was also his cousin. A minor storm
broke when it was discovered that he had
married Myra in December, 1957, five
months before his divorce from his second
wife became final. When the news broke
that Myra was all of 13-years-old, verbal
thunder and lightning landed on the couple
and a tour which was only into its fifth
day had to be cancelled in the face of
mounting public protest.

Abrupt End

During the first concert following the
national newspapers’ revelation of Myra's
age. Lewis was greeted with the odd cat-
call and an audience that had very little
enthusiasm for the music. ‘I sure hope
you ain't as dead as you sound.” he
announced with the trace of a sneer.

He is not beyond treating his audiences
as mere witnesses to his act, and not as
paying customers at all. In his own mind
he can do no wrong, and if he wants to
play mainly country music when the fans
have come to hear good old rock & roll,
well that's just too bad for them.

As his first British tour came to its
abrupt end, and Lewis left on a midnight
flight back to the States, his one feeling of
regret was that he hadn't made the front
pages of the British evening newspapers.
“"Who is this guy de Gaulle?”’ he asked,
“He seems to have gone over bigger than
us. What's so great about him?” When
he arrived in New York, Lewis was said to
be picking up $100,000 for the cancelled
tour — President Eisenhower’s salary for a
year in office! Perhaps it's not surprising
that he told waiting reporters his short-
lived tour had been "*great, just great.”

38

Jerry Lee Lewis appearing on the ATV Tom Jones Show in 1969.

Four years later, Lewis’ three-year-old
son drowned in a swimming pool accident
five days before the start of another British
tour. After the funeral, he went ahead with
the tour. Then, in 1971, Myra hired a
private detective to shadow her husband,
a noted womaniser. When she had enough
evidence, she divorced him on the grounds
of cruelty and infidelity. Myra proceeded to
marry the detective, and a month later
Lewis wed the former wife of a police
lieutenant.

Throughout all his personal troubles
Lewis’ fans remained faithful to him, and
he has visited Britain successfully several
times since his ejection by the press.

In the early days it was his habit of
climbing on top of his piano, holding the
microphone in one hand and stamping on
the instrument’s lid, that brought him to
the attention of the masses. He became
known as something of a wild man, with a
penchant for wine, women and song, and
totally lacking in modesty. A brief appear-
ance in the film High School Confidential
set the seal on a budding career and put
Lewis among the top money earners in the
pop field. Though rock & roll was no longer
the big business it had been towards the
end of the '50s and during the early ‘60s,
he managed to remain a huge attraction.

What'd | Say

His albums continued to attract healthy
sales, though by this period the material
showed a shifting of interest. Instead of
concentrating so much on traditional and
contemporary country songs, he veered
towards rhythm & blues. On his "More Of
The Greatest Live Show On Earth’ album
recorded ‘live’ at the Panther Hall, Fort
Worth, Texas, in 1966, he includes
Chuck Berry's ‘Little Queenie’, ‘Johnny B.

Goode’ and ‘Roll Over Beethoven’, plus
Ray Charles’ "What'd | Say’".

Stray Bottle

While talking to Larry Wilkinson of Radio
WLOC at a disc jockey convention in
Munfordville, Kentucky, in October, 1965,
Lewis said: ‘’'I'd rather sing and play than
eat when I'm hungry.” The truth of that
statement can be doubted, but Lewis often
makes remarks about his love of music,
alternating between rock & roll and country
to suit the occasion.

Despite being initially banned on most
‘white’ radio stations in America because
it was 'too sexy’, ‘Whole Lotta Shakin'’
remained one of the most popular Jerry
Lee Lewis records. An appearance on
Steve Allen’s networked TV show led
to re-bookings for the following two
weeks after Lewis obligingly lived up to
his reputation by wrecking the piano.
When he wasn’t actually climbing on the
piano, he would aim kicks &t the stool or
hit the keys with his feet. His habit of
curling his right leg round the microphone
stand, only to kick it sideways now and
then and bring his foot down on the stage
with a stamp, is alleged to have started
when he wanted to trap a stray whisky
bottle that was rolling away from him,
though he has never commented on
that one.

His attachment to the bottle is well
known. Two examples of this
occurred during his last British tour
in early 1972. The tour opened in
Middlesbrough and Lewis was, as
is his custom, leaving things to the
last moment before arriving at the
theatre. When he finally made it,
he was clutching a bottle of
whisky which he took with him




to his dressing mom and carried on drink-
ing. By the time he was meant to go on
stage the bottle appeared to be welded to
his hand, and just as he was about to step
from behind the curtain on to the stage in
his familiar rec trousers and matching
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shirt, the tour manager wrested the bottle -t
from his grasp. -
Some days laler, a press reception was "

hosted for Lewis in a smart London hotel.
He held court i1 a hired room, his right
hand constantly clutching a filled glass
of booze. It transpired that Lewis had
achieved the seemingly impossible feat of
checking into -he hotel with a drink,
heading for the bar, travelling to a TV
studio to tape & show, still with a drink,
and being driver drink in hand back to the
hotel where he headed again for the bar
before attending the reception.

In America in the mid-"60s Lewis
occasionally plaved a guitar or drums on
stage as well as the piano. It is a little
known fact that he is skilled at all these
instruments, picking up the rudiments of all
three while still living on his father's far
in Ferriday.

Jerry Lee Lewis with his 13-year-
old wife, Myra, in 1958

Paul Popper Ltd.



Jerry Lee Lewis in Keep On Rocking.

Oddly enough, in view of his popularity,
Lewis hasn’t been the inspiration for many
other artists, though Tom Jones admits
to recording 'Green Green Grass Of Home’
after hearing the American’s recording of
the song. In 1969, Jones brought Jerry
Lee to London to appear on ATV's Tom
Jones Show series. While Lewis got to
work, the Welshman leaned on the piano
with an eager look of admiration in his
eyes.

Jesus Christ

During his stay in London on that
occasion, Lewis told one reporter: “'Booze
and women are my two big weaknesses,
and l've gotta have both when | need
them.” On a later visit he claimed that he
didn’t think his fourth marriage would last
a long time because of his habits. He
capped that by revealing in London in early
1972 that he had signed to play the part of
Jesus Christ in a stage musical The
Carpenter. He grew a beard for the part,
but the project received no more publicity.
Publicity is one commodity Lewis loves.
He is rarely lost for a word and if an
exaggeration sounds better than the plain
truth, well then, he ain’t about to hold his
tongue. He even has a habit of perso-
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nalising his songs, mentioning his own
name. “Well, | never do the same thing
twice, so sometimes | sing something like
‘don’t let good old Jerry Lee down’,” he
explained. *’| think if I'm singing a country
song it makes it just that bit more intimate
if | sing it with my name, like on ‘Take
Another Chance On Me’, it's a little more
real.”

During another concert tour in 1973
he introduced his sister, Linda Gail Lewis,
on stage. She has done some recordings
with her famous brother, the most
popular being their ‘Together’ album. He
has a lot of faith in her talent, but while she
is fairly well recognised in the country field
in America, she has yet to make her mark
elsewhere.

That tour showed how much Jerry Lee
Lewis has veered back towards his country
roots. A good 40% of the material was
anything but rock & roll, with even ‘That
Old Rugged Cross’ included in the pro-
gramme. "I would say what | do now is
country rock,” he explained. “'You can't
beat country music, no matter what any-
body says, country songs tell the truth.”
Lewis' feel for country music is well-
known, and he has won many awards for
his C&W recordings. His records frequently
appear in the country charts in America,

and sometimes simultaneously crop up in
the pop section. Yet when he came to
London again in early 1973 for a recording
session (accompanied by a young woman
called Charlotte Bumps!), he featured a
list of famous rock & roll songs. The result-
ing album, ‘London Session’, had Lewis
backed up by a number of the country’s
top instrumentalists — people like Klaus
Voorman, Rory Gallagher, Alvin Lee and
Peter Frampton.

‘The Killer’

While loved — almost idolised — by the
old-time rockers, Lewis does not command
the same importance in the history of pop
music as, for example, Chuck Berry. The
reason is simple: he has never written his
own material. Had he been able to write
for himself he would, undoubtedly, be one
of the giants of rock.

His performances have always been
marked by that cool, professional, detached
control of the audience that marks out an
exceptional artist from the hordes of
enthusiastic exhibitionists. And yet it was
always other people’s material that he was
performing and recording — never his own.

As it is, Jerry Lee remains ‘The Killer’ —
one of rock & roll's greatest characters.

National Film Archive.




The
Everly
Brothers

Nobody sounded like the Everly
Brothers, befare or since. They put
their adolescent heads together,
leaned coaxingly into the micro-
phone, crooned cheek-by-cheek in a
wailing, sensuous harmony; the
sound of heartbreak made vocal.
Phil and Don Everly made a noise
that was an orchestra in itself, or
could sound like one remarkable
voice.

The combination of the two voices,
Phil's light and seductive, Don’s a shade
deeper, both of them husky and persua-
sive, was something more than just a
simple duet. Their roots were in American
country music, good neighbourliness and
fiddles round the fire. They grew up into
the new excitement and independence of
rock & roll, and away from their folksy
family act at a time when the rest of
American youth was growing away from
their parents. The plaintive sweetness of
country music and the driving power of
rock & roll merged into a unique Everly
Brothers sound a sound so distinctive
and unforgettable that for many people the
opening bars of ‘All | Have To Do Is
Dream’, the nostalgic twang of ‘Crying
In The Rain’, the low-down grow! of ‘Bird
Dog’, bring on the pangs of forgotten
adolescence more than any of the other
giants of rock & roll.

Family Act

The Everly Brothers were once the
Everly Family. They were born in Brownie,
Kentucky, the Bluegrass State on the
borders of America’s South, and through
the years of travelling, of jetting the world,
the strain of stardom and one night stands,
they've kept the feeling of their country
roots. lke and Margaret Everly, their
parents, were established country artists.
lke, a guitar-picker of considerable
Southern charm is still capable of stealing
the show from his sons once he is behind
a guitar, but back in the ‘40s the birth of
Don, and then Phil, gave lke the promise of
a family act. When Don was eight and

Phil was six they were singing on the radio

in Shenandoah, lowa. Phil was telling
jokes and Don was reading the commer-
cials for Deacon’s Rat Poison. The Everly
family had a regular breakfast show, and
anyone who wants to know the melodies
and folksiness which accompanied their
exceptional childhood should listen to the
LP ‘Roots’. where the recorded voice of
lke Everly introduces little Don and baby
boy Phil to the world. It was sweet music.

Big Brothers Break

The Everlys grew up to the sound of
country and folk, to grassroots country
guitar and harmonica. But as Don and
Phil changed from children to adolescents
their parents could see the break up of the
act. They knew they would never make it
big on their own, but they thought Don and
Phil might, so they stepped back and
the brothers found themselves on their
own, already experienced performers
looking for a break in a bigger world than
the small-town radio stations and country
shows they knew.

For a while they were lost. They found
themselves in Nashville, the home of
country music, but something more was
happening — rock & roll was on the move.

Although the Everlys weren’t yet part of it,
neither were they content with the songs
of their childhood. Other artists recorded
their songs, but nothing happened for them
until they met a man called Wesley Rose,
a country music producer looking to
expand his operation into newer, more
profitable markets. Together they found a
song which united their innate gift for
melody and harmony with a driving, hand-
clapping rhythm. It was called ‘Bye Bye
Love’, and it sold a million, just like that.

Incredible Harmony

The Everly Brothers were no one-hit
wonders, no rock & roll flukes. They were
as professional as any musicians could be
who had been performing in public from
the age of six. Their sound was already
unique — united, polished., harmonious.
One only has to look at what harmony
meant in the cruder music of the late
‘560s, in the turgid early efforts of rock &
roll. It was heavy, it was unsubtle. [t
usually involved a high voice which sang
a few solo bars, a deep bass voice which
sang a few solo bars, and some voices
which chugged out a pedestrian rhythm
in between. The Everly Brothers soared.
After they arrived, voices never combined
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in quite the same way again. Their sound
was liquid, the perfect vehicle for emotion,
but never sugared. The words they sang
touched hearts tussling with the agonies of
adolescence and unrequited love, rejec-
tion, crying in the rain. And their music
was white.

Unlike Elvis Presley, another Southerner
who drew his musical power from a
heritage of black blues, the Everlys built
their strength on a white sound. Their
music wasn’t down to earth and dirty,
though it was sensuous and sexy. Nor
were they themselves blue-jeaned and
raunchy. They started as country boys in
all the wrong clothes, then they turned
into college boys. They wore greased-
back quiffs and Ivy League jackets, they
were presentable, charming boys-next-
door, but something else as well. They
were, are, good looking in a slightly
feminine way, but more than this, they had
something disquietingly delinquent about
them. They photographed as hood-eyed
and sinister for all their charm, and part
of their attraction was this air of fragile
corruption, a hinted decadence.

Success Built On Power

But it takes more than physical appeal
to make a rock & roll superstar. Up until
the early '60s the Everly Brothers never
put a foot wrong in their career. They
simply kept coming up with great songs,
they never repeated themselves or fell
back on any gimmick, they relied on their
unique double voice, on a simple, relaxed
stage act, and on songs which they them-
selves liked. Their success was built on the
power of their music. The greater part of
their most lasting hits were written for
them by Boudleaux Bryant, who came up
with the handclapping mournfulness of
‘Bye Bye Love’ and kicked them off to an
unbeatable start. The Everly Brothers were
at their most plaintive and wistful with
Bryant's song ‘All | Have To Do Is Dream’,
one of the indispensable standards of rock
& roll.

‘When | feel blue in the night,
When | want you to hold me tight,
Whenever | want you all | have
to do is dream . . .
/ can make you mine,
Taste your lips of wine,
Any time night or day,
Only trouble is, gee whizz,
I’'m dreaming my life away.’

The Everly Brothers spun that ‘dream’ out
to five notes, and no other singers could
have stripped ‘gee whizz' of its mawkish-
ness the way they did.

Bryant’'s songs for Don and Phil weren't
all sad. There were quirky, irresistibly
catchy, tongue-in-cheek numbers which
Don and Phil put across dead-pan. There
was ‘Wake Up Little Susie’, where Don
and Phil and Susie fall asleep in the movies
and sing, with terrific verve and rhythm,
about the moral thunderbolt that is going
to hit them for staying out all night. That
was in the days when kids drank Coke,
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A nostalgic look at the young Everly Brothers. From L to R: Don and Phil Everly.

and
every

went to the high school hop,
accounted to their parents for
movement made after midnight.

‘Wake up, little Susie, wake up.

Wake up, little Susie, wake up.

We‘ve both been sound asleep,

Wake up, little Susie, and weep,

The movie's over, it's four o’clock

And we're in trouble deep . . .

What're we gonna tell your momma,
What're we gonna tell your pa?
What're we gonna tell our friends when
they say ooh la 1a?""

And Bryant wrote ‘Bird Dog’, that flat song
of resentment about Johnny, the teacher’s
pet who manoeuvred himself next to Don
and Phil's baby. Buddy Holly wrote ‘Not

Fade Away’' for the Everly Brothers, and
Don and Phil also wrote some of their
own. ‘Till | Kissed You' was the Everlys in
a chirpy mood. ‘So Sad To Watch Good
Love Go Bad'. and the classic ‘Cathy’s
Clown’ showed them more unashamedly
distressed. Perhaps it was something to do
with their grounding in the open, homely
sentimentality of country music, but the
Everly Brothers, more than any other rock
& roll singers, had the ability, with their
talent for rhythm and melody., to turn
corn into gold. And their sound was more
and more distinctive. It sometimes seemed
as if Phil Spector later filled studios with
orchestras and choirs just to catch that
particular spaciousness that the Everlys
achieved with two voices, guitars, and a
little echo.
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The Everly Brothers’ first profes-
sional appearances were on their
parents’ radio show when Don was
eight and Phil was six.

Singles on Cadence (USA) and
London (UK).

1957: July, ‘Bye Bye Love’ (no. 6).
November, ‘'Wake Up Little Susie’
(no. 2).

1958: May, ‘All | Have To Do Is Dream’
(no. 1). September, ‘Bird Dog’ (no. 2).
1959: January, ‘Problems’ (no. 5).
May, ‘Poor Jenny’ (no. 11). Septem-
ber, ‘Till | Kissed You’ (no. 2).

With Warner Brothers Label.

1960: April, ‘Cathy’s Clown’ (no. 1).
July, 'When Will | Be Loved’ {no. 4).
September, ‘So Sad’/’Lucille’ (no. 4).
December, ‘Like Strangers’ (no. 12).

1961: Janua-y, ‘Walk Right Back’
(no. 1). June, 'Temptation’ (no. 1).
September, ‘Muskrat’ (no. 16).

1962: January, ‘Crying In The Rain’
(no. 8). June, ‘'How Can | Meet Her?’
(no. 12). November, ‘No One Can
Make My Sunshine Smile’ {no. 11).
1965: ‘Price Of Love’ (no. 2). Novem-
ber, ‘Love Is Strange’ (no. 11).

There were no further single hits
and in February 1971 Don Everly re-
leased a solo album on A & M (Don
Everly). 1972 the Everlys moved to
RCA label.

1972: April, ‘Stories We Could Tell’
(LP). November, ‘Pass The Chicken
And Listen’ (LP).

1973: August, solo single, ‘The Air
That | Breathe’, and solo album, ‘Star
Spangled Springer’, by Phil Everly.

The persistent rumours that the
Everly Brothers were splitting up
were confirmed in September 1973.

Their records sold all over the world in
millions, but the stresses of popularity
were becoming intolerable. Don and Phil
had the normal quarreis that brothers have,
then in 1962 on a tour to Britain, Don was
taken into hospital with an overdose of
drugs. The strain of being a flying star, the
years of one-night-stands, crummy dressing
rooms, worse hotels, and the harsh lights
of airport lounges had told on him.
Reportedly high on amphetamines, he
tried to commit suicide. He was saved that
time, but the superstar, rock & roll jungle
phase of the Everlys’ career was drawing
to a natural close. They never had a big
smash hit single again in the way that they
had up to 1962, but then the rock scene
was changing. The English groups were
taking over, and the peculiar sounds and
harmonies of the Everlys were a big
influence on new groups like the Beatles.
Don and Phil themselves carried on
thinking, playing, working out new music.
They had been the idols of a teenage
audience, but the audience itself was
growing up and Don and Phil, professionals
from kindergarten, were growing up with
them.

Back To The Roots

Now they look different. Their hair is
long, their clothes are individual and
relaxed, they are proud of being different,
and they don‘t have to pretend to be
musical twins any more. They have
stopped chasing the Hit Parade, 4nd now
they can concentrate on the more satis-
fying business of just turning out good
music, on following their own instinct, on
going back to roots.

Their recent albums have pulled in the
help of other musicians whose music runs
along similar lines: Delaney and Bonnie,
John Sebastian, David Crosby, Graham
Nash. The sound is terrific, always musical,
professional, imaginative and full of
melody, drive and ease. The songs are
about themselves, and about America.

The Everlys were country singers before
they were rock & roll stars, and what they
do best and most distinctively pulls
together the best of both worlds. When-
ever they play now, in the world’s biggest
concert halls or in small clubs, they are
greeted with affection and respect. They
are faultlessly professional, simple still;
just two people, two guitars and a small
band. They will sing all the songs everyone
wants to hear — '‘Dream’, 'Crying In The
Rain’, ‘Temptation’., 'Bird Dog’ — and they
sing new songs that go farther back and
deeper in, songs like ‘Green River’, the
river that winds through Kentucky.

‘Green River you're still my home,
Green River, why did | roam,
Green River, some day I'll come
home to stay.”’

The Everly Brothers gave rock & roll
some of its most beautiful and most fondly
remembered songs: but still, together or
on their own, they are basically country
boys singing country songs.
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Buddy

Holly:

’50s Stavr...
Y70s Legend

Everything that rock & roll
offered, Buddy Holly grabbed. Rock
& roll said you could play guitar
and sing about yourself, write your
own songs, experiment and make
mistakes, be a star and get the
girls. Just what the kid from
Lubbock, Texas, needed.

Buddy got off to a fast start. He and a
friend called Bob Montgomery sang
country and western songs on their own
30-minute radio show every Sunday
afternoon, while they were still at school.
This was 1953-55, the years when rock
& roll was beginning to confuse the
boundaries between country and R&B, and
between ‘specialist’ music and pop. Tapes
made by Buddy-and Bob (issued later as
an LP to cash in on Buddy's success)
show Buddy's early awareness of what
was happening. Basically the duo sang
pure country harmonies, the style that the
Everly Brothers made popular throughout
the world a few years later. But on a
couple of songs, ‘You And | Are Through’
and ‘Baby It's Love’. they used drums to
kick the beat along and ‘Buddy let his
voice play tricks with the vowels . . . it was
coming.

Calling All Drums

Without rock & roll, such idiosyncrasies
would have been frowned upon by the men
in charge of record companies. Country
music was recorded for an adult audience
who thought of drums only in the context
of rhythm & blues. Drums weren’t used on
the early Elvis records for Sun. Elvis
might have been singing blues songs, but
instrumentally the records were con-
servative, obliging bass player Bill Black
to hit his instrument as hard as he could
to make up for the absence of a drummer.
But those records proved a point — there
were white people in the South who
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would buy records which had a ‘black’
beat. Swallowing its pride and reaching
for the money, Nashville eventually con-
ceded. Drummers came in off the streets
and took their places in the studios.

Early in 1956, around the time Elvis
signed to RCA Victor, Buddy Holly made
his first commercial recordings. Buddy and
Bob had opened the bill as the local act
on a rock & roll package tour which played
in their hometown of Lubbock, Texas, and
had impressed someone connected with
Decca’s Nashville office. Buddy was
then invited to Nashville.

By this time Buddy had his own back-up
group, the Three Tunes, including Sonny
Curtis on guitar and Jerry Allison on
drums. But Decca substituted a session
drummer for the first Nashville recordings,
where the main intention seemed to be to
recreate the sound of Elvis’ Sun records.
Sonny Curtis executed an almost perfect
‘Scotty Moore’ guitar break on ‘Love Me’,
but the most remarkable feature of the
songs was Buddy’s singing: his breathless,
urgent, and mysterious tone on 'Midnight
Shift’ must have had a profound influence
on Bob Dylan at the time he recorded
‘John Wesley Harding'.

At the second Nashville session in July,
1956, Jerry Allison was allowed to play
drums, and many rock & roll fans consider
that ‘Rock Around With Ollie Vee' from

this session was Buddy’s purest and best
‘rocker’. There’'s a frantic rush here which
was cooled down and controlled later:
in contrast, the first version of ‘That'll Be
The Day’ from this session was wooden,
weighed down by a heavy bass and



unconvincing mannerisms from Buddy.

A third and last Nashville session
produced nothing of note, and Decca lost
interest in Buddy. He and the Three Tunes
continued to play gigs around north
Texas, and Buddy made practice tapes of
songs he had heard on the radio, or bought
records of, or had written himself. Then
two singers from a nearby college had
simultaneous national hits, Buddy Knox

L.H. pic., from top to bottom: Jerry
Allison, Buddy Hollv anc Joe B. Mauldin.
Bottom pc: Buidcy cn guitar, Jerry on
drums anc Joe >n double bass.

with 'Party Doll’ and Jimmy Bowen with
‘I'm Stickin” With You'. Using the same
back-up group. the Rhythm Orchids, Knox
and Bowen had recorded their hits at a
studio just across the Texas border in
Clovis, New Mexico, which Buddy Holly
and the Three Tunes had already used to
make demos of their songs. “When we
heard that 'Party Doll’ had been recorded
in Clovis,” Jerry Allison recalls, "'we went

to Norman Petty who owned the studio
and told him that if Buddy Knox could cut
a hit there, so could we. So we recorded
four songs. as demonstration records,
‘That'li Be The Day’. ‘I'm Looking For
Someone To Love’, and two others."”

The demos were sent to New York,
where they were passed around several
publishing and record companies until
Bob Thiele of Coral Records heard them.
Although they had only been intended as
demos, Thiele issued them as they were,
‘That’ll Be The Day’. backed with ‘I'm
Looking For Someone To Love'.

And so, in the typically accidental way
that pop music makes its history, a new
music was born, a new star was fledged.
The record came out under the name of
the Crickets, as if it were a vocal group
record. But although there were some
background vocal noises, the focus was on
the instruments and the words that Buddy
sang. Jagged electric guitar opened it up,
and then those cynical lines, mocking the
girl who had tried the bluff of threatening
to leave her boy. Underneath, Jerry
Allison’s bump-and-shuffle drums shook
the floor of every café that owned a
juke-box.

If there was one record which could
claim to have inspired the ‘beat’ music
of the ‘60s, this was it. There was a
do-it-yourself feel about ‘That’ll Be The
Day’. a home-made non-professionalism
that gave every fumbling guitarist the hope
that he might get lucky too.

Buttheimmediate
— reaction of his

- advisers was almost

R d

£ the opposite. Norman

Petty, the engineer
of ‘That’ll Be The
Day’, took on the job of
directing Buddy's talents.
And as manager, producer,
session leader, and sometime
keyboards man, Petty’'s influence
on most of Buddy's subsequent recordings
was considerable.

Norman Petty’s own musical preference
seems to have been for cocktail music,
and his chief preoccupation was to file

the rough edges off Buddy Holly's
sound. This didn’t conflict with every-
thing that Buddy himself wanted, but
it did lead to more stereotyped
arrangements, an increasingly clean

sound, and some silly background
vocal harmonies. Consequently,
none of Buddy Holly's Ilater
records had quite the raw attack

of ‘That'll Be The Day’, while
the ones that hold up best over
time tend to be his slower
songs, where his own intentions
were more amenable to Petty’s notions of
good taste. According to other musicians
who were present at most of the recording
sessions. Petty rarely made contributions
to the actual compositions of the songs
to justify the presence of his name on the

composer credits. “‘'That was just a
business thing,” said a spokesman.

But Petty made one piece of astute
business that did benefit Buddy. When he
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Above: The grave of Buddy Holly in
Lubbock, Texas. Right: Buddy Holly in a
sad and pensive mood, gazing out to sea.

was negotiating with Bob Thiele to
release the recording of ‘That'll Be The
Day’. Petty also made a separate contract
to record Buddy Holly as a solo artist.
Holly would be on the Coral label, and the
Crickets on Brunswick, although the same
people would be involved in making both
series of records. While the Crickets’
records were rock & roll, Holly’s solo
records were softer, what the trade used
to call ‘ballads with a beat'.

The first solo Holly record, ‘Words Of
Love’, sank without trace, although it
inspired a respectful and faithful version
from the Beatles years later; but the
second, ‘Peggy Sue’, was as remarkable
as ‘That’ll Be The Day’ had been. Without
any irony or defence, Buddy droned a
childishly simple verse over a hypnotic
guitar rhythm; it worked because he sang
it so adventurously, playing around with
the melody and vowels until the whole
thing became just sound. Anybody else
who tried to sing it was obliged to follow
Buddy's vocal lines, or risk losing the
song’'s effectiveness — an important
quality of Buddy's style which explains the
continuing demand for his records.

The success of ‘That'll Be The Day’ and
‘Peggy Sue’ immediately created a
demand for personal appearances by
Buddy Holly {(and the Crickets) around the
world, and they made tours of the States,
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Australia and Britain. On stage, Buddy
confirmed and extended the impressions
created on record, as one report stated:

‘At “the Globe, Stockton, the stage
seemed huge and empty with just a
drummer (Jerry Allison} behind his kit, and
the bass player (Joe Mauldin) standing
next to his stand-up bass. And when
Buddy walked on, his face cracked by a
huge grin under his glasses, it was
impossible not to identify with him and
feel nervous on his behalf: could this kid,
who looked like he had just changed out
of his school uniform, meet the audience’s
expectations? One blast on his guitar and
those of us in the front row were ready to
move to the back. How could one guitar
be so loud? *’l think the secret of Buddy's
style,” Jerry Allison ruminated later, "'was

LLLE LD

that we didn’t have a rhythm guitar, so
Buddy had to play a style which was lead
and rhythm at the same time, he had to
play a melody on chords.”’

Relaxed And Impressive

There were two LPs out by this time,
one just called ‘Buddy Holly’ with an
almost recognisable picture of him
without his glasses, and ‘The Chirping
Crickets’. On stage, Buddy would run
through most of the songs, which mostly
sounded just like the records, but some-
times were even better because Norman
Petty wasn’t around to make them smooth.
The audiences marvelled at how Jerry
Allison could play so strongly while
looking so relaxed, and remembered



forever the engaging character of Buddy
himself; he never said very much between
songs, but was impressive because those
words he sang were his, he’'d written them,
and that was a novelty for any touring act
in 1958,

It wasn't just the fact that he wrote his
own material, it was also the content that
was important. ‘Only love grows cold, and
old’. he sang in ‘Think It Over’. That was
strong stuff for a love song, and so was
his casual dismissal of tragedy in ‘I'm
Looking For Someone To Love’. where
his girl was run over by a street car. Buddy
shrugged his shoulders and went off
looking for someone else to take her
place.

On the other hand, he could be
sentimental without being sloppy. espec-
ially on his solo record, ‘Heartbeat’ and
‘Well . . . All Right'. In these days of easy
listening charts and golden oldies com-
pilations, that sort of stuff would do well
today, but it barely got played when it was
issued at the turn of 1958-59. Neither did
the Crickets’ ‘It's So Easy’, and it must
have seemed that Buddy was about to sink
into obscurity when he was killed in a
plane crash during a tour early in 1959.

Buddy's death brought attention to his

most recent record, ‘It Doesn't Matter
Anymore’ — its title suddenly took on
prophetic meaning, and the arrange-
ment signalled a new direction that Buddy
had just taken — a direction attributed by
many to a recent marriage and its
‘softening’ effect on his approach. In place
of the Crickets and Norman Petty's
production was a full-blown string arrange-
ment by Dick Jacobs, and instead of
writing his own song, Buddy was here
doing one by Paul Anka. Evidently sensing
that the music business no longer had
much sympathy for the do-it-yourself
approach, Buddy had moved into the
mainstream of pre-planned pop music.
And whereas his previous records had
defied immediate imitators, this one pop
production inspired innumerable derivatives,
notably from Bobby Vee in the States and
from Marty Wilde and Adam Faith in
Britain. Suddenly everybody was singing
‘bay-beh’, backed by pizzicato strings.

Buddy Holly’s premature death allowed
endless speculation about what he might
have done if he had lived, and also
generated a necrophilic interest in every
sound he had already committed to tape.
He even made a bizarre return to the
British charts when the cycle turned to
bring spontaneous-sounding records back
to favour at the expense of arranged pop
music. Back in late ‘56 and early ‘57,
Buddy used to do versions of current hits
that he liked, some of which were issued
at the time, but others of which didn‘t have
proper rhythm tracks on them, just
Buddy's voice and guitar. After he died,
Norman Petty collected these tapes, and
demos of songs that Buddy had written,
and dubbed rhythm tracks onto them,
supplying the finished product to Coral
and Brunswick (branches of American
Decca) as LP material. Two of these
tracks, ‘Bo Diddley’ and ‘Brown-Eyed
Handsome Man’, became hit singles in
Britain in 1963.

Genius Of Pop

Years later, Buddy Holly’s records still
hold their magic, both for the people who
heard them in their time, and for young
listeners who have come to him for the
first time and immediately recognise a man
whose fascination with sound is more
fashionable now than ever before. His
guitar technique was rudimentary, and his
vocal range wasn't particularly big, but he
created an instantly recognisable sound
through a strange tone, accent and
pronunciation, so that whatever words he
sang, they belonged to that sound and the
character behind it. But if this description
makes his singing sound artificial and
contrived, that wasn't the effect: he
seemed to do it instinctively.

Buddy Holly exploited the freedom that
rock & roll brought to pop music. In making
room for himself, he created spaces which
other people are still exploring. If he was
never quite a superstar in his own
lifetime, he was a genius of pop music,
which other so-called superstars can never
hope to be.

TRACK

Lubbock,
Texas, on September 7th, 1936. He had
a musical background and started to
play acoustic guitar at the age of nine.

PDACIK

Born Buddy Holley in

1950-52: Performed at local clubs and
high schools with Bob Montgomery.
1955: Played a show on the same bill
as Bill Haley and the Comets.

1956: First recording sessions in Nash-
ville on January 26th.

1957: ‘That’ll Be The Day’ released
under the name of the Crickets, makes
UK no. 1. ‘Peggy Sue’ and ‘Oh Boy’
singles released.

1958: Toured successfully in Australia
and Britain. ‘Maybe Baby’, ‘Rave On’,
‘Think It Over’ and ‘Early In The Morn-
ing’ singles released. Married Maria
Elena Santiago.

1959: Buddy dies in an air crash on
February 3rd, at Clear Lake, lowa, along
with J. P. (The Big Bopper) Richardson
and Ritchie Valens. His single ‘It Doesn‘t
Matter Anymore’ makes UK no. 1.
‘Peggy Sue Got Married’ single released.
1961-63: Other posthumous singles
were ‘Baby ! Don’t Care’, ‘Reminiscing’,
‘Brown-Eyed Handsome Man‘, ‘Bo
Diddley’ and ‘Wishing'.

The three albums available which con-

tain most of Buddy’'s most popular
material are ‘Buddy Holly’'s Greatest
Hits’ (Coral), ‘Buddy Holly’s Greatest
Hits, Volume Two’ (Coral) and ‘Remem-
ber Buddy Holly’ (Coral). For the sake
of completeness, the following list gives
an impression of what other albums are
available to the enthusiast: ‘Wishing’
(MCA): Buddy and Bob material
recorded around 19565.
‘THat'll Be The Day’ (Coral): Nashville
sessions. ‘Listen To Me’ (MCA): Buddy's
first album. ‘The Chirping Crickets’
(Coral). ‘Rave On’ (MCA). ‘True Love
Ways’ (MCA). ‘He's The One’ (MCA).
‘Brown-Eyed Handsome Man’ (MCA).
‘Giant’ (MCA).
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GENE
VINCENT
The Classic
Rocker

The late Gene Vincent belonged
to an elite of ‘50s rock & roll singers
who collectively shaped rock’s early
history with records and visual
images unlike anything ever heard
or seen before. Like his contem-
poraries Little Richard and Jerry
Lee Lewis (by whom he was always
overshadowed), Vincent only had a
handful of hits. He faded from
popularity in the States as early as
1968; by which time rock & roll
had attained middle-class respecta-
bility through cleaned-up rock
artists like Connie Francis and Ricky
Nelson.

However, European fans gave him a
new lease of life, and he subsequently
spent nearly 10 years on the road as the
epitome of the greasy rock & roller — never
really to escape the confines of this image.
Like most of the early rock legends, he is
remembered more for what he stood for
than what he actually did.

Eugene Vincent Craddock was born in
the seaport of Norfolk, Virginia, in 1935,
and came from a poor background.
Prospects were not high, so at the age of
15 he joined the US Navy as a despatch
rider at the local naval base. In 1955,
while riding despatch, he was knocked
down by a naval car on the base and
sustained multiple fractures of his left leg.
Vincent was hospitalised and his leg re-set,
but it didn't heal completely and compli-
cations set in. Eventually the leg became
so wasted that it had to be permanently
encased in plaster, and later on Vincent
weore a leg brace.

‘As with most young white Southerners,
hillbilly music was part of Vincent's
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heritage, and during his lengthy hospitali-
sation he began jangling around on a
guitar. He was discharged from the Navy
late in 1955 on a permanent disability
pension and, early in the new year, began
to hang around Norfolk’s local radio station
(WCMS), which broadcast hillbilly music
and booked local bands through an
affiliated agency. Under the guidance of
WCMS DJ ‘Sherriff Tex' Davis, Eugene
Craddock, as he was still known, began
broadcasting, backed by local musicians.

Day Off Work

These were primeval days in rock history
and just at this time (February/March
1956) Elvis Presley hit the big-time with
‘Heartbreak Hotel’ on RCA. Over at
Capitol, RCA's rival, an elderly but astute
country producer named Ken Nelson had
been warning his colleagues of the
impending importance of rock & roll, but
had been largely ignored. Nelson, who
had previously been vying for Presley’s
Sun contract, nonetheless made up his
mind to sign the first halfway-passable
rock singer to come his way.

Meanwhile, back in Norfolk, Vincent had
written ‘Be-Bop-A-Lula’ — a novel rocker
based on ‘Money Honey' — and Tex Davis
saw distinctly commercial possibilities in

Below: Gene Vincent on TV in the '60s.

it. He had Vincent record a demo one
evening late in April 1956, using four hill-
billy musicians from the station house-
band, and immediately mailed it to Ken
Nelson at Capitol. Nelson was so excited
that he had Vincent and his group flown
to Nashville for a proper session. The lead
guitarist, a plumber, and the bassist, a
factory-worker, took the day off from work
and the 15-year-old drummer cut class to
play the session. Another song, ‘Woman
Love’ (which Nelson supplied) became the
‘A’ side, but it was the flip, ‘Be-Bop-A-
Lula’, which climbed into the US Top 10
in the summer of 1956. It was a land-
mark record — the first hard electric rock
sound. Taken at a relaxed walking pace,
it was hardly a rocker in the accepted
sense, but because of the extreme tension
in Vincent's voice — which was swathed in
eerie tape-echo — the song moved in its
own way. The lead guitarist, an elderly
fellow named Cliff Galiup, played some
of the finest rock guitar of the ‘50s, and
on some records his lengthy improvised
solos played as great a part in the overall
sounds as Vincent's high-pitched vocals.
Fresh out ot the Navy, with his injured
leg only half-healed, a bewildered Vincent
suddenly found himself catapulted from
obscurity to national prominence. At this
early stage in rock history no precedent

existed by which to gauge the correct
approach to rock & roll management, and
the following months were a shambles as
Tex Davis used Vincent as a guinea-pig for
his trial-and-error management methods.
Two more fine records, ‘Race With The
Devil’ and ‘Bluejean Bop’, were released,
but they flopped and the impetus was lost.
On the strength of their first hit, however,
Vincent and his Bluecaps (as they were
called) toured extensively, and late that
year sang ‘Be-Bop-A-Lula’ in the classic
rock movie The Girl Can't Help It. Vincent's
deathly-pale tortured face, overhung by a
cascading cluster of untidy curls, was not
an easy image to forget. Even by current
standards he looked like a freak; by mid-
‘50s standards he was downright bizarre.
Without hit records, though, the gig
money decreased rapidly, and at the end
of the year, the original group — simple
country boys — disbanded and returned to
Norfolk to resume normal life. Vincent
went into hospital for further treatment
on his leg, came out, found new manage-
ment, and formed another group. By this
time, mid-1957, he had been half-
forgotten; but another hit, ‘Lotta Lovin"’/
‘Wear My Ring’, brought him back into
the limelight. The new Bluecaps, with their
snappy stage-show and another superb
guitarist in Johnny Meeks, caused riots in
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Australia and in some American cities.
Vincent had at this time reached his peak
in the States; but success was not to last
long.

Capitol, it seems, were one of the few
companies not to indulge in payola during
the '50s, and few DJs were disposed
towards playing Vincent's records -—
especially as he showed a certain anti-
pathy towards the media anyway. More-
over, he looked distinctly working-class,
had a severe drinking problem, and as such
was unacceptable to a media geared — as
it always had been in the States — to
middle-class respectability. Vincent also
alienated Dick Clark of American Band-
stand — at that time the single most
influential TV pop show in America — and,
by the summer of 1958, was a virtual out-
cast in an American pop scene now domi-
nated by a new breed of pretty boys like
Frankie Avalon and Ricky Nelson.

To cap it all the US tax authorities began
hounding him for non-payment, the
musicians union revoked his membership,
and he was forced to work abroad. He
arrived in Britain to a star welcome in
November, 1959.

Black Leather Hamlet

Whereas in America Vincent had merely
been one of a great array of rock stars;
in faraway Britain each of the early
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rockers
worshipped by fans who had yet to taste
real rock & roll first hand. Images were
formed from available records and album

American was  individually

covers, and fans and the media alike
thought Vincent to be a lean, mean,
no-nonsense character. In person, how-
ever, he turned out to be the total opposite
— soft-spoken, gentle and shy. Jack Good,
scholarly ombudsman of English pop and
director of rave TV shows like Oh Boy and
Boy Meets Girl, was at the airport to meet
Vincent, whom he’'d booked for a show.
Expecting a leather-jacketed, stilletto-
wielding hood, he was, instead, greeted
with great courtesy by a polite Southern
youth.

Fast-thinking Gqod, a brilliant creator of
images, took one look at Vincent and
decided that he needed a grittier demeanour
it the British public were not to be
disappointed. Before long, Vincent was
seen on British TV clad from head to toe
in black leather, with a huge silver
medallion hanging around his neck (Good
recently said he’d based this image on
Hamlet!).

Gene now entered a new phase in his
career — as a European idol he became
renowned for his black leathers and unique
stage act: the curtain would go up and
Vincent would be there like some demon
possessed by the beat, face contorted in
an agonised smile, and his huge eyes

staring at some vision only he could see.
Suddenly, he’'d swing his left leg right over
the mike, spin round 360 degrees and tear
into the first number. Transformed into a
crouching wildcat, he’d carry the mike-
stand a few feet off the ground, spin,
throw and catch it in a single short burst
of movement. Then he’d be stock still for
minutes on end. In his heyday, he was the
most extraordinary and terrifying spectacle
on stage.

His management worked him to the
bone on big money for three years and he
became an integral part of the British pop
scene, eventually settling in England, in
1961. Major hits eluded him, but his
popularity was unaffected. This, in itself,
was unique in an era when artists
depended on hits for survival. )

Suitcase Existence

By 1964, however, the years of
constant touring and the pain from his
ailing leg had taken their toll and his
drinking had reached the critical stage —
he made the national press on several
occasions through ill-behaviour in his
private life. He became something less
than a demi-god, and more a provincial
rock & roller who could be seen performing
daily at minor venues around the country.
He finally returned to the States in 1965
for operations on his leg, and nothing more
was heard from him for several years.

When he re-emerged suddenly in 1969
for a British tour, he was barely recognis-
able. The years of inactivity had made him
obese, and it was hard to equate his
appearance with that of the erstwhile wild
rocker. Later that year he appeared at the
Toronto rock festival (backed by Alice
Cooper), but found work hard to come by
in America and returned to Britain in 1971
— only to be involved in alimony proceed-
ings with his English former wife. He fled
to the States, and died a fortnight later
after a seizure attributed to a bleeding
ulcer.

End of the Road

Throughout his career, Gene Vincent
lived a day-to-day existence out of a suit-
case, and never once settled down to con-
template either his future or his health. He
could be vindictive when drunk, and
caused endless management feuds, but in
his public performances he remained polite
and professional. Shortly before his death,
he appeared on British radio to sing 'Be-

. Bop-A-Lula’ — his one indisputable claim

to fame — one more time. “You know,” he
told his host, “l just don’t know how many
times | must have sung this song.” Never-
theless he sang it again, his voice shaky in
places, the old feeling almost gone, but the
same old song in spite of it all.

He was dogged by injuries, his drinking
and marital troubles were seized on by the
gutter press, but as long as he was on the
road he was happy. "I'll play anywhere any-
one wants me,” he once said towards the
end. It was the thought of that road finally
running out that eventually killed him.
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kEddie Cochran died in England
on April 17th, 1960, aged 21. The
car taking him, his fiancée Sharon
Sheeley, and rock star Gene Vincent
to London Airport blew a tyre and
hit a lamppost on the A4 near
Chippenham, Wiltshire.

That car crash gave Cochran instant
immortality, and with it he joined the
growing list of rock & roll stars whose
untimely deaths had turned them into cult-
heroes almost overnight. Despite this
legendary status accorded to the growing
band of dead rockers. in most cases all that
is left are a few photographs and the
music. Eddie Cochran was no exception
to this.

Rock & roli is essentially American
music., white American music. The
exception proving the rule. of course. is
the fact that two of the greatest rock &
roll performers, Chuck Berry and Little
Richard, were — and still are — black. But
although they were black, their music was
white. and in it they had managed to
capture the spirit of being a white
American teenager. Eddie Cochran was
that white American teenager, the all-
American boy, and in his brief career he
managed to home in on the heart of
white American rock & roll.

Eddie Cochran was born on October
3rd. 1938, but up to the time that he

€Cochran:

The James Dean

of Rock

signed with Al Bennet's Hollywood-based
Liberty label very little is known about him.
The Cochran family home was in Oklahoma
City, and Eddie was the youngest of five
children. He used to call Oklahoma City
his ‘home’, but it's doubtful he ever knew
it. since shortly before or after his birth
the family was forced to move to Albert
Lea. Minnesota. in search of employment.

In Albert Lea (pop. 20,000) he grew up
in a relaxing atmosphere of hunting,
fishing, and practising the guitar, but then
the family moved out to Bell Gardens.
California (in 1953 say Liberty, although
some sources give the date as early as
1948). There. Eddie began playing with
Hank Cochran (no relation say Liberty
his cousin say others). playing rockabilly
music at local reviews. And then in a local
music store in Bell Gardens. Eddie met
Jerry Capehart. an aspiring songwriter
who was to become integral to his success

and yet remain totally ignored by most
rock historians. Undoubtedly Capehart
was instrumental in finding the right style
for Cochran, and he also wrote the words
for most of his major hits.

Soon after their first meeting Capehart
got some recording studio time. and he
took Hank and Eddie along to cut some
songs they had co-written (and which
were ultimately released on the Los
Angeles Ekko label). After this session
three titles were released as singles under
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the name of ‘The Cochran Brothers’:
‘Tired And Sleepy’, 'Mr. Fiddle’, and
‘Guilty Conscience’. Hank Cochran, how-
ever, felt that their musical interests
weren't really very close, and so set off
for Nashville to play pure country music
(he had some small success later with
‘Little Bitty Tear’).

Soon after Hank's departure in 1956,
Jerry Capehart and Eddie made some
dubs for American Music, a publishing
company, and among the songs they laid
down were ‘Long Tall Sally’ and ‘Blue
Suede Shoes’ — an indication of how fast
they had moved on to pure rock & roll
once away from Hank’'s country influence.
On the dubs, since released by Liberty,
Eddie sang and played guitar, and Jerry
Capehart played a cardboard box
amplified to sound like a snare drum.
Connie ‘Guybo’ Smith played fine bass on
these sessions, as he did on most of
Eddie’s hits (some accounts place him on
the Cochran Brothers’ recordings as well).

From these dubs, Eddie had his first
solo record released — ‘Skinny Jim'/'Half-
Loved’ — on the Crest label (a promotional
subsidiary of American Music). Armed
with the dubs and the solo record, Jerry
Capehart did the rounds of the record
companies in the area and found Liberty
interested enough to sign Eddie. Then,
instead of using any Capehart/Cochran
material (they later released a more
polished version of ‘Skinny Jim’, which
Capehart had written), Liberty gave them
a John D. Loudermilk song. 'Sittin’ In The
Balcony’, to record. Released in late 1956
it sold over 1,000,000 copies, with Eddie
singing in his gulping, ersatz-Elvis voice,
and Capehart on the cardboard box
drums. As a direct result of the hit came
a cameo part for E“dgie in the film The Girl
Can't Help It starring Tom Ewell and
Jayne Mansfield.

The film, directed by Frank Tashlin, was
one of the better ones to come out of the
period labelled as ‘rock & roll films'. It
featured most of the usual names — Little
Richard, Gene Vincent, Fats Domino — but
had them as incidentals . . . the story-line
(about Jayne Mansfield’s rise to stardom
as a rock & roll star who couldn’t sing)
coming first. Eddie was in fact being
watched on television during the film,
singing a number he had co-written with
someone called Fairfield, 'Twenty Flight
Rock’.

In fact, neither ‘Twenty Flight Rock’ nor
‘Sittin® In The Balcony’ were really very
good records. ‘Twenty Flight Rock’ was
simply a variation on the numbers theme
used by Bill Haley for ‘Rock Around The
Clock’; and ‘Sittin’ In The Balcony’ was
really little more than the one line about
sitting in the back row of the balcony at
the cinema holding hands with a girl.
Liberty did, however, use a Capehart/
Cochran song as the follow-up to
Loudermilk’s. Capehart now describes the
release of ‘Mean When I'm Mad’ as ‘a
mistake’, and if sales are any reflection
he was quite right. The record was a
disaster, and it marked the beginning of a
lean period for them both. They spent the
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time trying out various different styles,
trying to find the right one for them. Also

during this time Eddie made another film,.

Untamed Youth, which was about kids
picking cotton in California.

It wasn’t until March of 1958, though,
that the whole thing came together.
According to Jerry Capehart both of them
were by then unashamedly searching for
commerciality in their songs, looking for a
sound that would sell and make them both
successful. That sound eventually came
along the evening before they were due in
Los Angeles’ Gold Star studios (where
they did most of their recording). Eddie
had travelled from his home to Capehart’s
Park Sunset apartment in Hollywood, and
at the end of a fruitless night, Eddie came
out with a riff that Capehart was keen to
use somehow and find some lyrics for.

| knew,”" he says, ""that there had been
a lot of songs about summer, but none
about the hardships of summer. Of all the
seasons, there'd never been a blues song
about summer.” And so, in less than an
hour they had written the first summertime
blues, in fact the 'Summertime Blues'.

That number proved to be what they had
spent two years looking for. In its few
verses the song captured the hang-ups and
absurdity of having to work in the summer
holidays, so wrecking your ‘social’ life.
Beyond that, the song also seemed to
harbour a more general discontent with
authority — from parents and the boss,

right up to the most self-important
politicians:
‘Ev'ry time | call my Baby,

Try to get a date, My boss says
‘No dice, Son you gotta work late”.”

After its release in May, 1958,
‘Summertime Blues’ quickly became an
enormous hit and Eddie’'s second Gold
Disc. As an all-time, much-covered classic
of rock & roll it stands as fresh and
relevant today as it was then.

It wasn't merely Jerry Capehart’s words
that made the record such a classic: those
few chords strummed on Cochran’s semi-
acoustic Gibson, the sudden pauses for
the gruff voice of authority (which was
dubbed on later by Eddie himself), the
naturally exciting way he sang it, blended
everything into a perfect cohesive whole.

The sparse instrumentation of Eddie’s
voice(s) and guitar, Connie Smith’s bass
and Jerry Capehart's cardboard box, were
again used in the follow up-record, ‘C’'mon
Everybody’. All the same ingredients were
there, carefully re-mixed so that the
formula would work again with the record
sounding somehow ‘similar yet different’
(the key to the success of more than just
Eddie Cochran).

‘C’'mon Everybody’ was another Capehart/
Cochran song, and retained that same
teenage ‘feel’ that had hallmarked
‘'Summertime Blues’: the same use of a
simple-yet-effective  strummed  chord

Eddie Cochran giving one of his many unforgettable performances.
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Eddie Cochran ironically died when his single 'Three Steps To Heaven’ was a hit.

sequence, the same ‘voice’, and the same
teenage sentiments in the lyrics. This time
though, Jerry Capehart focused on the
complexities, problems and joys of kids
holding a party while their parents are
away.

Although ‘C’'mon Everybody’ didn’t do as
well as ‘Summertime Blues’ — except in
Britain for some strange reason — it still
sold well over 1,000,000 copies and
joined ‘Summertime Blues’ — which had
been there most of the summer — in the
autumn charts of 1958, carrying on over
well into 1959,

During 1959, though, Eddie dissipated
his energies somewhat. His next record
after ‘'C'mon Everybody’ was 'Somethin’
Else’ (written by Eddie and Sharon
Sheeley, his girlfriend), which simply
adapted the expression to a variety of
things and girls. Although all the same
ingredients were used, this time it just
didn’t come off.

Nevertheless, to aid his touring commit-
ments, Eddie had formed a band which
featured Connie 'Guybo’ Smith on bass,
Gene Ridgio on drums, and a variety of

musicians on piano and sax. The group
even cut some records together, notably
the instrumental ‘Guybo’/'Strollin® Guitar’.
This record clearly bore the marks of
Eddie’s growing interest in the production
techniques involved in recording (he'd been
a pioneer of the multi-dubbing process),
and at the time he was seriously thinking
of retiring from the rock business of touring
and constantly performing. He wanted
more time to use the studios, both for
himself and for some other unknown
performers he admired. One of these was
a friend called Bob Denton, who played
on some of Gene Vincent's records and
whom Eddie had met on the set of The Girl
Can’t Help It. Another was a duo called
Jewel and Eddie (Jewel Atkins, who was
to later have the hit, ‘The Birds And The
Bees’, and Eddie Daniels}; and he and
Jerry Capehart were also both very keen
to record with a young studio musician
they’'d come across called Glenn Campbell.

Another factor behind Eddie’s wish to
move out of the limelight was the death
of a close friend of his, Buddy Holly.
They'd arranged to tour together, but at

the last minute problems had prevented
Eddie from making the trip. It was to be
Holly's last tour, as the plane carrying him
and two other performers, Ritchie Valens
and the Big Bopper (J. P. Richardson),
crashed in a snowstorm.

Holly's death on February 3rd, 1959,
affected Eddie very deeply, and it's said
that he never played any of Buddy's
records again (except, so one story goes,
on the eve of his own death). As a tribute,
Eddie cut ‘Three Stars’ (which was, inci-
dentally, written by John D. Loudermilk},
with the intention that the royalties should
go to the bereaved families. Because of
some lack of agreement with Liberty,
the record was never released at the time.

Anyway, Eddie decided to make one
last tour — of England — with Gene
Vincent. Like Holly, who had played in
England before them, they were received
like gods. American performers were never
exactly regular visitors to Britain at that
time, and their TV appearances and live
performances blazed a triumphant trail
around the country. The tour was jointly
promoted by Jack Good and Larry Parnes,
and it was so successful that Gene and
Eddie were asked — and agreed to —a 10-
week extension after a short break.

After the final date of the first half at
the Bristol Hippodrome on April 16th,
1960, Eddie set off in a hired taxi to
London Airport with Gene Vincent and
Sharon Sheeley. Gene was going to Paris
for a few dates and Eddie was returning
to the States with his fiancée Sharon, to
get married. They'd been together since
the touring days of the Kelly Four, and she
was a songwriter, known primarily for
Ricky Nelson's ‘Poor Little Fool’ and
Eddie’s own ‘Somethin’ Else’.

In the early hours of the following
morning, a burst tyre sent the car crashing
into a lamppost. The three of them were
sleeping in the back when it happened,
and Eddie was thrown up into the car roof.
Several hours later, he died of severe head
injuries without ever regaining conscious-
ness. Both Sharon and Gene were badly
injured, and Gene was in pain from the
injuries until his death in 1971.

Eddie Cochran’s next scheduled release
was the ironically-titled ‘Three Steps To
Heaven’' (although it referred to the
‘heaven on earth’ of being in love, and not
‘the great juke-box in the sky’), and in the
month following his death it became his
biggest hit ever. Both it, and the oft-
preferred ‘B’ side, ‘Cut Across Shorty’,
had been recorded at his last session in
1959, but this didn't stop more post-
humous releases all varyingly successful.

The legendary reputations Holly and
Cochran still have in England are no doubt
due in part to the simple fact that they took
the trouble to tour the country; but there is
no doubt either that Cochran’s reputation
was made long before he crossed the
Atlantic. Those two anthems for teenage
America, ‘Summertime Blues’ and 'C’'mon
Everybody’ — although only making a total
of three minutes and forty-eight seconds
together — were both the stuff of which
legends are made.
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Roy Orbison
The
Lonely

When the Beatles and Mersey-
mania swept all before them in
1963, creating an entirely new
music scene overnight, only one
solo performer survived: Roy
Orbison. The reason he emerged
unscathed was simply that the
anglicised ‘rhythm & blues’ being
peddled by the groups didn't
impinge on his realm. Orbison was
the only one singing seriously and
convincingly about lonetliness, grief
and despair.

‘Only the Lonely

Know the way / feel tonight

Only the Lonely

Know this feeling ain't right

Only the Lonely

Know the heartaches |'ve been through
Only the Lonely

Know I've cried, cried for you'

‘Only The Lonely’ was the first time most
people had ever heard of Roy Orbison. In
the late summer of 1960 the record made
the top position in the music charts on
both sides of the Atlantic, earning him a
Gold Disc. It looked like another ‘overnight
success’ story, but in fact Orbison had been
around for quite some time. The delay was
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due to his failure to find the right type of
music for his highly individual voice.

Roy Kelton Orbison was born on April
23rd 1936, in Vernon, Texas. Not long
after, his family moved to nearby Wink, and
when he was about six his father started
teaching him how to play the guitar. In his
teens, he was the leader of a group known
as the Wink Westerners, who played
country & western music at local func-
tions and even had their own programme
on Radio KVWC back in Vernon.

The Wink Westerners gradually evolved
into the Teen Kings, and Roy struck up a
friendship with another young Texan singer,
Buddy Holly from nearby Lubbock. When
Holly started working under the super-
vision of Norman Petty at his studio in
Clovis, just over the border from Texas,
in New Mexico, Holly arranged for Roy
Orbison and the Teen Kings to audition for
Norman Petty. By this time, the Teen Kings
had developed their country music into
country-rock, or rockabilly as it was then
known, and two of the songs they recorded
with Petty, 'Tryin’ To Get To You' and
‘Ooby Dooby’, were released on the Jewel
record label.

Two states to the east, in Memphis,
Tennessee, Sam Phillips’ Sun Record
Company had become the mecca for all
rockabilly singers seeking to emulate the
success of Phillips’ protégé, a local truck

driver named Elvis Presley. Jerry Lee Lewis,
Carl Perkins, Conway Twitty, Johnny Cash
and Roy Orbison made the trip.

Phillips had heard Orbison’s only release,
and had him re-cut that and record several
new songs in his studios at 706 Union
Avenue. The new version of ‘Ooby Dooby’,
a fast-paced rocker very much in the style
of 'Long Tall Sally’ about a dance called
the Ooby Dooby, was almost an instru-
mental — just a few verses and two long
solos in the classic style of early rock & roll.

'Ooby Dooby’ was released as Sun 242
backed by 'Go, Go, Go', and it sold some-
thing in the order of 350,000 copies — quite
a fair-sized hit. Orbison went on to record
a lot of material for Sam Phillips, and had
three more singles released on the Sun
label — “You're My Baby’, ‘Sweet And Easy’
and ‘Chicken-Hearted’ but none came
anywhere near selling as many as ‘Ooby
Dooby’ (which resulted in his nickname
the Big O).

A song Roy Orbison had written about
his wife, ‘Claudette’, another driving rocker,
was recorded by the Everly Brothers as
the "B’ side to 'All | Have To Do Is Dream’
which turned out to be a double-sided
million-seller. The Everly Brothers had
been signed to the Acuff-Rose music
publishers by Wesley Rose, and he was
impressed enough by ‘Claudette’ to offer
Orbison a contract.

Robert Ellis



ke

3 [ —

Above: Roy Orbison, unmoved as ever, and, right, engaged in his favourite pastime.

Rose also negotiated a recording con-
tract for Orbison with RCA Victor, who
were based 200 miles cross-state from
Memphis, in Nashville. At the old Victor
studios there on 17th Street and Hawkins,
Orbison cut several tracks under the super-
vision of Chet Atkins — who'd also been in
charge of recording Rose’s other clients,
the Everlys. RCA released ‘Almost
Eighteen’/'Jolie’ as a single, but with
little response, and turned down his next
offering ‘Paper Boy’. So Wesley Rose
thought a change of labels might do
Orbison some good and took him across
town to Fred Foster's newly-formed
Monument label. Orbison’s first session
with Monumeni produced ‘Paper Boy' - the
18,000 sales, however, seemed to reflect
RCA’s good judgement in rejecting it.

His second session with Monument
resulted in ‘Uptown’ — another fast rocker
very reminiscent of Eddie Cochran’s ‘Teen-
age Heaven’ in structure, instrumentation
and lyric-content. That sold 75,000 copies,
a big improvement on ‘Paper Boy’ but still
well below his lone Sun label hit, ‘Ooby
Dooby’.

At their nex1 recording session, Orbison
gave Foster 1two songs he wanted to
record. Foster suggested that the two be
combined and brought in a string section
and a male vocal backing group. The result
was ‘Only The Lonely’, a Number One hit
record, and a mullion sales. 'Only The Lonely’
was a complete departure for Orbison and
for Foster. The use of the almost self-
parodying male backing singers ('Dum,
Dum, Dum, Dummy-Doo-Wah') and the
string section made the record pure pop.
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It was a beautiful ballad of teenage emo-
tions, but unlike most teen-ballads of the
time, it was sung in the most hauntingly
dramatic way:

‘Maybe tomorrow

A new romance

No more sorrow

But that's the chance

You gotta take

If your lonely heart breaks
Only the lonely . . . .’

Aithough the strings were a bit heavy-
handed, Orbison had managed, in that one
record, to perfect the art pioneered by such
other former Sun artists as Conway Twitty
(then known as Harold Jenkins) and of
course Presley; namely of channeling
rock & roll into the traditional ballad form.

Orbison’s immediate follow-up to ‘Only
The Lonely’ was another song from the
same session, ‘Blue Angel’. Although it
was essentially an inferior imitation of his
first hit, employing the same male chorus
and surging strings, it did give Orbison a
chance to show off his semi-operatic voice —
singing some incredible wordless passages
in between his sympathising with the blue
angel over her broken romance.

At the time of Orbison’s two hits grief
was quite a popular theme, although no
one else was treating it as seriously as
Orbison. The usual treatment was more in
the vein of ‘Tell Laura | Love Her’ (Ray
Peterson’s hit about a guy dying in a
stock-car race trying to earn enough money
to buy his girl a ring), or ‘Teen Angel’ (Mark
Denning’s record of how a girl dies going

Syndication International

back to her boyfriend's car, which is stuck
on the railway tracks, to get the ring he
gave her).

The introspective tragedy that Orbison
sang about was not his exclusive province:
the Everly Brothers notably had been
covering that ground for quite some time
with hits such as "When Will | Be Loved’
and ‘So Bad’. Of course the Everlys used
a much faster tempo and a much more
‘teenage’ style, and with them it only
seemed a flesh wound from which they
would undoubtedly soon recover (even if it
did seem like a mortal wound at the time);
but Orbison sounded like a terminal case.

Slow-Burning Fuse

In his third hit, ‘Running Scared’, which
brought him his second Gold Disc, Orbison
added another devastating ingredient: the
slow-burning fuse, or the crescendo. Most
of his hits from °‘Running Scared’ on
employed this technique, in various ways,
starting off very slowly, building up until it
almost bursts over with emotion: the pop
‘Bolero’.

‘Running Scared’ began in a spoken
whisper, coming in over the simple but
staccato strumming of his guitar, and
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Above: Roy Orbison with his wife.
Right: Roy singing his sad songs.

built up in four definite stages. First the
backing of a bass and drum comes in; then
that is filled out; followed by a heavenly
chorus and finally the whole orchestra. The
narrative builds up in the same way with
Orbison’s growing sense of disaster as
his girlfriend’s ex-lover comes back:

‘Just running scared/Each place we go

So afraid/That he might show

Yeah running scared/What would | do

If he came back/And wanted you

Just running scared/Feeling low

Running scared/You loved him so

Just running scared/Afraid to lose

If he came back/Which one would you
choose.’

Orbison’s own ‘live’ performance of
‘Running Scared’ was also perfect. His
natural complexion is a pasty, death-like
white, and he heightened this dramatically
by dyeing his hair jet-black (slicked back
‘pompadour’ style), and wearing dark
glasses and all-black outfits rather reminis-
cent of those worn by flamenco guitarists.

There he stood on the stage; all black
and white and completely alone. When he
sang, he hardly moved a muscle — not even
- his lips. Movement of any kind would have
detracted from the dramatic image of ‘self-
control in the midst of despair’. It was a
very powerful image complementing per-
fectly the very powerful emotions laid bare
in his songs.

Orbison wrote most of his own songs
(in collaboration with someone called
Melson), and they fell into three distinct
categories: songs about love which has
been ‘lost’ ('Only The Lonely’, ‘It's Over’,
‘Blue Angel’); songs about the absence of
love, and about loneliness (‘In Dreams’,
‘Oh Pretty Woman’); and songs in which
there was the potential threat of the love
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being lost {'Running Scared’, ‘Falling’).

All were sung by Orbison in his soaring
voice which just seemed to strike the right
chord inside the listener, to exactly cap-
ture the feeling expressed in the words.
Some of those songs — six of which sold
over a million copies each — were pure
poetry set to music, and turned into pop
arias by Orbison’s rich and soaring voice.

‘Running Scared’ was a pure distillation
of Orbison’s technique, almost a skeletal
framework; and the other songs — particu-
larly ‘In Dreams’ and ‘It's Over’ — were the
fleshing out of those bones. In both songs
Orbison’s voice again exceeds itself at the
climax, with notes of such timbre and
quality that the words just melt into pure
emotion.

‘In Dreams’ is the simple plea that
Bobby Darin had sung about in ‘Dream
Lover' and the Everlys had in "All | Have
To Do Is Dream’. In dreams everything is
as we want it to be:

‘I close my eyes/then | drift away
Into the magic night/l softly say
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A silent prayer/like dreamers do
Then | fall asleep to dream
My dream of you’

the only thing we don’t control, is how long
it goes on:

Just before the dawn

! awake and find you gone

/ can't help it

/ can’t help it

Iflery. ..

! remember

That you said

Goodbye

Too bad that all these things
Can only happen in my dreams
Only in dreams

In beautiful dreams’

The last four lines encapsulate it per-
fectly, and Orbison’s voice singing them
can only be described as magnificent. ‘It's
Over’ contrasts with all Orbison’s other
songs in that it, for once, goes beyond the
poetry of ordinary day-to-day language,
and uses very romantic couplets to empha-
sise the gulf between what there was and
what is left. When the love was there,
everything was warm and colourful; now
it's gone, there’s just blackness and empti-
ness. It begins:

‘Golden days before they end

Whisper secrets to the wind

Your baby won’t be near you anymore
Tender nights before they fly

Send falling stars that seem to cry

Your baby doesn’t want you any more’

and ends:

‘Setting suns before they fall

Echo to you, that’s all, that’s all

But you'll see lonely sunsets after all
It’s over, it's over, it’s over, it’s over.’

Again, the build up to the singing of
the last two ’it's overs’, in which Orbison
manages to evince pain rather than sing
mere words.

All of Orbison’s songs dealt in tragedy
("pack as much poetry and philosophy
into a two-minute pop record as you can”
was how he once described his formula for
success) and in the end life dealt out some
tragedy of its own to him. On June 7th,
1966, he and his 25-year-old wife
Claudette were motorcycling home from a
race meeting when her bike was involved
in a head-on collision and she was killed
instantly. Needless to say, he was almost
wiped out emotionally, but poured all of his
love into his three sons, Roy junior, Tony
and Wesley. He even wrote a song about
the tragedy — ‘It's Too Soon To Know' —
which made the Top Three in Britain.

Then two years later, while he was in
Bournemouth on a tour of Britain, his
Tennessee home burnt down with two of
his kids inside — Roy junior, who was 13,
and eight-year-old Tony. Since then, he
hasn’t had a hit record at all, and now, like
so many old rockers whose former success
has vanished, he has reverted to the music
of the Wink Westerners, pure country &
western
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CHAPTER 2
Black Music

The roots of rock & roll lie deep in the music of black
people. From the early days of blues and of jazz, white
musicians hadn’t done the blacks any favours, and
mostly they found themselves excluded from the
mainstream of commercial success by lame versions
of their own innovations. Their only self respect came
from playing jazz. Their only hope of making the bright
lights came from playing Uncle Tom. Consequently
they had their own records, their own radio stations,
their own charts, and they could rarely find popularity
outside the ghettoes. Rock changed that and within
a few years of its first eruption, black artists were
making regular and important contributions both to
the changing face of the music and to the inter-
national charts.

Ray Charles with his soul/jazz style; James Brown
with his shouting urban soul; Otis Redding, Aretha
Franklin and others gave their people a new pride and
identity. Berry Gordy started an all-black recording

company in Detroit, created a sound and a style,
called it Tamla-Motown, and then stormed the world,
with his artists. From Motown came the first black
superstars — Diana Ross and the Supremes, the Four
Tops, Stevie Wonder. Not only could they compete
with the huge established stars and companies, they
could beat them at their own game. By the ‘60s,
Jimi Hendrix — an American working out of London —
became the first black rock superstar and helped to
create a new language for the guitar.

‘I'm black and I'm proud’ was the cry from these
stars who had conquered the bastions of a white
industry and drawn together, in a way that was pre-
viously impossible — through the medium of music —
people who were united not by colour but by age.
Their contribution to the music and to the culture was
crucial. Without black music there could not have
been rock & roll and without the further innovations
there could not have been rock music as we know it.
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RAYCHARLES

High Pries¢of

“If | don't feel what I'm doing on
a record, then I'd rather forget it. If
the artist feels the song he’s doing,
then he can do a great job . . . I'd
say the problem with any artist is
very simple. If all artists would do
what is really right for them and
would feel within themselves what
they are doing, they would stay up
there much longer. A new star is
born everyday, but it's a question
how long he will shine. But a true
artist will be around a long time."”

{Ray Charles, quoted on the sleeve notes of the
'What'd | Say’ album, September 1959.)

Consider those remarks in their correct
perspective: in September 1959, Craig
Douglas was in the middle of a lengthy run
at the top of the British charts with ‘Only
Sixteen’. Across the Atlantic, the best-
seller was the Browns' version of the early
'50s song. ‘The Three Bells’. It was a
period of malaise in the history of rock.
The original figures who had created the
genre had moved on in one way or
another: Elvis was in the Army having his
image changed; Jerry Lee was an outcast
after his marriage to 13-year-old Myra;
and Little Richard was doing strange
things — rumour had it he'd thrown his
wordly goods into Sydney Harbour -and
entered a monastery. Their places had
been taken by the wooden figures, that
curious breed of rock & roll mutants who
only ever appeared in Britain as a parade
of smiling mimers on the Perry Como TV
show.

It was in this context that Ray Charles
appeared. In fact he had been around sing-
ing and performing for a decade, but his
music hadn’t become known to a large
audience until the last years of the ‘50s.
Part of the reason for this obscurity had
been that Ray didn't really find himself
musically until then. But perhaps of
greater importance was that Ray's music
from the mid-'50s onwards spotlighted
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with an almost cruel precision all that had
been lacking in rock since the industry took
control — simple, but critical things, like
passion, like sincerity, like any semblance
of real feeling. It was this perception of his
music by an increasingly large audience
from 1959 through to the beginning of
1962, that elevated Ray to the ranks of
rock’s all-time Gurus. It's even probably
true to say that Ray Charles was the first
Underground Hero, but more of that later:
first, the man himself.

Ray The Orphan

Ray’'s early life was veritably tragic.
In 1939, at the age of si», he was left
ncurably blinc by an attack of glaucoma,
and was placed in the 3t. Augustine
School for the Blind a few miles from his
home in Greenville, Florida It was here
that he learned :he rudiments of his music,
taking up the diano and the :larin2t. When

m
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Ray was 15 both his parents died, and Ray
the orphan took to the road to earn his
living from his music. After a couple of
years with local bands he moved West,
like all good Yankee dreamers do, and
played with a trio in Seattle on the West
Coast.

Between 1949 and 1952 he took his
first tentative steps in 1he recording
studios, making records for a small Los
Angeles label, Swingtime. Many of these
recordings became commercially available
in this country in the early ‘60s, and show
Ray as a pretty competent plagiarist. Nat
‘King’ Cole and Charles Brown were his
two idols, and at times it's hard to tell the




difference between the young pretender
and his heroes. Occasionally, however
even on these very early sessions Ray gives
a tantalising glimpse of the great days to
come. On one number in particular ‘St.
Pete Florida Blues’, he over-reaches him-
self dramatically, and, once rid of the
Charles Brown voice, his own personality
makes its presence felt very strongly.
Several of his other 12-bar recordings
during this time were done with a similar
intensity, but even the best of them — such
as ‘Hey Now’ — fell short on some indefin-
able quality. In these numbers, historically
of far more interest than the more
polished copies of Cole and Brown, Ray
seemed to be aware that the idiom he was
searching for was possible, but at that
moment in time unknown.

Up-Tempo

Ray was not to come to terms with him-
self until he joined Atlantic. Ahmet Ertegun

first inquired about him at the end of 1952,
and he was signed by Atlantic {run by
Ertegun and Jerry Wexler) a little later.
Swingtime, a small company in big trouble,
sold the genius for about £1,000 a
financial give-away on a par with Sam
Phillips’ sale of Elvis Presley to RCA.
Atlantic was one of those seminal
companies run by dedicated enthusiasts
full of ideas. As soon as he got hold of
him Ertegun wanted to try Ray on some
up-tempo numbers and, for his first
Atlantic sessions, provided him with a
couple of suitable quickies — one he wrote
himself called "Mess Around’, and the
other Memphis Curtis’ ‘It Should Have
Been Me'. The session showed great pro-
gress since the Swingtime days — if only
for the marvellous piano on ‘Mess Around’
but it wasn't until December 1953 that
Ray started getting into his stride. At this
time he did a session for Atlantic using
material he had written ('Don't You
Know’), his own arrangements and his own
band. It was an important innovation.

Pure Gospel

A year later, and the Ray Charles sound
was born. In November 1954 he recorded
I Got A Woman’, his first 16-bar since
one or two earlier abortive attempts on
Swingtime. For this recording, Ray used
the line-up that was to become his
standard band for several years to come
two trumpets (usually Marcus Belgrave and
John Hunt), baritone sax (Bennie Craw-

A handsome, mature Ray Charles gives a cool
smile as he rolls his fingers over the keyboards.

ford}), alto and tenor (the great David
"Fathead” Newman), drums (Teagle Flem-
ing) and bass (Edgar Willis). He dropped
the guitar sound that had distinguished
many of his earlier 12-bar blues attempts
(listen to the rapport that Ray struck up
with Mickey Baker on the 1953 ’lLosing
Hand’), and relied increasingly on the
piano as his ‘lead’ instrument. The band
doubled-up on his piano figures, and this
touch — a piece of pure gospel, especially
since Ray’s piano phrases became more
and more church-based — was, according
to Jerry Wexler, ‘the kicker’.

It was the gospel bias in his work that
Ray explored over the next couple of years
at Atlantic, and it was the fusion of this
tradition with the Blues that gave Ray
Charles the formula he had been looking
for. Alan Lewis points out (in the liner
notes to the recent Ray Charles compila-
tion album): ‘Charles used the gospel
chord changes and call and response pat-
terns (first with horns and later with the
voices of the Raelets) to create an unpre-
cedented level of tension and excitement’.
The best examples of this can be seen in
the studio versions of numbers like ‘It's All
Right’ (probably the first recording on
which he used a vocal back-up group to
emphasise the horns sound), ‘Talking
About You' (another 16-bar, like ‘| Got A
Woman' — but made significantly different
by the addition of the Raelets), ‘A Fool
For You’ and ‘Drown In My Own Tears'.

Ray was bringing all the pieces together

it's a tribute to Atlantic that they let him




Rex Features

wander off into every conceivable area of
the black musical experience. At one
moment he was recording with the MJQ
vibist Milt Jackson, at another he was
doing straight blues, at another he was
working on jazz-based instrumentals with
his sidemen, at another he'd be trying out
gospel sounds with the Raelets. And all the
time, his development was nothing short of
astonishing. His voice, in particular, was
becoming more exciting with each record
ing he made — just as a couple of years
earlier he'd assimilated and transcended
the Nat King Cole influence, so now
seemingly in the space of a few months
he absorbed and transcended the gospel
vocals of singers like Alex Bradford. He'd
become a prolific songwriter, though more
often than not his ‘compositions’ were
secularised re-writes of dld gospel num-
bers. ‘This Little Light Of Mine’ for
example became ‘This Little Girl Of Mine’
and ‘Talkin® ‘Bout Jesus’ became Talkin’
‘Bout You'. But, in retrospect, the most
important thing he did was to go on the
road with his new found voice, his new
found confidence, his band, and his Raelets.
The Ray Charles synthesis was presented
to the people.

State of Rapture

Two recordings — ‘Ray Charles At New-
port’ (the 1958 Festival) and ‘Ray Charles
In Person’ (recorded at Herndom Stadium
Atlanta, Georgia, on May 28th, 1959)
remain as testimonies to those magnificent
touring days. In these, the gospel flavour is
unmistakable. Ray's empathy with his
audience is as close as the priest's with his
congregation the music confirms this
closeness with the audiences, whose state
of rapture forced Ray to constantly look
beyond the narrow confines of the studio
versions of the songs he was performing.
It's a fascinating two-way process — with
Ray’s influence on the audience being
matched by their influence on him. The
results are marvellous — '‘Drown In My Own
Tears’ at Herndom and ‘A Fool For You’ at
Newport remain, to this day, the pinnacles
of his recording career. There is, it is true,
an element of showmanship about the pro
ceedings, but that is never allowed to inter-
fere with the spirit ‘of the music — Ray at
this time never fell into the tempting traps
that crushed much of the greatness of
some of his successors like James Brown
and Solomon Burke. Ray was much more
a man of the people than a star for the
people to idolise — he reflected their feel-
ings just as much as he guided them.

Through this dialectical process, through
this church-like empathy with his audience,
Ray had invented Soul music. He knew
too, that what he had done was pretty
important — only a man confident enough
to know he had done great things could
say things like: “'If an artist feels the song
he’'s doing, then he can do a great perform-
ance.” It's something that Ray could say
with the ease of a man who had given
great performances. Ray knew that what
he was doing was right for him — he'd
found the elusive formula. Ray could have




made it as a jazz man (and in turn his
influence in that field at that time
wallowing in the technically brilliant, but
increasingly feelingless New Bop — was
considerable); he could have made it as a
church singer; he could have made it as
a rock & roller; he could have made it
as a bhlues singer — he could have done
any of these things., but he didn't. He
knew himself that there was no need to
adapt to one particular role, when a fusion
of all the strands of black musical experi-
ence was within the realms of possibility.

An Empty Parody

The old-timers couldn’t take it. Big Biil
Broonzy shook his head and remarked:
""He's got the blues, he’s cryin’ sanctified
and | know that's wrong . . . he should be
singing in a church.” But his younger
followers reacted, instinctively and immedi-
ately, along with Ray. Ray had smashed
down the barriers of prejudice — and the
implications were enormous. They in turn
began calling the man ‘The Genius’.

Ray’s days at Atlantic reached their
climax with his recording of ‘What'd | Say’,
which had more or less everything Ray had
been striving for parcelled into five minutes.
The song. of course, became perhaps the
greatest rock standard of all time, with
every other group in the universe including
it in their repertoire. It's strange to reflect
how, at the time of its first release in 1959,
the song was dismissed by the BBC DJ’s.

Ray left Atlantic in 1960, and moved
across ta ABC-Paramount. His career with
ABC has been — in a nutshell — tragic, and
is, perhaps, best forgotten. Anyone who
was an avid fan of Ray’s in the ‘50s can
only squirm when they listen to Ray’s work
over the past decade. The first sense of
unease came across the Atlantic with his
first tours in 1963 — he was starting to

move in some very awkward directions.
True, he did perform some of his oid
classics, beginning the show with ‘I Got A
Woman' — but his treatment of this song
was similar to the way Dylan garbled his
way through ‘The Times They Are A
Changin’’ on his 1965 tour — it was as if
to say, ‘Well, | suppose | have to do this
number, so here goes’. It came over like
an empty parody.

There was something even worse about
the shows — the element of showmanship
that had been marginal at Herndom and
Newport was beginning to take over. The
way in which Ray hammed up his own
blindness in his version of "Careless Love’
(‘Once | was blind but now | see...’) was
too awful to contemplate — the genius
might have finally hit the European road.
but he was fast going off the rails.

Unfortunately, Ray's later work — with
an ever greater desperation to please all
the people all the time, witness his
calamitous versions of Beatles’ songs
have coloured critical reactions to Ray's
earlier work, which are now hardly dis-
cussed at all. The case for Ray Charles’
influence on the history of rock does need
stating.

First, his fusion of Blues and Gospel
his discovery of Soul Music — paved the
way forward for Black Rock. Every great
black record since 'What'd | Say’ owes
just about everything to Ray Charles -
without his ‘60s performances, the
careers of Otis Redding, James Brown,
Bobby Parker. Percy Sledge and Sly and
the Family Stone would have been very
different. All of these artists accepted
Ray’s definition of Soul and worked on
from there. Similarly, the most commercial
black music of the past decade — Tamla
Motown — would have been unthinkable
without Ray’s work with the Raelets.

Second, his impact for the white
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musicians — though not so direct — was
equally momentous. During the late ‘50s,
countless white artists stated their
allegiance to The Genius — Bobby Darin,
Lonnie Donegan, Cliff Richard {(""What I'd
like to achieve,” he said in 1960, "'is the
Ray Charles sound”), Billy Fury, Gene
Vincent, Eddie Cochran, Adam Faith . . .
the list could go on forever. But perhaps
of greater importance was his effect on
those who would lead the British Boom in
the '‘60s. Ray Charles stood out in the
late '50s because he used real and genuine
emotion in pop music — at the time of
Bobby Vinton, John Leyton and Frankie
Avalon, this was something indeed. Ray
became a cult figure amongst young white
record buyers because his feelings were
intact the man was his music. He
showed, in the dark days of rock & roll, that
it was possible for the medium to be used
as an art form. True, it had happened
before, but what was crucial about Ray
was that he was proving it at a time when
no one else was really bothering.

The Genius Lives On

However tragic his later career has
become, nothing can detract from the
man’s influence in those Atlantic days. It
seems fair to say in conclusion: if Chuck
Berry and Elvis Presley were the vital
figures of Rock from 1955-1958, and Bob
Dylan and the Beatles held a similar posi-
tion from 1963-68, then the vyears
between must belong, in the same fashion,
to Ray Charles.

It wasn’t his music that bridged the gap
between the two eras — it was more his
spirit. Ray was true to himself during those
years and he proved that by being true to
your own feelings, it was possible to pro-
duce great music. His message — and his
Atlantic recordings — will survive.

|
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James
Brown:
Mr
Dynamite

“'I'd like to know are you ready for
some super dynamite soul? It's star-
time, ladies and gentlemen. Intro-
ducing the young man that's had
over 35 soul classics. Tunes that will
never die. Tunes like ‘Try Me’, 'Out
Of Sight’, 'Papa’s Got A Brand New
Bag'. ‘| Feel Good’, 'Sex Machine’,
‘Superbad’, and ‘Soul Power’. Intro-
ducing the world’'s greatest enter-
tainer — Mr Dynamite — the
amazing Mr 'Please Please’
himself — the hardest work-

) ing man in show busi-
ness. Ladies and gentle-

men, the star of the

show - JAMES

BROWN!”

For over 12 years, variations
on this bombastic theme have intro-
duced into the spotlight the most
dynamic ball of energy so farunleashed
by the post-war pop explosion. A man
who has 83 consecutive hit records
and over 50 albums to his credit; who
still maintains an average of over 300
personal appearances every year, and
who, between gigs, finds time to jet
around his chain of restaurants, radio
stations, production and promotion
complexes. James Brown is an expert
at getting that little bit extra out of all
on his payroll — at keeping the whole
shebang rolling on a charge from his
personal powerpack.

James Brown is at one and the same
time the last great vaudeville enter-
tainer, and one of the most powerful of
the new wave of black executives. A
man who learned how to fight and
overcome seemingly impossible odds
at an age when most of us are safely
in society’'s warm cocoon. He took
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America’s cultural heritage by the scruff of
the neck, remoulded it after his own image
and spat it back to surmount racial oppres-
sion, with a gesture that took him straight
through the stratas of showbiz into the
uneasy zones of political power.

His music has the vitality of rock & roll
and the honesty of the blues wrapped up
with the personality of a man constantly
in tune with the times. Each performance,
presented with every available aid to
excitement, is inextricably bound to the
hopes, fears and demands of this self-
made. black giant. Each song is a single
expression of defiance tempered in the
heat of achievement. He is, in the original
terms of reference, truly a soul singer.

Born in South Carolina in 1932 of
parents who were soon to part, young
James was raised by an aunt in a wooden
shack on the wrong side of Augusta,
Georgia. As if the burden of this black,
barefoot cast-off wasn't heavy enough,
he was an unattractive child, shorter than
the other kids of his age. The pains of
prejudice and poverty can be endured as
part of a community, but in his personal
torment of size and appearance, James
was alone. It is not surprising that from an
early age he developed a compulsive need
to prove himself. A friend who had to pull
him out of many a fight with boys twice
his age and size remembers: “James was
always the best at everything. He had
more determination and guts than the rest
of us” — and later a more prophetic
memory — after James had scraped
together enough from shining shoes to buy
baseball equipment — “‘Along with being
a hard player, James was a poor loser and
if he got really angry he’'d simply take his
bat and ball and quit. One of the reasons
the kids put up with him — we needed his
equipment to play the games."”

The Famous Flames

By the early '50’s James had formed a
gospel group, The 3 Swanees, with Bobby
Byrd and Johnny Terry. Mounting success
by two relatively local acts, the Five Royals
from Winston-Salem and Little Richard
from Macon, prompted the group to move
into Macon to try for themselves. When
Little Richard rocketed to national
prominence with ‘Tutti Frutti’ and got too
big for his manager {(and his boots), Clint
Brantley was able to devote his attention
to James and the boys — now calling
themselves the Famous Flames, after
Charles Brown's Three Blazers, and
performing rhythm & blues hits of the
period.

Their chance came in February, 1956,
when Ralph Bass, producer and talent
scout for King Records of Cincinnati heard
their dub of ‘Please, Please, Please’, a
Brown original. He drove down to Macon,
signed the group on the spot and rushed
them back to the studio to re-record the
song for immediate release.

Formed as a race label by Syd Nathan
in 1945, by ‘56 King had seen considerable
success with R&B acts including Billy
Ward and the Dominoes and Hank Ballard

and the Midnighters, as well as a strong
country catalogue. As one of the true
independents they manufactured, designed
and packaged their own products for
distribution and promotion in the southern
states and along the eastern seaboard.
‘Please Please, Please’ first hit in Georgia,
then slowly snowballed in the confines of
King's territory, selling steadily throughout
1956. When the market had been
saturated, it died. Only years later after
Brown became a star was the record
re-activated to become a million seller.

From Bad To Worse

As sales dropped so did the group's
enthusiasm and Nathan's smile. Two
follow-ups had been pushed out while the
record was still selling and several more
followed over the next 18 months — each
less successful than its predecessor.
Although Brown was already writing most
of the group’s material, he had not yet
improved on an uncomfortable blend of
styles drawn from the church and those
popular acts around him.

Crisis point was reached in the summer
of 1958 when, responding to a last chance
ultimatum from Nathan, Brown came up
with ‘Try Me'. This was the big one — the
song that Brown affectionately remembers
as the turning point of his life. Recorded
at his first New York session in September
of that year, ‘'Try Me’ was based on the
same gospel pattern as previous releases,
but with a subtly smoother performance
than had been offered before. The feeling
is of tender longing, rather than anguished
suffering. It hit the Hot 100 and struck
gold.

After two years of touring, Brown was
beginning to learn more about showman-
ship. With the kudos of his first national
chart entry behind him, he was able to
employ a regular 6-piece road band, which
made it possible to begin the creation and
development of what was to become the
hottest act in the business. Being able to
rely on a well-rehearsed band, had a
telling effect on Brown's writing. Whereas
‘Please, Please, Please’ had been followed
by an erratic selection of derivative
attempts to find a winning formula, the
half dozen sessions from January ‘59 to
February '61 produced 12 hits in succes-
sion — songs that finally broke away from
and surpassed earlier influences. The
James Brown sound was born, helped
along by the close relationship between
James and the Flames, punctuating and
emphasising rhythms and vocal interplays.

While he was bending the music around
his own personality, Brown was also
strengthening and clarifying his image. The
precision timing now being demonstrated
on stage, gave the band a short solid riff to
link the last notes of each to the opening
sequence of the next; exhaustive rehearsals
ensuring that nothing interrupted the flow.
He grew his hair and had it elaborately
styled, discarded his baggy suit in favour
of Italian mohairs, silk shirts and all the
trimmings, and threw in as many lightening
dance routines as possible — complete with

a dramatic collapsing scene and robe-
shrouded recovery. Sharp as a razor and
fast as a flyweight, the final effect was
electrifying.

By the beginning of the '60s, the James
Brown revue, complete with supporting
acts including singers, dancers and
comedians, had reached a polished near-
perfection and was breaking box office
records in ghetto theatres across America.
Brown himself was receiving from black
audiences the same sort of hysterical
reaction that Presley had provoked from
young whites, a few years earlier.

An album recorded in Harlem’s Apollo
Theatre on October 24th, 1962, captured
the full power of this amazing road show.
Implicit throughout is the authority of the
man on stage and his complete mastery
over the emotions of the audience. ‘Live
At The Apollo’ became a million dollar
seller and the following season Brown was
voted no. 1 R&B singer of America.

It would have been a reasonable
assumption that, considering his colour
and the uncompromising style of his
music, Brown was then at the peak of his
career. Many other black singers have
reached these hallowed gates only to fall
back into obscurity {Solomon Burke) or be
drawn through with the stupefying hands
of white manipulation (Ray Charles, Sam
Cooke). But Brown wasn’'t about to be
bought or rejected. By modifying his music
to the pulse of the times rather than the
tastes of an existing establishment, he
went on to reach an international multi-
racial audience, and by adopting business
policies learned from a white-dominated
capitalist society, he achieved a personal
stature way above the limitations of being
a black rhythm & blues singer.

From this point on, James Brown was
making the decisions. He rejected other
people’s business ideas and built himself
into the living legend that he is today. The
appearance of full page ads in trade
magazines announced each new release,
giving an indication of the money being
ploughed back into the enterprise. Banner
headlines drove home the message — the
hardest working man in show business,
soul brother no. 1.

Brown’s Fair Deal

Back in 1962, there had been a tentative
approach to new markets when, at the
insistence of King Records, Brown had
unwillingly cut four standards with a lush
string orchestra and choir. Aithough
‘Prisoner Of Love' was able to be trans-
formed so dramatically that it became an
integral part of James' repertoire, it was a
policy that could have ended in disaster if
followed through to its logical conclusion.
A more decisive move was made in 1964.
Realising that King was just not geared to
keep pace with his expanding horizons,
Brown formed. his own production com-
pany, Fair Deal, and promptly delivered his
next batch of tapes to Smash Records of
Chicago — a division of the nationwide
Mercury Corporation.

With such a prize at stake, all parties
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James Brown, the man who has produced 83 consecutive hit records

involved, immediately set their lawyers at
one another. Before an injunction could
restrict Smash to only issuing instrumentals
under James Brown's name, plus any
records made by the various artists in the
revue, they did manage to get on to the
market one vocal album and two singles.

The first of his records to sell in large
quantities to whites, ‘Out Of Sight’ was
also the first of a string of successes based
on compulsive dance riffs laid down behind
Brown'’s singing of an easily remembered
tag line. There had been a shift of emphasis
from vocal harmony to strong rhythm
accompaniment. The band were now
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punching out the responses previously
tackled by the Famous Flames, who were
soon to be phased out altogether.

In bringing up the band on rhythms that
appealed to a more lucrative market and
a new generation of black record buyers,
Brown was hot on the heels of the Motawn
and Stax Record Companies. Later, by
gradually extending these rhythms in a
series of repeating riffs and phrases and
reducing the songs to broken cryptic verses
and staccato outbursts, he alienated all
but a minority of his white audience. He
just got too black for comfort. The results,
a hypnotic brew of blues and gospel, Afro-
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Cuban and Puerto Rican, anticipated and
influenced a generation of soul music.

Taking advantage of mass communi-
cation, Brown began to cut down on
his personal appearances to the extent that
it was intimated that he was about to
retire. Away from the stage he was
producing a flood of releases from his
many protégés and taking time out to use
his own success as an example for soul
brothers still trapped in the confines of the
street. As early as 1966 he had cut ‘Don’t
Be A Drop-Out’ for the Office of Economic
Opportunity, but by 1968 he was becoming
involved in less controllable ideals.

Following the assassination of Dr Martin
Luther King, two marathon TV appearances
by James in Boston and Washington, were
said to be directly responsible for prevent-
ing inflamed rioting on the streets. It was
undoubtedly a personal triumph for
Brown, the effects of which were perhaps
more volatile than he would have wanted.

Although his social conscience gained
him a place at LBJ's dinner table, black
militants weren't so impressed by his
involvement with white establishment and
rank capitalism. Brown was none too
happy to be caught in such a vice and was
soon to play down his role as a black
leader. He stepped out of the threshing
machine when, on the eve of endorsing
Hubert Humphrey for President, he stated,
“'After tomorrow I'm going back to
singing, dancing, and telling kids to stay
in school.”

After a year away, Brown had returned
to King in 1966 with all the reins at his
command. They couldn’t afford to lose
him, so they gave him the works. As his
music became progressively more rhythmic,
he dropped all pretence at pandering to
any particular audience and more than
ever his records were expressions of his
own thoughts and emotions. Remembering
the advantages of his earlier flirtation with
Smash, he eventually left King once and
for all, leaving behind him a company with
nothing to do but go bankrupt. In his new
deal with the International Polydor
Corporation he is assured of world-wide
distribution without compromising himself
or his music.

Human Bulldozer

Today at 40-plus, James Brown may
have to approach his athletic stage routines
with a hint more caution than he would
have ten years ago, but, as long as the
box office receipts reward it, the show
will roll on. Recent involvement with film
soundtracks and his first attempt at acting
testify to his restless need to conquer every
frontier. Records are still issued as fast as
his adrenalin can pump them out and,
despite criticism (from whites} of their
production-line similarity, each shows a
keen awareness of the changing times.
Because Brown is constantly on the move
so is his music, as unique as the man who
makes it, influenced by many and
influencing many more. He has forged
armour plating about him to bulldoze his
way to the top



If a truly ‘underground’ music
exists in America today, it's the
sound of black gospel: fiercely
exciting, unashamedly emotional,
unknown to the white pop-buying
community, and ignored by the
media, even music trade papers,
sometimes inspiring soul music,
sometimes drawing inspiration from
it. Gospel throws up its own stars,
who, like their secular counterparts,
run their professional life as a
business, with highly commercial
results.

Since they tend to last longer than soul
artists, they often show little desire to
‘cross over’ and sing ‘baby’ or ‘'my darling’
instead of '"Him’ and ‘my Lord’, either for
moral reasons, or simply because they like
the life they live which may or may not
exhibit the snow-white purity of the songs
they sing.

Few established gospel names may
choose to cross over, but it's a rare soul
singer that didn’t cut his or her musical
teeth in childhood at the neighbourhood
house of worship. ‘Aretha’s never LEFT

" ARETHA

The Firs¢ Lady
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the church! shouts her father on a recent
live album; well, maybe not, musically —
but when the 18-year-old Aretha Franklin
signed to Columbia Records in 1960, as a
secular act, she was embarking on a rocky
road that would overshadow any heights
aspired to by gospel people, reaching the
top of the mountain in June ‘68, when a
whitened, unrecognisable likeness of her
made the cover of ‘Time’ magazine. Now,
aged 30, she’s still a world star — even if,
as will be seen, she has her share of
troubles.

Recorded Sermons

Aretha’s father has made more records
than his daughter; around 80 albums,
in fact, of sermons he has preached as
pastor of Detroit's New Bethel Baptist
Church, which boasts 4,500 members,
and, according to the ‘Time’ piece, ‘two
uniformed nurses . . . to aid overwrought
parishioners’. Outside home ground, the
Rev. C. L. Franklin can ask up to 4,000
dollars per public appearance - his
reputation enhanced by the LPs; in 1967
he was even convicted for federal tax
offences, copping a 25,000 dollar fine —
to him about a year's earnings. He's now

of Soul

56. At 14, Aretha, who'd grown up on
Detroit's East Side with her unusually
patriarchal family — father, brother Cecil,
and sisters Erma and Carolyn, both
professional singers today (mother had
gone off when Aretha was six, and died
shortly after) — in the ‘nice’ part of the
ghetto, she went on the road with her
father's gospel show, singing solo and
having to cope with the eternal rigours
of touring — constant bus travel (the Rev.,
he went by plane!), precious little sleep,
and boredom - submitting for relief, like
the others, to alcohol — and other temp-
tations.

She had been introduced to John
Hammond of Columbia through one
‘Mule’ Holly, bassist for jazz piano man
Teddy Wilson. Her long sojourn at
Columbia, from 1960 to 1965, saw Aretha
as a stylist on the fringes of jazz and RaB;
correspondingly, she played the ‘upper
chitlin® circuit’ of black supper clubs. On
record, her gospel phrasing frequently
clashed with the nature of the material
(she even had a minor hit with 'Rock-a-bye
your baby with a Dixie me-lo-dy‘/), and
was served with generally lack-lustre
accompaniment — though some sides gave
promise of what was to come — 'Runnin’
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out of fools’, ‘Take a look’, and ‘Lee Cross’
for instance.

By 1966, her talents had come to the
notice of Jerry Wexler, enlightened Vice-
Pres. of Atlantic Records, who astutely
realised that /t was in her, and it had to
come out! So, on expiration of contract,
he signed her to Atlantic, and set out to
let the lady do what she'd always wanted
to do — sit at the piano and wail. The first
single — 'l never loved a man (the way |
love you), a ponderous ballad of great
beauty, economically arranged and
recorded in Muscle Shoals, Alabama, with
a cataclysmic climax that stands as a
classic moment in soul history, proved, to
Wexler's delight and amazement, to be an
R&B and pop smash, and the dam was
open. Aretha had been let loose.

Blockbusting Revival

For the next few years, everything in the
garden — publicly, at least — was lovely.
Hit followed hit, every one a timeless
winner: ‘Baby | Love You’, ‘Since You've
Been Gone’, 'Chain Of Fools’, 'Natural
Woman’, ‘Do Right Woman Do Right
Man’, ‘I Say A Little Prayer and a
number of fine albums — ‘Never Loved A
Man . . . * {arguably her best), ‘Lady Soul’,
‘Aretha_Arrives’, and so on. Even Britain
for whom a pure soul single in the pop
chart was a rarity, lapped up Aretha's
blockbusting revival of Otis Redding's
‘Respect’.

All was underpinned by Aretha’s own
sanctified, hard-driving piano, her whooping
vocals supported by the traditional girlie
group (often including sister Carolyn), and
inspired by superlative backings by New
York and the South’s finest session men.
Without surrendering her fiercely black
identity, Aretha had somehow come to be
internationally adored, right across the

board.
Then came 1969, and an indeterminate

rot began to set in. The high standard of
originals on record dropped in favour of an
apparently deliberate policy of ‘covering’
other artists’ recent hits (the LP: ‘This
Girl's In Love With You' only contained
3 new songs). The big band that toured
with Aretha was lumbering and pedestrian
and Aretha acquired something of a
reputation within the business for non-
cooperation and unpredictability. Her
record sales, while maintaining her at the
top of the tree, dropped noticeably. The
‘Soul ‘69" album, more jazzy than her
singles, was indifferently received, and
the fans who'd. loved the no-holds-barred
funk of 'Respect’, felt alienated by her
‘habit of starting shows with 'There's no
business like show business’. Slowly, she
had slipped from her position as leader.

Next year, however, there began a slow
process of regeneration — erratic to this
day. When Aretha appeared at a benefit
for black revolutionary Angela Davis, the
old conflicts seemed to be resolved — the
Queen was gettin’ back down. To underline
the change, out came the ‘Spirit In The
Dark’ LP (titled ‘Don’t Play That Song’ in
Britain) way back up to par, reverting to
66
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Above:

in soulful
mood, performing her songs at the
piano. and, left, decked out in the
finery she has tended towards in

Aretha Franklin

recent years. A symptom of her
general loss of musical and personal
direction, which seemed to endanger
her ‘First Lady of Soul’ title, the flashy
clothes have now been discarded, and
Aretha is turning again to her blues
and gospel roots.

the old style, with plenty of piano, and a
hip, rocking choice of material. It was
recorded in Miami, and included no less
than five originals by Aretha herself,
together with some blues from the likes of
B. B. King and Jimmy Reed, Goffin-
King’s ‘Oh No Not My Baby’, and other
goodies. Aretha’s ‘Spirit In The Dark’
being remarkable for its stone gospel
sound. Ditching the old 16-piece band,
Aretha started to use a small group of
peerless session players for her infrequent
gigs, often the same ones as had actually
been on the record — directed by the

Valerie Wilmer

redoubtable King Curtis, whose tenor sax
had graced so many of her hits, and
others’, right from the '50s. And Aretha
herself looked better for the change — a
good five years younger, nearer her actual
age.

In the months that followed, Aretha
put out a few excellent sides — a brilliant
revival of Ben E. King's "Spanish Harlem’,
made great through Dr. John's organ work
and Atlantic staffer Arif Mardin’s delicate
precise arrangement; ‘Rock Steady’, a
chunk of funk penned by Aretha; and a
surprisingly effective version of Motown's
‘You're All | Need To Get By'. An album
called ‘Young, Gifted, and Black’, issued
in 1972, was merely drawn from the
stockpile of unused session tracks from
1970-71, Aretha had in fact stayed away
from the studio for some time. But the next
one was a milestone.

Worried by Aretha’s failure to appeal to
the hard-rock market, Wexler had
managed to arrange a gig for her at San
Francisco's famed rock haven the
Fillmore. A solid success, it garnered more
sympathetic press than she’'d had in years.
The LP recorded live at the show plainly
reveals Aretha’s joy in performing at her
best in front of a new, ecstatic audience,
with a faultless band, and the benefit of an
unscheduled appearance by none other
than Ray Charles. The evening proved such
a gas, Atlantic even put out an album of
the band’s warm-up set!

Choral Backing

Those rooting for Aretha hoped this was
the turning point, the harbinger of a new,
glorious period in her career. Their hopes
were at first fulfiled beyond all expec-
tations, then as quickly dashed to the
ground. The master-stroke was to have
her go back to her roots. In January 1972,
she sang in an L.A. church, with her father
in attendance, and accompanied by gospel
star James Cleveland, her regular back-up
band, a massive choir, and much hullabaloo

out of which came the double-album
‘Amazing Grace’, described by John
Hammond as her ‘most shining hour that
certainly vies with that first Atlantic set
as her best record to date’. Perhaps a
trifle long for her pop public, it captured
her voice in full bloom, with audience and
choir clearly sharing her joy at ‘coming
home’. It's a record of catharsis; a moving
testament to Aretha, cleansing her soul
of years of trauma, just letting it all — as
they say — hang out.

Unfortunately, the album was such
authentic gospel in feel, long tracks and
all, that Atlantic were unable to pull a
successful single from it. “Amazing Grace’
climbed rapidly in the chart, and plunged
rapidly down again.

With the tragic death of King Curtis,
Aretha’s direction once more became
blurred. She worked in the studio with
veteran jazz/film arranger/composer Quincy
Jones. The resultant album ‘Hey Now
Hey (the other side of the sky)’ was as
confused as its title — uncomfortable and
over-arranged,. with a repellent sleeve

design that alone must have put off a few
thousand potential buyers. The strongest
track, ‘Angel’, achieved some success as
a single however. At the time of writing
(late 1973), she is readying a new LP
under the baton of Eumir Deodato, of
‘Zarathustra” fame. Furthermore, her
Atlantic contract is supposedly up for
renewal — so changes may well be in the
air.

Aretha has always been a mysteriously
private figure, the only clues to her dis-
comfort to be found in her music. Not, |
think, out of deliberate management policy—
management itself has caused not a little of
the problems —butbecause thefacts, ifoneis
to even half believe rumours, are unsavoury.
Stories abound of her differences with
first husband/manager Ted White, by all
accounts a street hustler of sorts before
he met the much younger Aretha — on one
occasion in 18967, he reportedly openly
fought with her in an Atlanta hotel lobby —
and of her tendency to turn to drink to
relieve her pressures. There, for all to
see, were the changes in her appearance —
Aretha consistently looked older than her
years, suffered from a persistent weight
problem, and hid her unease by donning
over-brash, bizarre stage garb. So great
was public concern that the new, slim
Aretha recently held a press conference,
chiefly to read out a note from her doctor
proclaiming her to be in the best of health.

In '68 Cecil Franklin, now her manager
- she has remarried — remarked ‘for the
last few years Aretha is simply not herself
. .. you see flashes of her, but then she's
back in her shell’.

Aretha’s style is spine-tingling at best,
irritating at worst; sometimes samey, but
never affected. Her influence on con-
temporary female singers is undeniable.
But in truth, any one of a number of
gospel soloists could be in her place;
if you love her voice, try listening to others
such as Dorothy Norwood, Shirley Caesar,
or Dorothy Love Coates — each of them,
artistically, is fully Aretha’s equal.

Legendary Figure

Perhaps the major strain involved inbeing
at the top of the tree in any field, is that
almost certain knowledge that there are
others equally, if not more, talented than
yourself, who have merely not had the
breaks. Even if that isn’t true, what artist
can be absolutely sure of his taient?
Aretha has leaned heavily on others for
support and guidance; King Curtis provided
the necessary direction and help — Quincy
Jones, for all his obvious talent, did not.

Aretha Franklin has sold more records
than any other female artist in history;
she still sells out halls; she can still make
millions happy; and she’s still young. Let’s
hope we haven’t yet seen her at her peak.
How mortifying it is to realise that for
virtually every legendary figure in every
field of the arts, success hides a troubled
soul. For Aretha, her sadness is joyful,
but the joy she evokes has a bitter tang.
In Smokey’s immortal phrase, her smile is
just a frown — turned upside down.
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Of all the innumerable vocal
groups that have emerged from the
States over the last decade or so,
the Four Tops are one of the very
few that can be justifiably termed

superstars.

Although during the time they were
contracted to Tamia Motown, they were
just slightly over-shadowed by the pheno-
menal success of their stable-mates the
Supremes, they presented an inspired and
individual interpretation of what was
generally known as the Motown Sound.
Apart from collectively having an abun-
dance of talent and musical expertise, their
eventual success owed much to their own
determination and persistence as well,
and, where others might have become
disheartened and disillusioned along the
way, they had enough faith in themselves
to keep on keeping on. One is happy for
them they did eventually make it.

This long musical apprenticeship began
way back in 1953, and even had roots
stretching beyond then, because each of
them had been singing in various other
groups before coming together to form the
Four Tops. Levi Stubbles (later amended to
Stubbs), Abdul Fakir, Renaldo Benson
and Lawrence Payton, would all no doubt
have paused a little had they realised that
it was going to take 11 long years before
they would come up with a smash hit
record, but in some ways it could be
reasoned that this time was not wasted.

A Time For Learning

They perfected their style, their unity,
(groups can suffer from much internal
disharmony and disagreement), and above
all, strengthened their own confidence
in themselves. They loathed their previous
amateur status and were burning to be
true professionals by the time they had a
hit record. So often they had seen an
inexperienced artist or group hit lucky with
just one record and had then shared the
audience’s embarrassment when watching
them live, in realising that there was too
small a reservoir of real talent in the
performer to follow through with either
continued hits, or successful in-person
appearances. It was a period during which
they paid their dues, but they paid them
and learnt from the experience, and
reckoned that it was better to pay them
before you hit the big time, rather than
just as you hit the top.

At the time of their formation, although
Detroit had a large black population which
ensured plenty of night club and concert
work, there was as yet no record company
based there, and it took thrte years of
arduous work on this circuit before they
were spotted and signed to Chess Records.
Along with such companies as Atlantic and
Vee Jay, Chess were leaders in producing
and marketing records for Black America,
but despite this, none of their records for
the company were successful and their
contract was allowed to lapse. It was
perhaps due more to the prevailing trends
that were popular at that particular time,

rather than to any lack of merit in their
recordings. Black America was not yet
ready for them, so the rest of the US
certainly wasn’t! But rather than modify
their style, they put on a brave face and
went back to the night spots which at least
had the advantage of giving them valuable
experience.

The setbacks and disappointments con-
tinued however. Having signed and cut
some tracks for Red Top Records, the
company decided not to release them, and
after this, their excitement at being
signed to giant and influential Columbia
Records was quickly dashed, when a
couple of singles released by them did very
little to further their careers. It was not
until they met their old friend Berry Gordy
Jnr. that they began their long climb to the
top in earnest.

New Label and Producers

In March 1963, they signed to his then
infant Motown Record Corporation, which
at that time had a label called Workshop,
devoted to jazz and experimental record-
ings which were not easy to place in any
one category or musical style. In order to
give them their head and to work out
their own level in the musical spectrum,
they were launched with an album called
‘Breaking  Through’. Although highly
praised by fellow musicians, the album
made little. impact on the public, but,
whereas their previous recording com-
panies’ interest in black music was finan-
cial before aesthetic, Gordy felt they had
the potential to succeed and it was decided
that they should move to the Motown label
with new producers and A&R men steering
them. To gain more exposure and ex-
perience, they toured for a whole year with
Billy Eckstine’s Revue, and back in Detroit,
Eddie Holland was relinquishing his career
as a solo vocalist in favour of concen-
trating on composing and producing with
his brother Brian and Lamont Dozier.

Between them, Brian, Eddie and Lamont
had written a song called ‘Baby | Need
Your Loving’ which was not in the usual
vein of most of the other songs they were
creating at that time, but as soon as Berry
Gordy heard it on the demo tape, he
realised that this would be a superb
vehicle for the Four Tops. Unlike many
singers, the musical diversity of interest in
all types of records that the Tops shared,
had been quite influential on their own
developing style, and, although undoubted
ly a soul act, these absorbed idioms from
artists like Billy Eckstine, Sarah Vaughan
and mainstream jazz musicians, had over-
laid their style with an indefinable quality
and mellowness that had made them
unique among musical groups. It is a
quality that they have maintained to this
day, and it was a characteristic that made
them readily and easily acceptable to the
mass record-buying public in America,
rather than just the black market. It is
perhaps well evidenced that in one of their
very first press interviews they were
quoted as saying; ‘We are inspired by
anyone with talent’.

The record became a smash in the
States, but success in Britain eluded them
since the song was covered by a local
group who took chart honours from them.
In the States, however, all they touched
seemed to turn to solid gold and their
releases became hits with the same regu-
larity that the Supremes were enjoying,
and by the time they were ready to break
through in Britain, they were already one
of Motown'’s hottest properties.

Their delayed popularity in Britain was
boosted by a personal tour in the summer
of 1965 to promote their release of °|
Can’t Help Myself’ which, (despite the
fact that it has since become something of
a soul classic), failed to click, as did their
follow-up ‘It's The Same Old Song’. But
this type of disappointment was nothing
new to them, and by the time the record-
buying public was ready for them when
they released ‘Reach Out I'll Be There’,
the group that had previously cheated
them of chart honours had slipped into
total obscurity and oblivion.

Now established as hit recording
artists in Britain as well, the chances to
perform concerts and live shows (together
with TV spots) increased greatly, and it
was through the unique and really extra
special magic of their live performances
that they began to build up a legion of
devoted followers, and soon their albums
were making the charts, and their earlier
‘misses’ were being so enthusiastically
received that their record company was
forced to re-release them (a tricky
manoeuvre since their revived hits were
in danger of competing with their newest
recordings), and it can be safely said that
for a time, the Four Tops were the most
popular Motown act in Britain.

British audiences for live concerts can be
notoriously difficult to handle, and many
American artists fail to appreciate the
very vast differences that exist between
them and those they have known back
home, but whereas for many this some-
times proved a fatal stumbling block, the
Four Tops had an act that was almost
better suited in Britain than their local
venues in the States. It is difficult to locate
the secret of their appeal, because all
greats have that indefinable ‘something’
that is known simply as ‘star quality’. But
not only were they armed with a first rate
repertoire of songs to sing, they also
had a certain class and maturity about
themselves and their music that made
them appeal to a very wide age group.
They pleased the die-hard soul fanatic as
much as the well-heeled set who were into
Ray Charles and Nancy Wilson; their fans
were as varied and as assorted as their
own musical influences.

Polish and Perfection

Serving such a long apprenticeship as
they had, before making the big time,
had also given them a perfection and
polish that was not only detectable in
their vocalising, but also in their choreo-
graphy, stage techniques and routines.
They were slick, soulful and very together,
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and this magic combination proved to be
irresistible and stunning. Although their
lead vocals have always been taken by
Levi Stubbs, it is interesting that they have
always maintained a corporate image
rather than being identified as Levi Stubbs
and the Tops, and it is probably indicative
of the true and lasting affection they have
for one another that this should be so.

It has been said that the Four Tops’
records have outsold those of any other
Motown group in the UK, and so identified
were they with Motown and the Detroit
Sound that it came as a shock when
they announced that they were joining
Dunhill Records in the States, when their
contract with Motown expired. They had
successfully weathered the departure of
Holland, Dozier & Holland, and had gone
under the production wing of Frank Wilson,
but even so, many loyal fans were uneasy
when they learned they were joining a
label that until then had been almost totally
inactive in the soul field. Not that the Four
Tops could any longer be claimed by sout
fans as their own exclusive property, but in
any event, such fears and apprehension
proved to be groundless.

They themselves admitted that the

decision to quit Motown was the biggest
one they had ever had to face. They had
had a winning streak that had lasted 12
years, but above all they feared stagnation
and felt a departure would enable them to
spread their wings more and explore other
musical avenues that they had tentatively
flirted with, way back when they were
anonymous enough to do so.

Their Special Magic

Before long, the success of ‘Keeper Of
The Castle’ proved that, despite their
change of label, their popularity has
remained undiminished. Analysing artists
who are in, or who are very close to, the
superstar category, is a difficult and hard
job to do. What makes them so special
above all other male vocal groups who are
scattered in profusion across the US as
well as in Britain? How can one define
that special magic that sets them apart
from their contenders and describe in
words what is essentially a musical and
emotional experience?

In the case of the Four Tops, one is
forced to conclude that it is simple sin-
cerity and dedication of purpose. Charm-

ing, unassuming and clearly no heads
turned by fickle success, they learnt much
in their struggle to the top, and, in profiting
from their sometimes bitter experiences,
they achieved a maturity and poise that
some never find. They are brim full of
characteristics that everybody can easily
identify with, and their sophistication is
that of class performers. They neither have,
nor need, any special gimmicks and they
don’t pass themselves as ‘heavy’ heads,
or make pretentious statements about
matters which they are not involved in.
This may rile some who see significance in
the most mundane gesture and who seek
good copy rather than accurate perspec-
tives, but Levi, Duke (Abdul), Lawrence
and Obie (Renaldo) must enjoy some of the
greatest personal satisfactions that are
possible — they set out to become great
singers, and they achieved just that.

Looking back now, they can see the bad
times in perspective, and as they look to
the future together they can also take
personal satisfaction from the fact that
over the years they have brought a lot of
happiness to a lot of people . . . and the
world is a richer and better place for the
Four Tops having been here.

Dl\o I\ T'Q ,\0 K

Stateside
1964: September. ‘Baby | Need Your
Loving’.

1965: January. ‘Without The One You
Love’.

Tamla Motown

1965: March. ‘Ask The Lonely’. May.
‘It Can’t Help Myself’. August. 'It's The

Same Old Song’. November. ‘'Something
About You’.

1966: March. ‘Shake Me Wake Me
(When It's Over)’. July. ‘Loving You Is
Sweeter Than Ever’. October. ‘Reach
Out I'll Be There’ (No. 1).

1967: January. ’‘Standing In The
Shadows Of Love’. March. '‘Bernadette’.
June. ‘Seven Rooms Of Gloom’.
October. ‘You Keep Running Away’.
December. ‘Walk Away Renee’.

1968: March. ‘if | Were A Carpenter’.
August. ‘Yesterday’s Dream’. November.
‘I'm In A Different World’.

1969: May. ‘What Is A Man’. September.
‘Do What You Gotta Do’.

1970 March. ‘I Can't Help Myself'.
May. ‘it's All In The Game’. September.
‘Still Water’.

1971: April. ‘Just Seven Numbers (Can
Straighten Out Your Life)’. June. (With
the Supremes) ‘River Deep, Mountain
High’. September. ‘Simple Game’.
November. (With the Supremes) ‘You
Gotta Have Love In Your Heart’.

1972: February. ’‘Bernadette’ (Re-
release). (With the Supremes) 'Without
The One You Love’. July. ‘Walk With
Me, Talk With Me Darling’. September.
‘Il Turn To Stone’. November. (With
the Supremes) ‘Reach Out & Touch
(Somebody’s Hand)'.

1973: March. ‘So Deep Within You'.
June. ‘I Can’t Quit Your Love’. July.
‘Are You Man Enough’. October.
‘Sweet Understanding Love’.

1974: January. ‘| Just Can’t Get You
Out Of My Mind’. June. ‘Meeting Of
The Minds’.
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Scevie Wonder

Despite the enormous influence
of their music on the development
of (white) pop, black American
artists have for many years come up
against an endless series of racial
barriers blocking their general
acceptance and classing most of
their work as mere ‘jungle music’.

So, when black singers did start
breaking through to white audiences, all
they lost was their original ethnic follow-
ing. Chuck Berry had to write a country-
styled song, ‘Maybellene’, in order to hit
the pop charts; and with the passing years
fewer black faces were to be seen at
concerts of people like Berry, Little
Richard, Fats Domino and Ray Charles.

But the ‘70s have seen very rapid
change. Now, ironically, despite the
current trend in black music for songs of
black consciousness and heavy political
meaning to largely replace the old ‘love-
lost-and-won’  stereotype; rhythm and
blues, or ‘'soul’ as it is now generally
known, has won universal acceptance. In
fact soul music now commands something
like 30% of the US pop singles chart, and
not much less than that in Britain.

Indeed, the very term ‘soul’ seems to
have lost meaning amid all the changes,
with artists like Stevie Wonder, lke and

S.K.R.

Tina Turner, Marvin Gaye and Billy Preston
now accepted as rock superstars playing
to a largely white audience. It was of
course the fantastically successful Tamla
Motown sound of the ‘60s that paved the
way for this new acceptance, and Motown
weren't far from the truth when they used
the phrase ‘the sound of young America’
in their advertising.

Stevie Wonder was very much a product
of the Motown machine, which churned
out patiently groomed artists and com-
mercially astute records with almost the
same regularity as the neighbouring
Detroit automobile plants churned out
cars. It was Motown who proved that black
artists could not only be highly respected
performers, but actually have a star
entertainer appeal to white audiences.
And in this vein it was Wonder, launched
in 1962 as a black sub-teen idol, who
broke the ice.

Black American Consumers

Previously, black artists had been
judged only on the quality of their latest
record (as they still are by black American
consumers), and it didn't matter how
pretty the artist was so long as he (or she}
couldn’t sing — then no amount of hype
could get them anywhere. This factor led to
a remarkable consistency in soul music.

While there have been many run-of-the-
mill soul records, there have been few that
could be criticised for lacking profession-
alism or musicianship. All this worked both
in favour of and against aspiring black
stars. Primarily, though, if they had talent

then they could get hit records — no
matter how ugly or old they were.
Thus, in Britain in the '60s, black

middle-aged bluesmen like John Lee
Hooker, Howlin® Wolf and Sonny Boy
Williamson |l became the darlings of the
Mod movement; while in the States and
Britain too it sure didn’t matter that Otis
Redding and James Brown weren’t exactly
the best-looking men born. The point was
that so long as they were turning out such
great records the kids didn’t want to fall in
love with their singers, they were happy
just to dig what was in the grooves.

All of this put the blagk artist of the '60s
at an advantage over his white rivals, for
whom teen sex-appeal was everything,
with a lead singer over 22 almost spelling
doom for the group. This situation was,
thankfully, changed in the '70s, when the
music became the most important factor
and oldies-but-goodies like 40-plus Alexis
Korner found no trouble in making hits.

So while blacks found it hard to become
sex symbol idols to white teens — who
constituted by far the largest section of
the record-buying public — they could at
least be assured of a longer, if not quite
so fanfared, career. But though their
parents might scoff, black American kids
did hunger for idols of their own, and their
demands reached a zenith with the
emergence of the Jackson Five in the "70s.
Those same demands though had started
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out way back in 1962 with Stevie Wonder.

Blind since birth, Stevie Wonder — real
name Stephen Judkins — was born in
Saginaw, Michigan, on May 13th, 1950.
When he was three, Stevie's family moved
to Detroit and the youngster soon became
an adept musician, playing harmonica,
organ, bongos and drums. Stevie played
with the White family’s children, and
Ronnie White also happened to be a
member of the Miracles, at that time the
top Motown act. Impressed by the
youngster's musicianship, Ronnie took
him to Motown founder Berry Gordy Jr.,
who was astute enough to recognize
Stevie's latent talent and marketing
potential. Commercially speaking in fact,
Wonder had a lot going for him. He was
only 12, which made him cute; he was
blind, which, while a tragic fact, could only
help his appeal to the mums and dads as
well as the kids; and most important of all
he really could lay down an exciting and
different sound. Wonder was no Little
Laurie London, no Osmond Brother of the
early '60s: he didn’t just Jook right, he was
right.

Initially, Gordy groomed him as a sort of
junior version of Ray Charles, calling him
Little Stevie Wonder and cutting a ‘Tribute
To Uncle Ray’ album. With his third record,
the pounding, exciting ‘Fingertips’ — a
record that stands entirely on its own,
neither Wonder nor anyone else ever
having done anything like it since — the
12-year-old 'Boy genius’, as Gordy rather
presumptuously dubbed him, hit the no. 1
slot in the American charts. The record
had been recorded live during a show at
the Apolio Theatre in Harlem, which
accounted for much of its infectious,
immediate excitement. Even at this early
stage of his career though, Wonder was a
master showman. Unable due to his

handicap, to dance around the stage like
his contemporaries, Wonder would bob
and sway over his keyboards, one ear

cocked as if listening for musical notes
out of the sky, then shuffle over to the
drums or bongos for a stunning display of
virtuosity.

In 1965 the Motown Sound was just
beginning to make an impression in
Britain, and a package-tour was organised
including all the label’s top acts. It was
somewhat premature, playing to half-
empty houses, but as a promotional
venture it was invaluable, and Stevie
Wonder proved to be one of its most
impressive acts. With his 1967 recordings
of ‘A Place In The Sun’ and ‘| Was Made
To Love Her’, Wonder's style took a new
turn. Gone was the brash, strident RaB.
His voice was starting to mature from its
earlier high pitch, and he was now into
somewhat lush ballads which, while
broadening his appeal towards the pop
mainstream, tended to be less soulful.

Link With The Label

In 1971, Wonder, who had now dropped
the ‘Little’ tag, though still only just out of
his teens, began to exert stronger control
over his own career. His contract with
Motown ended, Wonder was now able to
do exactly what he wanted in musical
terms, instead of being manipulated by the
Motown production team as before. The
finished tapes were then leased back to
Motown, thus maintaining his link with
the label. The first result was the prophetic
‘Where I'm Coming From’ album, which
showed a whole new turn in Wonder's
creative direction. Already, with ‘We Can
Work It Out’, he had come up with one
of the few versions of Beatle songs to
better the original, and now he showed
that while he still sure had some soul,
it was the potential of rock which really
interested him.

Touring with the Rolling Stones helped
him break through barriers of classification
that had dismissed him as a 'soul man’

of restricted appeal and musical dimension.
He played on recording sessions with Jeff
Beck, Eric Clapton and Steve Stills among
others (Beck recording his ‘Superstition’),
and became engrossed in experimentation
with the Moog synthesizer, the clavinet
and other electronic keyboard instruments.
Such was his dexterity that he could almost
make the synthesizer sing, and his stage
acts became even more brilliant as he
almost seemed to make his machine sing.
Producing other artists, notably his now
estranged wife Syreeta Wright, also took
up more and more of his attention. Here
too he showed that ReB, once in grave
danger of drowning in a sea of sock-it-to-
me clichés, had far from exhausted its
potential. But it was with the release of
the critically and publicly acclaimed ‘Music
Of My Mind' album in 1972 that Wonder
really clinched things. It had soul in plenty,
but wasn’t soul — it had rock too but wasn't
rock — the brew was, quite simply, Stevie
Wonder.

Following through with ‘Talking Book’
and ‘Innervisions’, Wonder became one
of the first black artists to move himself
away from being a singles’ performer, to
working chiefly in on albums. For a decade,
black music had appeared consistently in
the best-selling pop singles listings. Now
Wonder and his contemporaries, most
notably Curtis Mayfield, Marvin Gaye,
Isaac Hayes, Bobby Womack and Billy
Preston, fought clear of the limitations of
the single to establish themselves con-
sistently in the album charts.

Where Motown recordings had been
specifically engineered to make them
ideal for playing on cheap portables and
juke-boxes, R&B had at last come of age
and assumed its rightful place not as a
separate, purely ethnic art form, but as an
integral and vital part of the rock scene.

Stevie Wonder with Soul stars Martha
and the Vandellas.
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OTIS REDDING

The Big Boss Soul Man

When Otis Redding died, you
could see skinny kids walk the
streets with black arm bands over
their mohair suits. Back in his home
town of Macon, Georgia, the City
Auditorium had to be hired to
accommodate all the people that
came to his funeral. His last record —
‘Sitting On The Dock Of The Bay’
—was his biggest seller ever.

Otis was a giant, the big boss soul man
from the deep south who, more than any of
his contemporaries, extended the appeal of
his music to the white audience. At the
Monterey Free Festival in 1967, he was the
only soul artist to turn up, and he
shimmied and shoved his 200 Ibs of
mohaired blackness all over the stage, to
show the white hippy tribes that he too
was a 'Love Man'.

Perhaps the Monterey and similar
audiences — already shuffling their feet

for acid rock and a ride on the Jefferson
Starship — would have tired of Otis as
quickly as they seemed to tire of other soul
artists who had for a while been popular
with them. Or perhaps Otis, like Aretha
Franklin, would have managed to keep a
following whe were happy to let him stay
within the confines of his own musical
style. That he was among the very best
soul performers — some could say he was
the best — remains undeniable. His con-
tribution was enormous.

Otis Redding was born in 1941, in
Dawson, Georgia, one of the so-called
‘slave’ states of America, where whites are
white and blacks /s nigras, and never the
two shall meet. At an early age the Redding
family moved to nearby Macon City, and it
was there, while still in his late teens, that
Otis first joined a group. As vocalist with
Johnny Jenkins and the Pinetoppers he
gained valuable experience working the
southern college circuit, and at 19 he made
his first record, ‘Shout Bamalama’, for the
small southern label of Bethiehem. In style,

‘Shout Bamalama’ was strongly influenced
by the crude blues ‘shout’ style of Little
Richard, another native son of Macon,
whose success over the previous years
would obviously have impressed the young
Redding. His other idol at this time was
Sam Cooke, another black artist who had
been scoring consistently in the pop charts
since his first release in 1957. Cooke's soft
intimate style and distinctive phrasing were
an example to almost every emergent soul
singer, and while Otis was to soon outgrow
the influence of Little Richard, the
impression made by Sam Cooke remained
to the last.

In 1962, Johnny Jenkins was scheduled
to record for Atlantic Records (though with-
out Otis), and he asked Otis to drive him
to the studios in Memphis. When the .
recording session had finished, there were
40 minutes of studio time left, so Otis got
permission to cut a song that he had
written called ‘These Arms Of Mine'. It
was a simple tune, using minimal accom-
paniment, but Otis turned in a moving
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delivery that completely transformed the
song. It was obvious to those present that
here was a fine and unacknowledged talent

if still a little raw and ‘country’ in their
eyes — and Otis was promptly asked to sign
with Volt records, the newly formed sub-
sidiary of Stax Records, itself only a year
old. For all intents and purposes, Volt was
synonymous with Stax, using the same
studios, session musicians, and producers,
and for the rest of his life Otis would use on
his records the talents of the wonderful
musicians who had played on ‘These Arms
Of Mine’; Booker T and the MGs, who
together with the Memphis Horns made up
the Markeys.

‘These Arms Of Mine’ became Otis’s first
single, with the ‘B’ side 'Hey Hey Hey’, a
rough shouter which still showed the Little
Richard influence. Possibly it surprised the
organisation at Stax when it was a hitin the
R&B charts. In any case, over the next
couple of years Otis recorded a series of love
ballads in a similar vein, most of them
self-penned, and all of them big hits in the
R&B charts, though among the pop
audience they mostly fell on deaf ears.
Success here was not to come for some
years. These songs — 'Pain In My Heart’,
‘That's How Strong My Love Is’, 'I've Been
Loving You Too Long’, and later ‘Lover’s
Prayer’ — exploited a similar vein to ‘These
Arms’  with increasing confidence and
artistry. Their lyrics were unashamedly
sentimental, their tone confessional and
imploring, their arrangemehts and tunes
deceptively simple.

Counterpoise

The Stax houseband of the Markeys
played an important role on all of Otis's
recordings, and on these early hits they
established the tender mood the songs
needed — reinforcing the gradual build-up
of the songs with smooth, sweeping horn
riffs, while guitarist Steve Cropper chimed
In as a counterpoise to Otis vocals. Part of
Otis’s greatness was that he could combine
tenderness with forcefulness, and he
rarely bettered his early performances in
this respect. His voice often had a husky,
smoky quality which could change
abruptly into a bhard, anguished tone,
swapping its quavering emotional un-
certainty for conviction. ‘That's How Strong
My Love Is’ illustrates this process.

This was only one side of Otis Redding.
In 1964, he released an uptempo number
for his next single — ‘Mr. Pitiful’. It was an
altogether different style. For one thing,
the Markeys blew harder, punchier, more
insistent riffs, while bassist 'Duck’ Dunn
ran long loping bass figures beneath the
beat. Otis himself did full justice to the title
in his agonised vocals, running each line
into inconclusion, like a man so overcome
with the tribulations of romance that he
could no longer fully control his verbal facul-
ties. As asong it was quite ingenious.

It was the following year, 1965, that
saw Otis’s style reach fruition. Already
renowned as a master of the soul ballad
and with ‘Mr. Pitiful’ as one of his nick-
names, he released one of his greatest
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Above: A shot of Otis Redding from the film
good vibes as the only soul performer.

singles, 'Respect’. In sound and tempo it
was even more ferocious than "Mr. Pitiful’
while Otis shifted his persona from that of
the tired, careworn lover to that of proud,
uptight, and defiant main-man. '‘Respect
was in fact an aggressively sexual song,
while its demands for respect could also
be extended to a wider social situation. In
some ways it was Otis’s equivalent to the
Stones’ ‘Satisfaction’, and it was to that
hymn, to frustration, that Otis now turned
for a follow-up.

Despite their brilliance, none of Otis’
early records had made a sizeable
impression on the pop charts. The {white)
pop audience, soul freaks apart, simply
wasn’'t ready for the raw aggression and
emotionalism of black soul music. Now
they began to show interest, partly because
of the cover versions by groups like the
Stones {who had covered ‘That's How
Strong’ for example). Otis knew that it was
the uptempo dance numbers like Wilson
Pickett's ‘Midnight Hour’ and James
Brown's ‘Papa’s Got A Brand New Bag’
that were grabbing radio airspace and
hence the chart success; now, on Steve
Cropper’s suggestion, he cut ‘Satisfaction’
to grab him some of the same.

Though the record had the desired effect
of spreading Otis’ reputation, it was none-
theless an inferior recording. Otis himself
was alleged to have disliked it. His records
until then had carried the ring of sincerity,
‘Satisfaction’ had artifice Otis's heart
was not in it. One has only to listen to the
two superlative albums that he sub-
sequently released to understand this.
"Dictionary Of Soul’ and 'Otis Blue’ both
defined the Redding style, and gave proof
to his growth into a creative force in his
own right.

Otis rarely received adequate credit
as a writer, yet the vast majority of his
hits were self-penned, and on songs like

‘Monterey Pop’, where he produced such

‘Ole Man Trouble’, and ‘Sittin' On The
Dock Of The Bay' he was beginning to
show personal vision that went beyond the
confines of love and romance. Like Sam
Cooke, he was just finding his true ability
as a writer when his life was cut off
tragically {Sam Cooke died three years
before Otis almost to the day).

Elsewhere, he co-wrote 'Sweet Soul
Music’ with Arthur Conley, perhaps the
most joyful celebration of soul music
among a number of songs on that theme.
He also produced Arthur’'s records
another facet of his talent that was only
just beginning to be explored. Otis loved
to work, which is partly the reason why
there is so much material by him available
on record. He was always writing, touring,
and recording, and still finding time to
spend with his wife Zelma and their three
children at his home — a 300 acre farm in
Round Oak, Georgia.

Otis toved success and fame — few stars
do not — but his concern always seemed
to be to reach as many people as possible.
Communication was a vital concern to
Otis: "'Basically | like music that is
simple,” he said, ""and | feel that this is the
formula that has made soul music a
success.”

Simplicity, though, did not mean lack of
skill. It was as rare for the Markeys to
overplay their parts as it was for Otis to
overstate or overload his lines. Steve
Cropper, shortly before Otis's death,
remarked that:

‘"He gets over to the people what he's
talking about, and he does so in so few
words, that if you saw them written down
on a piece of paper they might not make
any sense. But when you hear the way he
sings them, you know exactly what he's
talking about.”

Sometimes, of course, his attempts
failed. He had his lapses of taste, his
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failures, his excesses. On ‘Daytripper’
and ‘I Can’'t Turn You Loose’ for example,
his non-stop verbal barrage and repeated
interjections are not warranted, though
on stage he could get away with the same
technique; in fact it was infectious, as the
several live versions of ‘Sad Song’ show
only too well. His biggest hit while he
was alive — 'Tramp’, a novelty number he
recorded with Carla Thomas — is also one of
his lamest offerings, far from the funky
finesse of something like ‘Down In The
Valley'. In fact, 'Tramp’ is stacked with
stale old soul riffs that someone found
lying about on the studio floor, and, like
some others, say ‘Chain Gang’, it plods.

Throat Operation

For a while, it did seem like Otis was
losing some of his magic. Like other soul
artists, he had hit a rut, his style was
becoming clichéd. ‘Tramp’ was indicative
of what was happening to the music as a
whole — though its commercial success
had never been greater, and most artists
were at last receiving recognition; among
them Aretha Franklin with her version
of 'Respect’. Otis had to have a throat
operation, which put him out of action
for a time, unable to make a record at a
time when one was most badly needed.
But on stage he never lost any of his
charisma, quite the opposite, and in 1967,
his appearance at the Monterey Festival
was an enormous success. What he lacked
in stage style and movement he made up
for in delivery and feeling. It was shortly
after his Monterey appearance that he
wrote ‘Sittin” On The Dock Of The Bay’,
which he recorded complete with sound
effects of seagulls and lapping waves.
It was a tribute to the Monterey audience
and his best work for some time.

It was on December 10th, 1967, that
Otis Redding died; when his private plane,
not long acquired, crashed into a fog-
shrouded lake near Madison, Wisconsin,
while on a flight to Cleveland, Ohio.
Seven others were killed as the plane
plunged into the icy waters, among them
four members of his backing group the
Markeys, all of them under 20.

Otis Redding was 26 when they buried
him at his home town of Macon, with a
congregation of 4,500, who had come
to pay their respects, including many of
soul’s top artists. The loss was enormous.
Otis was one of the few soul artists who
showed signs of coming to terms with the
stagnation of soul, and though his cover
versions of other people's songs were
invariably more than adequate, he had his
own lyrical voice which would undoubtedly
have developed in the years to come.
Ultimately, he managed to step outside the
stage suit of 'soul man’ and reach his
audience as a real person.

A hick southern boy, a ‘tramp’ maybe,
but he looked good out there on the
boards, just singing his sad sad songs,
still inviting the audience to shake; being
brash, introvert, confused, and self-
assured all in one set. There is no need
for us to doubt how strong his love was.
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Star
supreme

The jazz pianist, Lennie Tristano,
once wrote a letter to Downbeat,
the American jazz journal, inquiring
whether anyone but he, had noticed
that the logical heir to Billie Holiday's
mantle as the greatest jazz singer
was . .. Diana Ross.

That is something of an overstatement,
but it is nonetheless true that, with Aretha
Franklin and Dionne Warwick, Ross
possesses one of the best female voices in
rock, pop, jazz or soul.

She has come a long way for a girl who
began life as a ghetto child, in Detroit's
‘Black Bottom'. She grew up in a housing
project — a comfortable American term for
governmentally subsidised slums. Among
her girlhood friends were Mary Wilson and
Florence Ballard, and while at high school
the three of them were inspired —by a group
called the Primes, who later became the
Temptations — to form a singing group
called the Primettes. ‘For almost twoyears’,
say the liner notes to their first US album,
‘Meet the Supremes’, ‘they sang at schools,
churches and civic affairs. . . . Then one
night while attending a local record ‘hop’
as spectators, Diana, Mary and Florence
met an A&R man from Motown, told him
that they sang, and were invited down for
a routine audition.’

Years later, Diana told the story much

differently, on the five-volume, ‘The Motown
Story':
"I moved to a street on the north side of
Detroit, and Smokey lived about four or
five doors away from me . . . | used to sit
and watch them rehearse on their base-
ment steps. | told him that | had a group
and any time he could listen to my group, |
would really appreciate it. And he did set
up an audition for us. The only reason
Berry Gordy saw us or heard us was that
he happened to be passing through the
streets at the time we were singing.

“Finally, they decided that they might
sign us if we would go back and finish high
school . . . | needed a job, to help my
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family out and also for the car-fare to go
back and forth from the studio to try to do
some background sessions. (Gordy) gave
me a job and it was about three months |
worked there. | didn't do a thing except
straighten off his desk. But it wasn't a real
office, anyway, because at that time Berry
used the whole building and everyone would
gather in this one little room. | think he
gave me about 20 dollars.”

Even in the beginning, Diana stood out
from the other girls. First, because of her
beauty, which was great even then, and
also because her voice was so clear, trilling
out the soprano notes with an edge of
profound despair.

Success Formula

Of the first three Supremes singles, only
‘Buttered Popcorn’ was very good, and it
was uncharacteristically risqué for an early
Motown recording: ‘Nice and greasy and
sticky and gooey and softly. | said what do
you like, he said you know what | like:
buttered popcorn.’

Their fourth single, "Where Did Our Love
Go?’, catapulted the Supremes to the front
ranks of girl groups. It was 1964, and
British rock was sweeping the world. About
the only competition, in fact, was Motown.
Though Elton John claims in the liner notes
to ‘Touch’, that "Where Did Our Love Go?

never became a hit in Britain, it did in fact
reach no.3 after 10 weeks.

In America, the Supremes followed this
initial success with four no.1s in succes-
sion: ‘Baby Love’, ‘Stop In The Name Of
Love’, ‘Come See About Me’ and ‘Back In
My Arms Again’. They had 15 successive
Top 20 hits, beginning with ‘Where Did Our
Love Go?' and ending with ‘In And Out Of
Love'. In that time, there were a total of
10 no.1s, and only one of those 15 failed
to reach Top 10 status: 'Nothing But
Heartaches’, which made no.11.

But the inevitable friction had begun.
For one thing, some observers began to
complain that the Supremes’ songs were
written to a formula. Others had the view
that Diana’s soprano had become a radio
irritant, and that Motown was just a pop
mill back in Detroit, grinding out mediocrity.

All of this looks pretty silly today, of
course. Among those 15 records were
classics like ‘My World Is Empty’, ‘The
Happening’, ‘You Can‘t Hurry Love’ and
‘You Keep Me Hangin’ On’, besides the
songs already mentioned. Holland-Dozier-
Holland, who wrote most of those sup-
posedly trite melodies and lyrics, are today
recognised as innovative pop geniuses.

Right: Diana Ross singing a Billie
Holiday number in the film Lady
Sings The Blues.
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"U[ﬂ L.H pic & bottom R.H. pic Diana
Ross has suzcessfully survived the jump
from the ‘€0s to the ‘70s and comes
across as a very talented, keautiful lady,
who is now making a name for herself in
films, as well as in the super-glitter
world of the top cabaret drcuit. Centre
pic: A sexy, showbiz shot of Diana in
Hollywood. Bottom L.H. pic: Florence
Mary and Diana were the hit-making
Supremes.
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But other tensions had more substance.
The group became Diana Ross and the
Supremes (with ‘Reflections’, in 1967,
just as Motown's first stars had earlier
been renamed Smokey Robinson and the
Miracles. Then too, a romance, which was
never more than semi-public, had developed
between Diana and Berry Gordy. We can
only imagine the results for the group; it is
true that the product declined. Only two
more no.1s would result: the chilling
‘Love Child’, which may be Diana’s
greatest accomplishment, and the group’s
last hit, which was, ironically, ‘Some Day
We'll Be Together'.

Conventional pop wisdom would have
the Temptations as the first of Motown's
social-consciousness groups, but in reality
the Supremes, with 'Love Child’, had the
first "social meaning’ song. Diana isn’t, as
far as anyone knows, a love child herself,
but you couldnt tell it from the anguish
she projects in this record. ‘Started my life/
In an old cold run-down tenement slum’,
Diana sings telegraphically . . . and it
echoes across 400 years of Black America.

Ironic Performance

For a time, in late 1968 and 1969, the
Supremes were teamed up with the
Temptations (those old Primes with the
Primettes, as they'd originally intended),
and then with the Four Tops (but without
Diana). Aside from ‘I'm Gonna Make You
Love Me’, a remarkable performance that
made no.2 in the States and no.3 in Britain,
no hits resulted. But the Supremes, as they
were, were through after ‘Someday We'll
Be Together’. Such an ironic performance
that — on the ‘Motown Story’ set, is repre-
sented by a live track — with a suitably
weird applause track at the beginning.

Diana’s first solo performance was
"Reach Out And Touch (Somebody’s Hand)".
She says that Gordy did not want to
release it because ‘it was a waltz’. But,
she adds, she wanted the song to be her
first solo single because she was con-
cerned about the drug problem in the black
community that raised her to fame, and she
wanted ‘to send out a message to the
young people’. 'Reach Qut’ was a modest
success, but ‘Ain‘t No Mountain High
Enough’, which followed, was agiant smash.
It completely recaptured the frenzied
gospel glory which Motown had appended
to rhythm and blues to achieve its earliest
success. After ‘Love Child’, it is probably
her greatest record.

In 1969, while at a performance in
Gary, Indiana, Diana saw a young singing
group, led by a pre-adolescent she couldn’t
believe. They were, of course, Michael
Jackson and the Jackson Five, who went
on to become the biggest teenage recording
group since the Beatles. Michael Jackson
may eventually wind up with a success
story as enormous as Diana’s.

After 'Ain’t No Mountain’, in 1970 and
throughout 1971, her recordings became
relatively half-hearted. There were some
good ones, notably the version of the old
Four Tops’ number, '‘Reach Qut !'ll Be
There’, but certainly nothing to match the

dynamic passion of her earlier work. It
looked like a career in sad decline.

But if that was what the public thought,
then she was soon to prove them wrong.
True, Diana — along with the rest of Motown
— had moved from Detroit, the scene of the
original inspirations — poverty and preju-
dice, deprivation and despair — to Los
Angeles and Hollywood: home of success
— The Great American Dream Machine.

Diana also got married, but to a young
white music businessman, not to Berry

DACK TRACK

Singles only:

1961: March, ‘It Want A Guy’. July,
‘Buttered Popcorn’.

1962: May, ‘Your Heart Belongs To Me'.
November, 'LetMeGoThe Right Way’.
1963: February, ‘My Heart Can’t Take
it No More’. June, ‘A Breathtaking
Guy’. October, ‘When The Lovelight
Starts Shining’.

1964: February, ‘Run, Run, Run’. June,
‘Where Did Our Love Go?’ (First UK
hit). September, ‘Baby Love’. October,
‘Come See About Me’.

1965: February, ‘Stop In The Name Of
Love’. April, ‘Back In My Arms Again’.
July, ‘Nothing But Heartaches’. October,
‘I Hear A Symphony’. November,
‘Twinkle Twinkle Littte Me’. (Re-
released November 1967). December,
‘My World Is Empty Without You’.

1966: April, ‘Love Is Like An Itching In
My Heart’. July, ‘You Can‘t Hurry Love'.
October, ‘You Keep Me Hangin’ On’.
1967: January, ‘Love |s Here And Now
You're Gone’. March, ‘The Happening’.
July, ‘Reflections’ (first as Diana Ross
and the Supremes). October, ‘In And
Out Of Love'.

1968: February, ‘Forever Came Today'.
May, ‘Some Things You Never Get Used
To’. September, ‘Love Child’. December,
‘I'm Gonna Make You Love Me'.

1969: January, ‘I'm Living In Shame’.
February, ‘I'll Try Something New’.
March, ‘The Composer’. May, °‘No
Matter What Sign You Are’. August,
‘The Weight’ (with the Temptations).
October, ‘'Someday We'll Be Together’.
1970: March, ‘Why (Must We Fall In
Love)'.

DIANA ROSS - SOLO

1970: June, ‘Reach Out And Touch
{Somebody’s Hand)’. August, ‘Ain‘t No
Mountain High Enough’.

1971: March, ‘Remember Me’. August,
‘I'm Still Waiting’. October, ‘Surrender’.

1972: April, ‘Doodn’ Doobe Doobn’
Doobe, Doobn’ Doobe Doo’. Motown'’s
first film Lady Sings The Blues, starring
Diana as Billie Holiday.

1973: March, ‘Good Morning Heart-
ache’. November, ‘You're A Special Part
Of Me’. ‘All Of My Life'.

1974: March, ‘You Are Everything’
(Diana & Marvin). April, ‘Last Time |

Saw Him'.

Gordy. Her album covers also began to
reflect some kind of change. She grew
thinner, her always pop-eyed expression
grew larger and larger. On the 'Everything
Is Everything’ cover, she even looks like a
discarded puppet, or an urchin off the
street.

Then, in mid-'71, the announcement
came that Motown would begin work in
motion pictures. lts first project was to be
a movie of the life of Billie Holiday, named
after Holiday's ghost-written autobio-
graphy: Lady Sings The Blues. Diana Ross
would play Billie.

As usual, the purists went beserk. How
could this . . . this upstart pop singer
presume to represent the world’s greatest
jazz singer in a film?

When Lady was released in 1972, the
critics were silenced. Diana’s performance
is simply magnificent, not portraying
Holiday literally, but as a figure who repre-
sents the possibility and the problems of
black success. Her singing is not imitative,
but rather evocative. When she sings ' Good
Morning Heartache’, you want to cry,
which is much closer to the spirit of Holiday
than a literal, but inevitably less emotive,
rendition could possibly ever have been.

Lady Sings The Blues made a far bigger
star of Ross than mere music ever could
have. She was billed opposite Billy Dee
Williams, and their cinematic romance
was a wonder to behold. But more than
that, Lady extended the black film experi-
ence beyond the sex and violence routines
of the quickies. (Some of which, mind you,
were very well done: Superfly in particular
stands out). Lady looks classy, and though
it is in a way centred around sex, drugs and
violence, it also has a sensibility that is
almost genteel.

Academy Award

Diana Ross made her mark, of course,
with pop, and that is probably the only
way it could have been done. Dianabrought
her message home to America in the ways
that counted the most: she was nominated
for an Academy Award . . . she deserved
to win, too, but the Academy does not yet
seem prepared to acknowledge the full
impact of black film . . . and Lady made
fistfuls of money. The public may have been
able to safely write Billy Holiday off as a
weirdo, but they can’t ignore Diana Ross —
who has them where it counts: on the
screen, on TV specials, on the ever-present
radio.

It is possible to argue that Aretha Frank-
lin has had more impact, or that Dionne
Warwick’s style has been more truly aimed
at the American heartland, but it is Diana
Ross who has done what would have been
impossible for Billie Holiday, or anyone
else. She has reached the pinnacle of
American success, reached that pinnacle
in the bosom of the American dream:
Hollywood. If her next project, a film of
Peter Pan in which she will play the old
Mary Martin role of Peter, is a success,
she will have consolidated that success
into something which the others may never
be able to match.
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O. mankownz

Jimi
Hendrix

Bold
AsLove

Had Jimi Hendrix died two years
earlier he would have gone down as
the greatest star in the rock & roll
galaxy. The timing of his death was
as tragic and wasteful as his death
itself. In 1970, people were saying
that Jimi was over the hill, and he
never got a chance to prove them
wrong. Had he died on the way up
the hill, imagination, myth and fact
would have turned that hill into the
Mount Everest of Rock. For, in
those early years, Jimi Hendrix was
just about perfect — as rock stars go.
As it was, Jimi spent two years
spoiling the picture and then broke
the frame.

In his time he eclipsed both Eric Clapton
and Mick Jagger, and made everyone else
look old-fashioned. He single-handedly
changed the actual sound of rock & roll,
opening up an entirély new field of music
for the guitar, and then almost exhausted
the possibilities of that field before he
died. On stage he looked amazing, full of
that threatening sexuality that suits rock
& roll best, and the music . . . well Jimi
summed it up himself in ‘Voodoo Chile’:

‘I have a humming bird and it plays so loud
You'd think that you're losing your mind’

Jimi Hendrix was born in Seattle,
Washington, on November 27th, 1942, as
James Marshall Hendrix; His mother,
Lucille, who was of Indian descent, didn’t
get on too well with his father, James
Allen Hendrix, so Jimi was frequently sent
off to stay with his grandmother, a full
blooded Cherokee, in Canada. Lucille died
when Jimi was 10, just about the same
time as Jimi first showed an interest in
playing the guitar. This strained home
background was to leave its mark on
Hendrix, who found it difficult to make real
friends and trust people throughout his
life. Jimi had a brother, Leon, five years
younger, who also plays guitar, and two
step-sisters from his father's second
marriage.

An early shot of the original Jimi Hendrix Experience, which featured, left to
right, bassist Noe! Redding, Hendrix, and drummer Mitch Mitchell.

His father bought him his first guitar
when he was 11. Jimi learned so fast that
his father sold his sax to buy him an
electric guitar a year later. Because his
father didn’t earn very much as a gardener,
Jimi left school at 16 — although the story
goes that he was thrown out for holding a
white girl's hand in class. He played in
some teenage rock & roll bands, copying
the Coasters amongst others — his first gig
was at a National Guard armoury, for
which the group got 35 cents each.

In 1963, Jimi joined the Army. He
volunteered ‘to get it over with’, but
typically he chose the paratroops, making
25 jumps before injuring an ankle on the
26th, when he was discharged. It was
during this 14 month stint in the army
that Jimi met Billy Cox who was later to
replace Noel Redding on bass.

After the army, Jimi worked for a vast
number of black Ra&B bands touring the
States. Amongst others he backed Little
Richard, the Isley Brothers, Wilson Pickett,
lke and Tina Turner and Joey Dee and the
Starlighters. Little Richard put Jimi's back
up by refusing to let Jimi wear a brightly
coloured shirt. Jimi jumped from band to
band pretty fast, hopping one tour into
town and another one out. The discipline
was a little too heavy for him too — a $50
fine for missing a step in the routine or a
chord change — and the musicians often

got fired when the band leader owed them
too much money.

In 1964, Jimi went to New York's
Greenwich Village, where he recorded with
the Isley Brothers and Lonnie Youngblood.
Then in 1965, after recording with Curtis
Knight he formed his first band — Jimmy
James and the Blue Flames. While he was
playing at the Café Wha, Jimi was seen
by the white blues singer, John Hammond
Jnr, who moved Jimi to the classier Café
A Go Go and played with him there for a
month. It was here that Jimi was first seen
by the stars of the day, Bob Dylan, the
Beatles and the Stones among them, and
the word started to spread round — as far
as Chas Chandler.

Chandler had been the bass player with
the original Animals, who, in 1966 were
breaking up, and Chandler had decided to
become a record producer and manager —
not too many people gave much for his
chances. Keith Richard’s girlfriend, Linda
Keith, told Chandler about this ‘great
guitar player’ in the 'Village', and took
Chas to see him at the Café Wha. They
talked together and Chandler was
impressed enough to be ready to take Jimi
back to England before he heard him play.
Hendrix wasn’t so sure and asked a lot of
questions about English equipment and
musicians, but the clinch came with a
promise of a meeting with Eric Clapton,
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whom Chandler saw quite a lot at the
time. Chas was totally convinced later
that evening, when Jimi played "Hey Joe’
— a song that Chas was already planning
to record when he found the right person.

Jimi Hendrix and Chas Chandler arrived
in London in September 1966 — a London
ruled by the Beatles, the Stones, the Who
and the newly formed Cream — not an easy
place to make your mark in unless you
were special, very special. Jimi was taken
round to Zoot Money's house, which was
always full of musicians, to jam for a
while and get to feel at home. Two weeks
later, Noel Redding came up from
Folkestone to Chandler's Gerrard Street
office, to audition for Eric Burdon’'s new
band, and Chas lent him a bass to see
how he worked out with Jimi. A little later,
Mitch Mitchell was thrown out of Georgie
Fame's band and Chas asked him to play
drums with Jimi. At the first get-together,
they played for four hours non-stop — the
Jimi Hendrix Experience was born.

Chas Chandler took their recording of
‘Hey Joe’ to Decca but they turned it
down . . . ‘I don’t think he's got anything’,
said the man. However, Kit Lambert (the
Who's manager) saw Jimi at the Scotch
of St. James club and was determined to
have Jimi on his new label, Track. As
Track didn’t start until March 1967, the
first single came out on Polydor. The
group’s first booking also turned up via the
London club scene — Johnny Halliday saw
Jimi jamming with Brian Auger at Blaises
and asked if Jimi could provide the
support band for his next tour of France.

Last Bass Guitar

On his return, things were fairly slow for
Hendrix in Britain and Chas Chandler's
money was running low. Chas sold six bass
guitars to pay for a reception at the Bag ‘O
Nails and invited some promoters he knew.
The result was a £25 booking as support
group to the New Animals. For the second
gig at the Chalk Farm Roundhouse, Jimi
had had his guitar stolen, so Chandler
sold his last bass to get Jimi a replacement.
Two days later ‘Hey Joe’ climbed into the
UK singles chart . . . “We did it by the skin
of our teeth’, said Chandler.

"Hey Joe’ launched the Experience onto
a quick tour of London’s top clubs, ('Purple
Haze’ was written in the dressing-room
at the Upper Cut, in the East End). Then
came national exposure on a ‘package’
tour with the Walker Brothers, Cat Stevens
and Engelbert Humperdinck. Chandler
knew that the Walker Brothers, who were
the big sex idols at the time, were going to
split after the tour, so the Experience
worked out a very sexy act to ‘cop all their
reputation’. Jimi's upstaging of the big
stars was not taken quietly, as Chandler
recalled:

‘There was a lot of ill feeling backstage,

and they would screw up the lights, or

put the house lights up on the audience
during his act. It was quite a tour. There
were no barriers in pop then, no pseudo
hippies. It was all entertainment and

a great tour for the audiences.’
8 2 {Jimi Hendrix by Chris Welch)




Redferns

Then came the Monterey Pop Festival.
Paul McCartney who had been helping to
organise the festival had said that it
wouldn’t be a real festival without Jimi
and Brian Jones flew over specially to
introduce him to the American audience.
The Experience looked and sounded light
yvears ahead of the competition and it took
30 minutes to quieten the audience down
when Jimi had finished waving his
burning guitar above his head as a sacrifice
to the occasion. On the strength of this
Bill Graham booked the Experience for the
Fillmore West to play with the Jefferson
Airplane. Chas Chandler:

‘We played the Fillmore and Bill Graham

gave us $2,000 each as a bonus when

the Airplane cried off the rest of the gigs
after our first night. Bill also gave us
antique engraved watches. Bill has had

a lot of mud thrown at him, but he's a

gas. g Jimi Hendrix by Chris Welch)

In the meantime, Chandler's partner
Mike Jeffery had signed the Experience
for a tour of the States with the Monkees.
This was not appreciated by Chandler and
the rest of the group. Jimi died a death in
front of the Monkees’ 12-year-old
audience, so promoter Dick Clark and
Chandler dreamed up the story that the
Daughters Of The American Revolution
had waged a campaign to get Jimi banned
for his obscene act. Jimi did several more
gigs in the States; saw 'Are You Exper-
ienced’ go up the American charts, and
returned to England.

No Burning Guitars

While 1967 was Jimi's year with four
singles and two albums in the British
charts and two albums in the American
charts, 1968 saw the first signs of that all
was not well with the Experience. On tour
in the States, Jimi was blowing amplifiers
and walking off stage after only four
numbers. Gone too was the dramatic
showmanship no dancing or burning
guitars. Jimi was becoming bored with
his image. Back in 1967 Jeff Beck had
said:

‘Jimi’s only trouble will come when he

wants to get himself off the nail he has

hung himself on. The public will want
something different, and Jimi has so
established himself in one bag that
he’ll find it difficult to get anyone to
accept him in another. (New Musical Express)

And that’s what happened. Jimi found
audiences ready to cheer him even if he
played badly — provided he threw himself
around a bit and smashed a guitar. Quite
a spot for a musician who wants to retain
some self respect to find himself in. Jimi
Hendrix was already a very lonely man,
even those who knew him for years never
felt that they really knew him. As Chas
Chandler said in Chris Welch's book Jimi
Hendrix:

Jimi lived with me for two years and |

would never presume to say | knew him.

Nobody knew him. He never seemed to

confide in anybody’.

Now he was cut off from his audience
and rigours of touring were taking their
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toll. There were a few violent incidents
with girls’ that were suitably hushed up
and, on a three day tour of Sweden in
1968, Hendrix was jailed for smashing up
a hotel room. But the music was still
there, on record at least. ‘Are You
Experienced’ and ‘Axis: Bold As Love’ still
stand almost untouched by the passage
of time. When they were released in 1967
they were so far ahead of the field, so
different and strange that the rock & roll
industry was just stunned at first. This was
obviously the next craze/direction but no
one had the faintest idea how to play it,
for Jimi was doing things on the guitar that
just seemed impossible. He would hold
two strings feeding back while he played a
melody line on the others and sang at the
same time. His years on the road backing
Little Richard and the rest had given him
a firm mastery of rock & roll, blues and
RaB; Jimi was a brilliant guitarist without
any electronic gimickry. Given his head
and musicians who could keep up with
him, Jimi stretched his equipment to the
limits, exploring every possibility that his
guitar and amplifier could offer. Above all
else, Jimi was an inventive flowing
musician who put more ideas into a two
minute guitar solo than most rock bands
used in a whole album.

Dangerous But Desirable

He was also a much better songwriter
than he was ever given credit for, largely
because not many people saw the songs
as anything more than pegs on which to
hang that amazing guitar-work. ‘Are You
Experienced’ contains some very strong
songs, from the opening track 'Foxy Lady’,
which has Hendrix playing up his fole as a
dangerous but desirable sexual threat;
through ‘Manic Depression’, one of the
best pieces of heavy rock ever recorded;
and ‘Love Or Confusion’ which has a
stunningly fluid guitar solo; to the strange
alienated world of ‘| Dont Live Today'.

‘Will | live tomorrow?
Well | just can't say
But | know for sure

/ don’t live today’

Jimi’s lyrics often had this air of defiant
but dejected loneliness about them. On
‘Axis: Bold As Love’, side one ends with
‘If Six Was Nine' (a reference to the
Chinese Oracle, the / Ching or Book Of
Changes).

‘If the mountains fall in the sea
Let it be, it ain’t me

Got my own world to live through
And | ain’t gonna talk to you’

Then, spoken over the long freak-out
ending, Jimi makes one of the many
references he made to his death:

‘I’'m the one who's got to die when it's

time for me to die — so let me live my

life the way | want to.’

‘Axis’ is probably the most poetic album
that Hendrix made, and the guitar work
throughout is particularly fluid and lyrical.

84

The guitar introduction to ‘Little Wing’
is a work of pure genius, as is Jimi's
playing on ‘Castles Made Of Sand’. ‘Up
From The Skies’ features some beautifully
laid-back wah-wah guitar and some
strangely off-hand ‘social comment’ type
lyrics:

‘| heard some you got your famlies
Living in cages dark and cold

Some just stay there and dust away
Past the age of old.”

High Point of Experience

1968 saw the last album from the
Experience as such — ‘Electric Ladyland'.
This double-album was not so well
received by the rock critics and was
dismissed as a collection of ‘over indulgent
blowing sessions’. In reality, 'Ladyland’
was the high point of Jimi's recording
career, but at the time people were looking
for something more flashy and dramatic.
As the Melody Maker's Chris Welch
admits in his biography of Jimi Hendrix:

‘Hearing the album again after an

interval of a few vyears, it sounds

infinitely better than it did on release to
ears thirsting for a new 'Hey Joe' or

‘Foxy Lady'.’

It's hard to think of an album as broad,
witty and strong as ‘Electric Ladyland’
receiving a luke-warm response but that's
what happened. This response was
probably influenced by the performances
the Experience were giving on stage at
the time — they had never exactly been
over-rehearsed but now they looked like
three strangers playing together, and Mitch
Mitchell was beginning to take drum solos
on every number. Rows developed in the
studio, and Chas Chandler decided that
he was wasting his time:

‘There were so many people hanging

around him, (Hendrix) he couldn’t be

himself. We had an argument about
it, and he said, "OK, no more.” Then
someone would turn up at the studio
with a bag of goodies and pour some
more down his throat. Mike Jeffery
turned up at the studio as well and
stuck his oar in. Things began to
deteriorate. And there was a big row
about the cover which Mike said was

a piece of crap.

‘There was a dreadful atmosphere in the

studio, which was full of hangers-on.

We did six tracks for the ‘Electric

Ladyland’ album, and nobody was

ready to compromise anymore. All | was

doing was sitting there collecting a

percentage. So | said, “Let's call it a

day.”’ {Jimi Hendrix by Chris Welch]

Despite this, ‘Ladyland’ is probably the
most successful, in musical terms, double
album ever released, full of amazing
guitar work and Jimi's vividly colourful
lyrics:

‘I’'m not the only soul

To be accused of hit and run

Tyre tracks across your back

/ can see you've had your fun’
{Cross-town Traffic)

And the bluesy but menacing ‘Voodoo
Chile’ — a long studio jam with Jimi
playing a heavily echoed guitar against
Steve Winwood's hammond organ:

‘Well the night | was born

| swear the moon turned a fire-red
Well my poor mother cried out
‘Lord the gipsy was right”’

There is a second version with just
Redding and Mitchell ('Voodoo Chile:
A Slight Return’) which has Jimi playing
wah-wah guitar as strong as the lyrics:

‘Well, I'm standing next to @ mountain
Chop it down with the edge of my hand’

After 'Electric Ladyland’, the Experience
broke up as such, when Noel Redding left
to devote more time to his own Band,
Fat Matress. For Jimi's appearance at
Woodstock, Noel was replaced by Billy
Cox, whom Hendrix had played with in
his army days. They did two numbers and
walked off stage because Jimi felt ‘it's not
coming together’ — something that
happened several times in the next year or
so.

Black Power

There were no further albums until
‘Band Of Gipsies’ in 1970. Jimi spent
most of 1969 hiding out in New York with
some friends; flirting briefly with the Black
Power Movement. The ‘Band Of Gipsies’
had Buddy Miles on drums and Billy Cox
on bass. The album, recorded ‘live’ at the
Filmore East in New York is strangely
flat and boring, and Jimi rarely gets into
full flight. He would not have released it
but he ‘owed the record company an
album’. Buddy Miles wasn't quite right for
the band and when Jimi returned to
Britain in August 1970, Mitch Mitchell
was behind the drums again. At the third
Isle of Wight festival Jimi was not at his
very best, having just flown from a party
in New York to celebrate the opening of
the Electric Ladyland recording studios —
vet he did manage to show a little of his
old fire, in spite of the under-rehearsed
band. They then embarked on a European
tour but Billy Cox became ill so they
returned to Britain. In September, Jimi
gave an optimistic interview to the Melody
Maker:

“I've turned full circle — I'm right back
where | started. I've given this era of
music everything, but | still sound the
same. My music’s the same, and | can't
think of anything new to add to it in
its present state.
“When the last American tour finished,
I just wanted to go away and forget
everything. | just wanted to record and
see if | could write something. Then |
started thinking. Thinking about the
future. Thinking that this era of music,
sparked off by the Beatles, had come to
an end. Something new has to come
and Jimi Hendrix will be there.”

But Jimi Hendrix died on September
18th, 1970. That Friday morning his girl-




Mike Hope

friend, Monika Danneman, left Jimi
sleeping to get some cigarettes. When she
returned, Jimi had been sick in his sleep.
She couldn’t wake him and realised that
he had taken some sleeping tablets. She
phoned for an ambulance:
‘The men said he was okay and sat him
in the ambulance. | found out later they
should have laid him down flat to
breathe. But they put him on a chair
with his head back. He did not die from
the sleeping tablets because he had not
taken enough to be an overdose. It was
not fatal. The reason he died was
because he couldn't get air. He suffo-
cated on his own vomit.’
{Jirm Hendrix by Chris Welch)
The Coroner recorded an open verdict
and said that there was no evidence to
show that Hendrix intended to commit
suicide, ‘The question why he took so
many sleeping tablets cannot be safely
answered’. Apart from Eric Burdon, most
of those who knew or worked with Jimi
felt that his death was a tragic accident.
Chas Chandler:
‘| don't believe for one minute he killed
himself. That was out of the gquestion.
But something had to happen and there
was no way of stopping it. You just
get a feeling sometimes. It was as if the
last couple of years had prepared us for
it. It was like the message |'d been
waiting for.” Wit Hendrix by Chris Welch)

Last Of The Giants

Jimi Hendrix left behind several filmed
performances and his records. The best of
the films is Jimi Plays Berkley — a
beautifully shot record of an entire show
when Jimi was at his very best, musically
and visually, moving at that intense
emotional pitch that only he seemed to be
able to sustain over a whole act. Second
best is the Warner Brother's documentary
Jimi Hendrix which contains some unique
footage of Jimi playing a 12-string
acoustic guitar.

‘Cry Of Love’ was released after Jimi's
death and is an indecisive album, certainly
nowhere as good as the first three, ‘Are
You Experienced’, 'Axis: Bold As Love’ and
‘Electric Ladyland’. ‘War Heroes' is merely
a collection of odd bits and pieces they had
lying around the studio.

It seems strange that such a major
figure in rock & roll should recieve such
shabby ‘cash-in’ treatment from his record
company after his death. The only memorial
album worthy of the name was issued by
accident before he died — someone decided
to issue an album called 'Historic Perform-
ances’, with one side Jimi Hendrix and the
other Otis Redding, live at Monterey —
both artists subsequently died.

Be that as it may, when Don McClean
wrote a song about the Altamont festival
he got one thing wrong — the day the
music died was Friday, the 18th of
September. Jimi Hendrix may well be the
last of the giant rock heroes, for rock has
now become too safe, too socially
acceptable, and too diverse, to fall under
the spell of just one man again.

DACK TRACK

Born in Seattle, Washington, on
November 27th, 1942,

1964: ‘Jimi Hendrix and the Isley
Brothers’ album recorded in New York,
(Buddah). Also ‘Jimi Hendrix and Lonnie
Youngblood' album (Platinum).

1965: 'Jimi Hendrix and Curtis Knight’
albumrecordedin New York (London).
1966: Comes to England with Chas
Chandler in September. Forms the Jimi
Hendrix Experience with Noel Redd-
ing (bass) and Mitch Mitchell (drums).
1967: January: ‘Hey Joe’ makes the
British charts. March: ‘Purple Haze'.
May: ‘The Wind Cries Mary’ and ‘Are
You Experienced’ album. June: Monterey
Pop Festival. September: ‘The Burning
Of The Midnight Lamp’. November:
‘Axis: Bold As Love’ album.

1968: January: Three day tour of
Sweden. Jimi jailed for wrecking hotel
room — fined all his earnings in Sweden.
March: Tour of USA. May: °‘Electric
Ladyland’ double album. July: Noel
Redding leaves the Experience.
November: the Experience officially
disbanded, ‘All Along The Watchtower’
released in Britain.

1969: February: Concert at the Albert
Hall in London with Mitchell and Red-
ding filmed and recorded (album — "Ex-
perience: Original Soundtrack’ on Em-
ber label). June: Woodstock Festival.
1970: January: ‘Band Of Gipsies’ recor-
ded live at the Fillmore East — Buddy
Miles, drums; Billy Cox, bass. August:
Isle Of Wight Festival, with Cox and
Mitchell. European tour abandoned
because Cox becomes ill. September
18th. Jimi Hendrix dies.

1971: 'Cry Of Love’ album.

1972 'War Heroes’ album,

1973: “Jimi Hendrix’ double album of
live recordings from the Warner
Brothers’ film of the same name.
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Britain was slow to find its way into the rock revo-
lution that Americans had started in the ‘50s. A
decade later the focus of the music suddenly shifted
across the Atlantic with the emergence of four young
Liverpudlians called the Beatles, and the youth busi-
ness, sensing that it was on to a good thing, quickly
made hay out of England’s new swinging image, not
only in music, butin fashion, design and pop artas well.

The ‘50s had been dominated by American artists

..........

Synoicaticn “nternational
Y . ! # Beatles’ album released. ‘|
")/i\c\ I\ I ]IQ /\C\II\ Want To Hold Your Hard’
released; direct to no. 1,
advance orders of one
million.
1964: January, ‘| Want To
Hold Your Hand’ top in US
charts. February, ‘All Iy
Loving’ EP makes no. 13.
March, 'Can’t Buy Me
Love’ released; an instant
no.1in UK and US.
Summer, ‘Long Tall Salky’
EP makes no. 11. July,
A Hard Day’s Night premiered
in London. ‘A Hard Day’s

1362: October, ‘Love Me
D>’ released. December,
‘Love Me Do’ enters UK
charts; highest position 17.
1963: January, 'Please
Please Ve’ released:
reaches no. 1. April, ‘From
Me To You’ no. 1. ‘Please
Please \1e’ first album
released. June, ‘Twist And
Shout’ E? reaches no. 1.
August. ‘She Loves You’
no. 1. Ncvember, ‘With The

Ke +stone Press

CHAP
The Beatles

and the few true home-grown stars who had achieved
any sort of international success — like Cliff Richard

started as imitators of the US rock & roll stars. The
year 1962 saw the Beatles emerge from obscurity to
become first national, then international and then
truly global stars. They changed so much, and in their
wake came others — the Rolling Stones, the Animals
and the Who and many more — each making their
contribution. The second wave was also centred on

Night’ makes no. 1. ‘A
Hard Day’s Night’ albun-
reaches no. 22. November,
‘l Feel Fine’ makes no. 1.
December, ‘Beatles For
Sale’ album released.
1965: April, ‘Ticket To R de’
reaches no. 1. July, ‘Help’
single. August, ‘Help’
movie and album released.
December, ‘Day Tripper’/
‘We Can Work It Out’,
tenth consecutive hit to be
instant no. 1 in UK.
‘Rubber Soul’ album
released.



TER3
& British Rock

Britain but was sligntly different. Tom Jones was the
more traditional balladeer who stormed the American
showbiz strongholds and conquered them; the Bee-
Gees moved from Australia to find great success
based out of London. Then came the supergroups
whose appeal was almaost instantly international and
who worked for a greater part of the year in America
than their home country — Cream and Led Zeppelin
became part of a transatlantic élite.

The break-up of the Beatles meant not so much the
losing of a great group but, for their fans, the gaining
of four new and individual superstars as John,
George, Paul and Ringo cut their own separate
careers. In the meantime Cliff Richard who, in a way,
had started the whole British boom, continued,
adapting to new times, broadening his appeal and
surviving to become one of the world’s most enduring
pop stars.

Kcbal Callectior.

ondon Features
1366: June, 'Paperback
Writer’ is the first single in
over two years not to jump
s=raight to the top of the
British charts. It did
esentually reach no. 1
position. August, ‘Yellow
Submarine’/’'Eleanor Rigby’
released. ‘Revolver’ album
released.
1367: February, ‘Penny
Lane’/'Strawberry Fields
Forever’ released; first
s ngle since ‘Love Me Do’ 10
fail to reach no. 1. June,
‘Sgt Pepper’s Lonely

Hearts Club Band’ album
released. July, 'All You

Need Is Love’/'l Am The
Walrus’ released as single
and makes no. 1. November,
‘Hello Goodbye’ released.
December, Magical Mystery
Touwr T.V. film.

‘Magical Mystery Tour’ double
EP released, and makas no. 2.
1963: March, 'Lady
Madonna’ released (ro. 1).
July, The carioon film

Yellow Submarine is
premiered. September,

‘Hey Jude’, the Beatles’

Camera Press
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first release on the new
Apple label (no. 1).
November, ‘The Beatles’
white album released.
December, 'Yellow
Submarine’ album released.
1969: April, ‘Get Back’
topped the charts. June,
‘Ballad of John and Yoko’.
August, ‘Abbey Road’, the
Beatles’ last album,
recorded. October,
‘Something’ makes no. 2.
1970: May, Let I/t Be film
premiére. ‘Let It Be’ album
released.






Top left: Cliff Richard
Bongo. Centre top: A scene from Young
Love. Centre: Cliff in variety. Top right:
The moody singer. Bottom left: An early

in Expresso

serious portrait. Centre bottom: The
laughing pirate in Wondesful Life.

Cliff Richard must have been
swigging elixir three times a day for
the last 15 vyears; certainly his
looks dispute memories of his first
hit in 1958. But that's when it was.
"Move It entered the charts in
September of that year. Almost as
surprising, in retrospect, is the fact
that he started so /ate, since he was
cast as Britain’s answer to Presley
— and by 1958 Elvis had been going
strong for more than two years.

Before Cliff (formerly Harold Webb) went
professional he was a number one Elvis
fan: he wanted to dress like Elvis, he
greased his hair back the way Elvis did,
grew his sideburns long like Elvis, slung
his guitar from his shoulder like Elvis, tried
to look exactly like Elvis and sing like Elvis.
In truth he worshipped Elvis. Then Jack
Good saw him and, as Cliff recalls, "‘the
first thing he said to me was: 'You look too
much like Elvis. Cut your sideburns off and
throw away the guitar’.” Still, even with-
out the guitar and sideburns Cliff did pretty

well. He had a useful sneer (though it
turns out that was because he had a bad
tooth in front and was embarrassed to
smile — he had it capped eventually) and,
dressed in dark shirt and white tie, with his
hair just breaking its greased formation,
he could look good and moody.

‘Move It’, a no. 2 hit, was a wild enough
rocker — ‘C’'mon Pretty baby, let's move it
and groove it’ — but hardly a trailer for his
future career. Less than a year later, he
recorded a song which was a model for the
style he was to retain thereafter.

It happened like this. A film was to be
made about a kindly vicar’s attempts to win
the respect of local juvenile delinquents.
Someone in the production office had the
smart idea of casting an up-and-coming
young pop singer as one of the youths to
boost the box-office appeal. The character
naturally would turn out good. How else?
Cliff got the part and a song to sing on the
soundtrack.

A Rocker At Heart

The film was Serious Charge, the song
‘Living Doll’. It wiped the sneer off Cliff's
face. "’'| did ‘Living Doll’ under duress, and
it was released because the film was out.
And it absolutely took off. It was the first
time I'd ever had a chart entry as high as
14 after five days’ release. (It rapidly went
on up to no. 1.) | didn’t even like the song
very much at first, but it changed the whole
course of my career. Before, | was a
rocker, only acceptable to kids; ‘Living Doll’
brought me an audience that was far more
family, it brought mums and dads along to
see what the apparition was on about.
| was still a rocker at heart and remained
a rocker for years, but from then on | had
the best success with ballads.”

The importance of 'Living Doll’ in Cliff's
career is beyond doubt, and it also had a
crucial influence on British pop music in
general. Nik Cohn overrated it when he
called it ‘by far the most influential
British single of the whole decade’, but he
wasn’'t far off the mark, for many of the
lightweight, tuneful pop ballads of the next
years owed their style and success to
‘Living Doll’s and their domination of the

charts remained unbroken until the
later arrival of the Beatles.
Cliff himself, perhaps more through

modesty than insight, is less sure of the
song’s influence: "'At the time | was too
selfish to think about anything else but the
effect on myself. | always feel that ‘Living
Doll’ happened only for me. | suppose it did
lead the way, but not by itself. There were
other tuneful things happening. | don't
think | started a great fad for melodic
music. | think it had been growing for
quite a while. In those days there were hits
in the charts that would be considered
nonsensical now, but they were melodic.
All | know is that it brought a fantastic
new audience to me, and the chance to
sing songs that | would have liked to have
sung, but wouldn’t have perhaps if | hadn’t
sung ‘Living Doll’ — things like ‘Twelfth Of
Never’, ‘Constantly’ and ‘It's All In The
Game’, which still remain the bigger ones

of my records. | have had hits since with
out-and-out rock things, but ‘Living Doll’
changed my career.”

If Living Doll’ drew the mums and dads
in alongside the kids, it was a film, The
Young Ones, which brought along the rest
of the relations. It was his third, as he had
followed Serious Charge with another
straight role in Expresso Bongo, playing an
up-and-coming young pop singer. He did
well even though he wasn’t the star, and
he didn't at all mind playing support to
Laurence Harvey, because he wanted to
be a serious actor.

In those days it seemed as soon as any-
one made no. 1 in the charts he wasn’t
content to be just a pop singer anymore,
he wanted to be a film star too. Presley,
of course, set the style by visiting Hollywood
every few months to rush off another box-
office smash, so the rest wanted to do the
same. In Britain Tommy Steele was the
first — he made it easy on himself and
starred in The Tommy Steele Story — then
Cliff, then Adam Faith (Beat Girl and Mix
Me A Person), then Billy Fury (Play It
Cool) — and John Leyton took it so seriously
that he gave up pop altogether.

With Expresso Bongo Cliff was luckier
than most, and he knew it: It was the
first and only acting | did for years. | really
had high ideas. | thought, ‘I’'m not going to
star in a film for at least nine or ten years,
because it's too much responsibility; let
someone else do it and I'll just appear in
them.” That was my little dream world.
Then someone came up to me with this
Young Ones idea and talked me into it —
very easily. It sounded fun, so | thought I'd
give it a try, but it was really an accident.
After about three weeks of shooting it was
obvious we had something. The whole
studio was abuzz. Whenever our gang
appeared people would nudge each other
and say, ‘They're making a great musical’.
It was really nice. | enjoyed it.”

Good Clean Kids

The Young Ones, made in 1961, estab-
lished an ideal formula for commercial
success — good clean kids having good
clean fun, plus pop music, dancing, and a
happy ending. It was followed by Summer
Holiday (1962), Wonderful Life (1964),
and Finders Keepers (1966). Then the
formula wore thin, however, and the fun
wasn't fun anymore. People still queued
to see them, and put the soundtrack
singles into the Top 10, but for Cliff
they became a major drag. ""They were alt
the same. And every time | got offered
another film, it was always: ‘Got a wonder-
ful idea, chaps. Let's get a bus, paint it
red, and let's go to Greece, huh?’ So | cut
out.” But The Young Ones had served him
proud, for by endorsing the wholly accept-
able image first presented by ’Living Doll’,
and carrying it to an ageless and nation-
wide audience, it established him for keeps
as the British Champion of Pop {(Light-
weight Division). All he had to do was stay
fit and no one could touch him.

The year which began with the title song
of The Young Ones topping the charts —



1962 — was just about Cliff's best. He
released three other singles that year, two
of which made no. 2, and the third no. 1.
But a more remarkable demonstration
his consistency and the strength o
following lies in the fact that 196
almost as good, because 1963 w
year of the Beatles and the groups’
Only two other solo singers appr*ched
his success that year — Frank Ifield and
Billy Fury, neither of whom had much
further success. Elvis Presley reached the
Top 10 just once in 1963, Adam Faith had
only three Top 20 hits altogether after
1962, Bobby Vee had one, while neither
Marty Wilde nor Craig Douglas nor Lonnie
Donegan had any hits at all. Cliff hung on.
Even when the Beatles knocked him he
took it, didn’t fight back — just kept the hits
coming.

oom.

| Can’t Sing Heavy

By then he had it figured out. As long as
he continued to make good straight pop
records, he would go on racking up hits. He
was fortunate in that he never had a hot
run of no. 1's to follow — in his total
career he has only twice managed succes-
sive chart toppers — so he was never so
high that he fell when innovation hit the
scene. Apart from the loyalty of his fans,
his consistent success has been due to his
ability to change, to adjust his material to
the climate of phe charts. “'That's what
| like about my careery Every now and
again |'ve come up with something that is
of the time, so that I've been in it, but not
on the bandwagon. lke ever consciously
cashed in and said®4t's getting a bit
heavy now — | can’t really sing h\rbut
we’ll put a few fuzz guitars in.” I'€ done it
if it fits the thing, without going out of my
way to do it.” The clearest example of this
adaptability is also his classic song: ‘The
Day | Met Marie'.

It was recorded in 1967 and written
(like "Throw Down A Line’ and ‘'The Joy Of
Living’ both simiarly attuned to their
time) by Hank Marvin — who by then had
outgrown his role as lead guitarist of
Cliff; k-up band, the She s, and
front man on the PBand’'s own
e Shadows had in

‘Let's Go To S
Flowerpot Men {
the pop
mentality, ‘'The Day
summer’s mood with
bells, beads or flowers

0. Whereas the
eir song typified
crass bandwagon
et Marie’ fitted that
banal references to
he fact that it was

a considerable disappoin “lt's my
favourite recording. It was one of the best
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constructed songs |'d had given to me, up
until that point, and | still do it on stage
it's such a good song to sing.”
onths later, though, CIiff was back
with a song that could only
"Marie’ in terms of popularity. In
respect ‘Congratulations’ was a
lesser song. In fairness to Cliff, it was not
a song of his own choosing, although he
did choose to enter the Eurovision Song
Contest, for which it was the British entry.
The™fact that it reached no. 1, when better
songs had failed, must have convinced him
f the enormous effectiveness of television
as a stage on which to sing — since both
the contest itself and the original selec-
tion of 'Congratulations’ (by viewers) took
place on television.

In Britain, the notion of the television
performer as pop star {and vice versa)
plays an important part in both television
entertainment and pop music. In recent
years not only have pop singers swapped
‘live’ public appearances for the television
scfeen — not surprisingly — but television
entértainers, notably Ken Dodd, Rolf
Hatgis, and Des O’'Connor, have enjoyed
success as pop singers. The conclusion to
bevdrawn is obvious: television pushes the
size of'an audience into many millions.

liff took the point and joined the team.
He had the right qualities — a pleasant
appearance, an air of youthful maturity,
an excellent voice, an easy manner — and
found it easy to establish a powerful rap-
port with his vast unseen
television became the pivot o

Neverth‘less, he still feels the ne h
year to reaffirm more personal contact and
confirm theMimpression he gets from fan
mail and viewing figures, (that his fans are
still all there), by doing his own head
count. "'l go on tour every year and every
year | expect it to be different. But it isn’'t
and I'm amazed. The best test of the
strength of one’s popularity is if one can
get people to come out from their tele-
vision sets ob a cold winter’s night.”

al Guitarist

obvious and constant signs
rity is as great as ever, he
can ease back and simply
ars’ momentum. He's been
his guitar playing recently,
was strumming one even
iscovered’, he admits that
s | played it like everyone
— and | do still really. But
it now, and | play a lot
to. I'm not a natural
| appear onstage play-
en months, but in
my new act ['ll do maybe five sengs with a
guitar, and a quiet *\py self with
my guitar and strings, doing a couple of
songs that I've written recently.’

In 1973 he made Take Me High, which
was his first film for quite a number of
years, and more importantly, pumped
greater energy into the soundtrack singing
sessions than on any previous recording:
| felt they were the best sessions I'd done
for yonks. Vocally, for me, they were the

best because they demanded so much.
People say to me, ‘Isn’t it difficult being a
singer?” and | say, "‘No, I've been singing
since | was six — in the bath, anywhere —
it's easy. | open my mouth and sing’. Not
everybody likes it, but that's the way it
goes. It's just natural, there’s no work
involved at all . . . until that session, where
| really had to think about opening my
mouth a bit and bellowing.”

DACK TRACK

Chart hits, all with Columbia.

1958: 'Move It' (no. 2); ‘High Class
Baby’ (no. 7).

1959: ‘Never Mind'/'Mean Streak’
(no. 8); 'Living Doll’ (no. 1); ‘Travellin’
Light’ (no. 1).

1960: 'A Voice In The Wilderness’
(no. 2); ‘Expresso Bongo EP (no. 8);
"Fall In Love With You'/'Willie And The
Hand Jive’ (no. 2); ‘Please Don't
Tease’ (no. 1); ‘Nine Times Out Of Ten’
(no. 2);’I Love You’ (no. 2).

1961: 'Theme For A Dream’ (no. 4);
‘Gee Whizz It's You’ (no. 8); ‘A Girl
Like You’ (no. 3); ‘When The Girl In
Your Arms Is The Girl In Your Heart’
{no. 2).

1962: ‘The Young Ones’ (no. 1); ‘Do
You Want To Dance’/'I'm Looking Out
The Window’ (no. 2}); ’It'll Be Me’
{no. 2); ‘The Next Time'/'Bachelor Boy’
(no. 1).

1963: ‘Summer Holiday’ (no. 1)
‘Lucky Lips’ (no. 4); ‘It's All In The
Game’ (no. 2); ‘Don't Talk To Him’
(no. 2).

1964: 'I'm The Lonely One’ (no. 8);
‘Constantly’ (no. 4); '‘On The Beach’
(no. 7); ‘Twelfth Of Never’ (no. 8);
‘I Could Easily Fall’ {no. 6).

1965: ‘The Minute You're Gone’
(no. 1); 'On My Word’ (no. 12); ‘"Wind
Me Up’ (no. 2).

1966: ‘Blue Turns To Grey’ (no. 15);
"Visions’ (no. 7); ‘Time Drags By’
{(no. 10); ‘In The Country’ (no. 6).
1967: 'It's All Over’ (no. 9); ‘'The Day
I Met Marie’ (no. 10); 'All My Love’
(no. 8).

1968: ‘Congratulations’ (no. 1).

1969: 'Good Times’ (no. 12); 'Big Ship’
{no. 8). 'Throw Down A Line’ (no. 7);
"With The Eyes Of A Child’ {(no. 20).
1970: ‘The Joy Of Living’ (no. 24);

‘Goodbye Sam, Hello Samantha’
(no. 5); 'l Ain’'t Got Time Anymore’
(no. 25).

1971: 'Sunny Honey Girl’ (no. 18);

‘Silvery Rain’ (no. 24); 'Flying Machine’;
‘Sing A Song Of Freedom’ (no. 15).
1972:°'A Brand New Song'.

1973: ‘Help It Along’ (no. 29); ‘Power
To All Our Friends’ (no. 4); ‘Take
Me High' (no. 26).

1974: ‘(You Keep Me) Hanging On’.




Paul
McC€arctney:

TheWing
Commander

Referenzce © the Concise Oxford
Diczionary gives the meaning of
‘'suder’ as: ‘exceeding, going beyond,
more thar, Too exalted for contract
and beyond t1e norm’. Turning the
pages revee s the meaning of the
word ‘sta”’ 3s. ‘principal item in a
peformanze o©or an entertainment,
briliant or prominent person, such
a tody tyat appears in groups of
two. four or siz’.

Having desermined the literal meaning
of superstar’, its easy to appreciate how
all of these r eanings can apply to Paul
McCartney ard easy to understand exactly
whe he is cften classed as such.

Trampeting Start

Far someome who showed little interest
in music as & child, Paul must have sur
prised everycme when he persuaded an
uncle to loan hm a trumpet so he could
pick out fttlz tunes on it. Then, after
acguiring a ‘aste for the trumpet, Paul
stasted doodlng about with the family
piaio situated m the living-room. But it
was only wath the arrival of rock & roll that
Pav ‘s interest n music proper was atoused
Hawing winessed a concert by Lonnie
Donegan &t she Liverpool Empire, Paul
persuaded nig father to buy him a guitar.
His father, hingelf a keen musician, pur
chased a sacend-hand six-string for £15,
anc Paul's assault on pop music — a lot of
wh ch he was to change - had begun

He begann s"ening to records and the
rad o as nuch as possible. His favourite
listening was Elis, Little Richard and all
the other Ameaican rock & rollers. Having
listened to ‘A Shook Up' over and over
again, he bag-n to pick out the chords on
his guitar which by this time he had
cor verted mto ¢ lelt-handod modael  and
having lear it shs chordy, he started trying
vocal imitatio “s of Elvis’ voice.

The nox: somg he learnt came oasier
tha » the first, and the one alter that, easior
Joseph Stavers




still. Paul began to realise that playing the
guitar wasn't as difficult as it first looked:;
so, with a miniature repertoire of his own,
he went out in search of other musicians
who shared his devotion to rock & roll.

He didn’t have to look very far. One after-
noon a close friend dragged Paul along to
the local parish church to listen to a group
that he sometimes played with. Paul
listened to the group and criticised them
harshly — which for someone who'd never
played out in front of an audience was
a bit of a cheek. He did, however, remem-
ber that the lead guitarist was quite good
{(meaning by his own standards) . . . and
that was the first meeting of Paul McCartney
and John Lennon.

Paul Joins John

Having exchanged mutual likes and
dislikes, Paul told John that he too could
play a guitar. John showed typical Lennon-
esque interest, and invited Paul along to
the group’s next rehearsal which was to be
later that week. At the rehearsal Paul,
armed with guitar, showed John all the
chords he knew; and John in return did the
same for Paul. Paul couldn’t help noticing
that John played all his chords in banjo
structures, and later learned that this was
because John had learned the guitar via
the banjo. Nonetheless, Paul was invited
to take part in the rehearsal — he was the
most fluent player of them all — and
immediately afterwards John asked Paul
to join the group.

After John and Paul had been playing
together for some months, they decided
to expand their repertoire. The only songs
they knew, though, were either the ones
they had heard on the radio, or ones which
either of them had on record. John ex-
plained to Paul that he had written a few
little songs that maybe they could include
in their act. Paul listened attentively, and
liked what he heard. it had never occurred
to Paul McCartney that songs had to be
written in order to be performed, and for
the first time in his 16-year-old life he
considered the possibilities of writing some
of his own. Little did he know that in his
field he possessed the talent of the
supernatural.

The first few songs he wrote were not
very good. He found that he was able to
write so much, but that when, for example,
he got to the middle, he was lost. At this
point he turned to his friend and, in his
eyes, ‘experienced’ songwriter, John
Lennon. John willingly helped Paul over
the hump by writing in chords that had
never before occurred to Paul. The resuit(?)

. the first Lennon/McCartney compo-
sitions.

By this time the group had undergone
major changes. The other original members
had left, and a new guitarist — George
Harrison — had joined. They also had Stu
Sutcliffe on bass and, later, Pete Best on
drums. They were playing raucous rock &
roll with all the venom and drive of enthu-
siastic youngsters having a good laugh.
But this group meant more than a good
laugh to these ‘kids’; they were serious,
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they believed that they could make it big.
All they needed. so they thought, was a
good image, the right music and a lot of
luck . . . and they could be as big as Elvis.
But we all have our dreams!

The band, with Paul and John very
much the leaders, moved on from clubs in
and around Liverpool to Hamburg. The
apprenticeship was taking place. Working
long hours and, when not on stage, sitting
in their room writing, they polished up
their stage act. Furthermore, they were by
now building up a fan following. Nobody,
but nobody, and this included even Paul’s
parents, was going to tell them that they
couldn’t make it.

When, as the Beatles, they did begin to
break the ice, it was Paul who acted as
the group’'s go-between to the general
public that wanted to get to them. Paul
was, unofficially, the Beatles’ public rela
tions man: he did most of the talking
during interviews, answering the serious
questions seriously, and always managing
to appear in spontaneous photographs as
though he had spent at least three hours
preparing for them.

Everyone had their particular favourite
Beatle, but most people seemed to har-
bour a kind of affection for Paul. Perhaps
it was because of his boy-next-door look,
or perhaps that he never seemed too
exalted for contact, but most probably it
was because of the songs he wrote.

Parent Appeal

Paul seemed to have the uncanny knack
of being able to write songs aimed directly
at the hearts of his audience . . . a talent
he doesn’'t appear to have lost. John, on
the other hand, was even then writing far
more about his inner self, and the fans
found it just a little bit too difficult to asso-
ciate his stuff with themselves. But this is
generalising of course. Paul's songs also
had, it appears, far more meaning for the
Mums and Dads, and it was, after all, once
the Mums and Dads started taking an
interest in the Beatles that the affair blew
up out of all proportion.

How easily a married couple of 50, for
example, could identify with "When I'm 64°,
‘She’s Leaving Home’, 'Honey Pie’ and
Here, There And Everywhere’. Because
Paul sang them with great care and flavour
these people made Paul, in their minds at
least, a superstar. Like Frank Sinatra be-
fore him — and Tom Jones after — Paul had
the charisma that makes people of all ages,
colours, and sexes, warmtohim. He appears
to say in his music what everyone would
like to say to each other, but can never
find the words to express.

Then, when Brian Epstein died in 1967,
the Beatles unconsciously became Paul
McCartney’s group. It was Paul who took
over the running and musical direction
of the group, and in many ways this sig-
nalled the beginning of the end for the
Beatles. All four of them were by then
writing in different directions, and it was
plainly obvious that it wouldn’t be long
before the party was over.

But in order to keep the party going,

DACK TRACK

Born on June 18th, 1940, at Walton
Hospital, Liverpool.
1969, Paul and Linda Eastman marry at
Marylebone Registry Office, London.
1970, April: Paul's first solo album
‘McCartney’ released. December: the
Beatles split up and Paul issues a court
suit in order to get the Beatles dissolved.
1971, Febrvary: Paul & Linda release




their first single entitled ‘Another Day’,
making the UK Top 10. May: Faul and

Linda release first album together
entitled ‘Ram’. From this album ‘Back
Seat Of My Car’ on single, flopped.
December: Wings’ first album released
entitled ‘Wild Life’.

1972, February: Wings release °‘Give
Ireland Back To The Irish’ which is
immediately banned by the BBC. Start
of ‘Wings Over Europe’ tour. May:
‘Mary Had A Little Lamb’ singl2 which

climbs into the UK Top 10. December:
Wings release "Hi, Hi, Hi’ which again is
banned by the 3BC, this time for sexual
references.

1973, May: Paul plays to a British
audience for the first ume since 1966
at Bristol Hippodrome, beginning a UK
tour, followed by a UK TV spectacular.
Wings’ second album ‘Red Rose Speed-
way’ and from it a single ‘My Love’ is
released. June: Paul writes music for
James Bond film ‘Live and Let Die’. The
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song is also released as a single. Octo-
ber: ‘Helen Wheels’ released as single.
November: Wings' third album ‘Band
On The Run’ released and highly
acclaimed by the press. Denny Seiwell
and Henry McCullough leave Wings.
December: McCartney family compere
the Christmas Walt Disney TV show.
1974, Paul’s US visa is granted by Home
Office and he is able to reunite with

John Lennon. February: single ‘Jet’
(no. 7).

L.P.A. Robert Ellis






Main picture: Wings, featuring Paul
McZartney in the foreground and in the
bac<ground, Linda McCartney and
Denny Laine. iInsert, L.H. pic: Linda,
Paul and Denny in a London recording
studio late in 1973. R.H. pic: The
McZartney family (Mary and baby
Ste la) are definitely ‘on the bus’. Here,
thev cuddle up together as they wing
therr way round Europe ‘or their 1973
tour; only big sister Heather is missing.
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Paul decided to make a film based on a
magical mystery tour that he would plan,
organise and see through. While the others
were all doing their own things, Paul was
busy working on — what was for him — his
first major venture not directly linked with
the other three. Unfortunately, press-wise,
the project failed; or if- it didn’t fail,
it failed to reach the required standards.
But then, it was the Beatles who had set
these standards.

Even though the TV film didn’t do as well
as everyone would have liked, Paul never-
theless came up with two classic songs:
"Your Mother Should Know' and "Fool On
The Hill'. These, like others before them,
hit right upon the heart-strings of people
all over the world.

Beatles Split Up

George, meanwhile, had gone into
meditation and mysticism, John had met
up with a Japanese avant-garde artist who
was leading him into sacks, brown paper
bags and a wild life-style, Ringo had left
the limelight, and — to the people who
make or break superstars — Paul was the
only one who seemed to have retained
any sanity.

Eventually, as all had expected, the
Beatles split up. 1t was Paul who filed a
court suit demanding the dissolution of
the group, and just after he filed it he
said: "'For me | want to get out of the
contract, | think the group is finished. We
have split, and everything we have ever
earned or that we were ever in should
be divided equally. But the others don't
agree. They think it should continue exactly
as it was. If the three of them wanted to
they could sit down today and write on a
little piece of paper and | would be
released. That is all | want.”

The suit passed through court and Paul
McCartney became detached from Ringo,
John and George . . . free to do as he
wished. Whether he would disappear into
retirement or form himself another group,
nobody was sure. But one thing that had
sadly ended for good was the writing
partnership of John Lennon and Paul, a
partnership that had written so many
classic hit tunes.

Much of the .initial 'split-up’ problem
came from the fact that Paul, so typically,
had made a solo album which he wanted
to release at the same time as ‘Let It Be'.
The administrative king at Apple, Allan
Kiein, was worried that this solo effort
from McCartney would offset the sales of
‘Let It Be’, a venture in which Mr Klein
had a possible large financial return.
‘McCartney’ was, nevertheless, released,
and it sold well without noticeably off-
setting the sales of the group effort.

For people who had been saying that
McCartney without Lennon just wasn't
going to work, the release of this solo
effort must have come as a great surprise.
‘Maybe I'm Amazed" was a classic
McCartney song, and in silent ways made
it clear that Pau! was quite content not
only to work on his own, but also to write.

The press, though, were having their
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usual dig at Paul. it seemed that they just
couldn’t get used to the idea that one
Beatle could do anything without the
others. Paul just ignored all these journa-
listic put-downs and got down to the job
at hand which was doing the thing that he
did best: playing and composing music.

By this time Paul the superstar had
married Linda Eastman the camp follower,
and between them they set about the
mammoth task of forming another group to
follow in the Beatles’ footsteps. Eventually
they managed it and, as everyone knows,
the new group was called Wings. Henry
McCullough had been recruited from the
Grease Band, Denny Seiwell from a couple
of sessions he had done with the McCart-
neys in New York, and Denny Laine — an
absolute Beatle freak — had been recruited
on the telephone. These three, plus Mr and
Mrs McCartney, made up the new band.
The most incredible thing about Wings is
the fact that they have found an audience.
No, they're not Beatle leftover audiences
either, they are a new breed of pop fans.
Many of them have never seen or heard
the Beatles, they are prepared to accept
Wings for what they play, and the past
counts for virtually nothing.

Paul — by now an old pro to the game —
decided that he wasn’t going to unleash
the band on the world (waiting in the wings
in anticipation) before he had broken them
in. He did this with a couple of un-
announced college gigs and a tour of
Europe, visiting such remote places as the
South of France, little villages in Germany,
and hamlets up in the Swiss alps. Paul, in
other words, left absolutely nothing to
chance. The press reviews, for all this
effort, were no more than lukewarm, but
despite some criticism, the crowds still
came out in their masses to see the new
band - or at least to see Paul.

Ready In The Wings

After returning from Europe and follow-
ing a short holiday, Wings were ready to
play to the ever-waiting British audiences.
Everyone, it appeared, wanted to see Paul
on stage once again. Undoubtedly most
people would rather have seen him along-
side John, George and Ringo, but they
were nonetheless perfectly willing to pay
their money to settle for second-best.

It only took one song, ‘Big Barn Bed',
for Paul's new audiences to realise that
they hadn’t wasted their money. Paul had
lost none of his glittering charisma — he
walked on the stage like the return of the
Messiah — and the fans went wild. Alright,
there were four others in the band, but it
was Paul they came to watch. It was like
the Beatle days all over again. The only
difference beingthere wasn’t any screaming
— you could actually hear the fullness of his
voice, the beauty of his lyrics and the
instant charm of his melodies.

Wings® repertoire is based on out and
out rock music, with dashes of sentimen-
tality thrown in for good measure. Denny
Laine, formerly with the Moody Blues, is a
better-than-average  songwriter  whose
contribution to the Wings repertoire is

increasing. When Paul moves over to
piano, Denny plays bass. When Paul plays
lead, Denny plays piano, and when Paul
plays bass, Denny plays lead. The two of
them complement each other perfectly,
and although Linda is always being put
down by the press, her harmonies are
improving record by record. Perhaps she
isn't a marvellous musician, but who needs
to be when you have the qualities of Paul
and Denny around you. Singles and albums
came from Wings at regular intervals,
some were mediocre, some were great;
but more than anything else, all featured
Paul McCartney, and that in a nutshell
meant guaranteed sales figures. Sales
figures, however, aren’t solely dependent
on Paul’s charisma, his band Wings are
very competent. If anything, the musicians
within it are more fluent than those of the
Beatles.

Search For Musicians

Unfortunately; though, in November,
1973, Denny Seiwell and Henry
McCullough left the group after a disagree-
ment with Paul. As though nothing had
happened, Paul, Linda and Denny Laine
went off to Lagos to record ‘Band On The
Run’. In the end, what Henry and Denny
Seiwell had done, so Paul did — as well, if
not better. But that was only in the studio.
On returning to London it became obvious
that the multi-talented McCartney was not
going to be able to do all these chores on
stage, and so since that moment in time
he has been in search of two musicians
who will be able to complement his band
as well as just play along.

The word superstar is nowadays attached
to almost anyone who is lucky enough to
get a few singles into the charts. Then, if a
successful album should follow, the whoie
world seems to stand agog. But superstars
aren’t made from singles or albums, it's all
down to charisma. What is it the Concise
Oxford Dictionary says: ‘brilliant or promi-
nent person’, or ‘too exalted for contact
and beyond the norm’?

These are the qualities that make a
superstar, and a lot of thought should be
put into it before someone is so called.
Paul McCartney, though, has earned it,
and earned it well. From the very early
days of the Beatles, Paul was destined to
become a star. Maybe he wasn't as super
then as he has since become, but all the
ingredients were there, it was just a matter
of stirring well and then bringing to the boil.

Paul's attitude and secret ingredient to
his life and music is simplicity. He is auto-
matically the leader of all around him.
Show a photograph of the Beatles takenin
about 1969-70 toanyoneover 35 andthen
ask them which is their favourite and the
answer is more often than not Paul. People
follow him like children after the Pied Piper
of Hamelin. Paul has shown the music
worl|d that simplicity is the mother of
invention. In such a fickle world, there
can’‘t be very many people in pop who have
made it twice over andbe abletoretaintheir
strength of personality and quality of
music.
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So you wanna be a rock & roll
star? Well, if you want to do it
properly then the people you'll most
likely choose as your models will be
the (one and only) Rolling Stones.
As the Stones themselves say in
‘Live With Me’ on their 'Let It Bleed’
album:

‘They got ear-phone heads,
They got dirty necks,
They're so twentieth century’

A grinding, tingling, and sometimes
chilling R&B band, the Stones encourage
aggravation, and their teasing attitudes
and ambisexuality have gone a long way
to concreting the generation gap into un-
bending slabs. The Stones were purpose-
fully rough and rude, as they smashed out
raw R&B and scowled up the establish-
ment's nose. They challenged society’'s
rules, laws, standards and values as they
postured and pranced to the worried cries
of ‘decadence’ and ‘debauchery’.

We all need someone we can bleed on
and the Stones laid themselves out for the
parents to do just that. They psyched the
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daddies of teenage daughters out of their
closed-in minds. They shit-stirred the
square world as they threw the Pill right
back into the mothers’ laps with their
‘Mother's Little Helper' ditty — it wasn't
just pill-popping teenager ravers bent on
staying awake the weekend through, it
was the housewives and tailored executives
too. The Stones were deliberate and
bloody-minded as they axed away at the
social niceties, and started the fight for the
young to live as they pleased, with a smirk
on their faces. The Stones’ scowl became
as tantalising as the Beatles’ grin.

Black Man’s Sound

The Stones began as they really were:
tough, defiant cynics beating out a harsh,
cruel music without frilly trimmings or any
sop to female romanticism. Their lead
singer was Mick Jagger, whose surly,
petulant lips made a black man’s sound.
The rest of the line-up was Brian Jones
{guitar), Bill Wyman (bass), Keith Richard
{guitar), and Charlie Watts on drums. They
started in the middle-class West London
suburb of Richmond, playing Sunday R&B
nights at the local pubs and clubs. Soon

the Stones found a manager in Andrew
Loog Oldham, a 19-year-old ex-Brian
Epstein office boy. They outraged and they
flaunted, and Oldham encouraged them.
He set them up to score with the resentful
teenagers — and they succeeded. Oldham
had no money and neither did they, so he
encouraged them to dress just how they
were — this at a time when all pop groups
were wearing neat and tidy stage uniforms.
(The Kinks, for example, wore hunting-pink
jackets and frilly lace shirts.) Oldham
allowed their hatred of conformity to have
full sway, and pretty soon the rich elite
were prepared to overlook the unkempt
hair and the grubby jeans. But it was still
a world of ties and suits, and the Stones
were constantly in the news for being
ordered out of bars and restaurants for not
being properly dressed. Throughout it all
though, they retained a certain sour
honesty and refused to compromise. They
were educated pretend-morons masquer-
ading as oafs, and they committed them-
selves to pleasure and the present.

They admired the post-war urban blues
of Muddy Waters, Bo Diddley and Chuck
Berry, because the pre-war blues had
just been for other Negroes. But now these




blues were being shouted out into the big,
white world — grind, roll, rock and ride all
night long. And the suburban Stones heard
the message and zeroed in.

From the beginning their records had a
roughness to them, which was partly
because at the outset Oldham could not
afford expensive studios. This part of their
musical history is best summed up in their
second record to make the charts, "Not
Fade Away’, which had been a previous
success for the late Buddy Holly. The
Stones’ version was recorded at Regent
Sound in London, the epitome, at the
time, of the rawness of small studio sound.

Not- Fade Away’ contained everything
that the Stones represented musically at
that moment, in eardy 1964. It was a
period when pill taking among young
people was on the increase, and ‘Not Fade
Away’ sounds like the ultimate song to
speed to a rhythmic clap on the beat,
Jagger's voice recorded almost in the
background, and the driving guitar riffs of
Brian Jones and Keith Richards reflected
by the grating harmonica. It was also a
significant record in the Stones’ history for
more than these musical reasons. It was
their first record to enter the American
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charts, albeit rising to no. 44 at its height,
but it meant that at last America too was
getting to know about the Stones.

The Beatles helped them, and mentioned
them wherever they could. They were
musical and at the time social opposites,
but the Beatles were fascinated by them,
and as a result the Stones made their first
visit to America that same year in June.
When they got back they were mobbed at
London airport.

Gambling On Hits

As happened with the Beatles, they were
at the stage where they had to pay for their
sudden success. In those days promoters
bought. ‘futures’ in groups and booked
them at low fees months ahead while they
were unknown, gambling on the fact that
they would have a hit before they were
due to appear. It's well known that the
Beatles had to honour many gigs for £50
to £100 a night under this system even
when they had a no. 1, and so did the
Stones. It just happened that one of the
gigs they had agreed to play was at
Magdalen College, Oxford, for £100,
This gig fell during their American tour

s0, contrary to the hard, careless press
image they had collected, the Stones
agreed to fly in and out of Britain to
honour the one date.

Not Fade Away’' reached no. 3 in the
British charts besides breaking the group
in America, but it wasn’t until June of
1964 that they got their first no. 1 with
‘It's All Over Now'. Despite their new-
found success however, the Stones didn’t
alter their image or life-style to suit the
wider audience.

That same year, 1964, it seemed that
Stones. concerts always ended in riots
more particularly on the Continent. For
example, a performance at The Hague in
Holland was stopped after only 10 minutes,
when teenagers threw bottles and chairs
towards the stage. Jagger pouted and
teased his audiences while the rest of the
group remained stonily apart from it all.
When taey appeared at the famed Olympia
Theatre in Paris, the management reported
that £1,400 of damage was done and 150
young people were arrested. At home in
Britain things were no more peaceful. In
Blackpool, when Keith Richard aimed a
kick at a young person who ran on stage,
there was a riot which ended with £2,000
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of damage and a grand piano wrecked in
the orchestra pit. In Belfast such was the
effect of their performance on the audience
that several teenagers were carried out in
straitjackets by ambulancemen. Watching
them in the mid-"70s, all this is hard to
imagine; their audiences have grown older
with the group and, having miraculously
obtained a ticket to a Stones concert, they
are almost content to sit back and watch
the pyrotechnics on stage.

Challenging. The Beatles

In 1964 they recorded four consecutive
no. 1s. After ‘It's All Over Now' came
"Little Red Rooster’, ‘The Last Time' and
then, one of the all-time classics of rock,
‘Satisfaction’. Again the opening statement
from Jagger ‘| can’t get no satisfaction. . . *
expressed the view of a generation. After
"Satisfaction’ came another no. 1in 1965:
‘Get Off Of My Cloud’. There was no
doubt the Stones were now quite capable
of challenging the immense success of the
Beatles. It perhaps seems slightly ironic
that the Beatles, who had been the fore-
most originators in British rock, have indivi-
dually moved ever nearer to the musical
freeness of the Stones, than the Stones
have ever moved towards the Beatles’
highly commercial sound of the early
'60s.

As much as they were successful in the
charts, the Stones showed no signs of
being embraced, or indeed willing to be
embraced, by the British Establishment,
as were the Beatles. Not for them the MBE,
awarded to each one of the Beatles for
their musical services to the country. Not
for the Stones an appearance at the Royal
d Performance the annual charity
London before royalty. The
was to that part of the
o were eventually to form
rnative Society — which
day, the group are still
underground press despite
private lifestyle.
uperbly rhythmic drummer,
, was the first Stone to do
expected of the successful
and buy himself a country
ion. Poignantly, his was a 16th
ury house in Sussex, which had
d to Lord Shawcross, the one-time
ey General in the British Labour
ent. Perhaps it was appropriate
ce the Left wing should sell out
es.

tinued to make headli
thority. In July, 1965, thé

an integral part of the
tory, for which they were
and fined. It was around this time
group’s personal life became for
rld public perhaps even more
ing.than their*music. Even middle-
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which, because they were a hit-making
group, they had to conduct in the public
eye. Andrew Oldham at this point opted
out of his co-management deal, but
continued as the group’s producer. He
had decided he wanted to discover other
talent, and one of the first singers he found
was a blonde 17-year-old called Marianne
Faithfull, who instantly became Mick
Jagger’s much-publicised girlfriend.

In January 1965 the Stones made their
first recordings outside London when they
flew to Los Angeles prior to an Australian
tour. Back in London they finally gave in
to demands to appear on the then
prestigious TV show Sunday Night At The
London Palladium. They had previously
turned the show down five times, and even
when they appeared there was trouble.
They had refused to stand with the rest of
the stars and go around on the traditional
revolve at the end of the show; and the
result was more front page news in
Britain's popular press.

It was in 1965 too that the group
caused a sensation on American TV by
being allowed to do three numbers on the
Ed Sullivan Show to the delight of their
fans, and the despair of Middle American
parents who wrote in to complain in their
thousands. This tour was their turning
point in America, where they outsold even
the Beach Boys. By mid-'66 they were
suing 14 New York hotels for refusing to
house them. Things had changed: their
records continued to be successful, but it
was to be two years — until 1968 — before
they had another no. 1 in Britain. This
slight dip in their musical acceptance was
accompanied by the release in 1966 of
their album ‘Their Satanic Majesties
Request’, which in the long-run may turn
out to be one of their most underrated

albums. It was in fact to be two years
before they released another album,
‘Beggars’ Banquet’, which was much

more readily received — having as it did
titles like ‘Sympathy For The Devil’ and
‘Street Fighting Man’. This then really
was the period of change in the Stones’
career. There had been internal arguments
within the group because Brian Jones felt
that Mick Jagger and Keith Richard were
monopolising the writing, when he felt
some more of his own work should be
used.

Brian Jones Dead

In June 1969 the difference reached an

Britain including E
oS had been mu

swimming pe
countryside — on®

writer of the Winnie The Pooh books.

The date was July 3rd, 1969, two days
before the Stones were due to give a
massive free concert in London’s Hyde
Park. They decided to turn the concert
into a memorial for Jones, Jagger reading
a dedication to him from the poet Shelley,
and thousands of white butterflies being
released above the heads of the 200,000-
strong crowd. |t was a stunning and memor-
able event and was, by the way, responsible
for launching two other groups now well
known: King Crimson and Family.

Soon after the Hyde Park concert,
Mick Jagger flew to Australia to play the
title part of Ned Kelly in the Tony
Richardson film; with him went Marianne
Faithfull, but their relationship was
obviously cooling off and she was taken ill.
When released, the film was neither a
critical nor box-office success. After the
film was completed Jagger met up with
the rest of the group in America for a
major tour. On December 6th they played
the now notorious open-air concert at
Altamont. Notorious because the event
was filmed and culminated in the historic
onstage murder of a youth who tried to
rush on to the stage. It was a concert that
was to haunt them for sometime, and one
that has since been seen by many as a
turning point in the youth culture.

Performance

During 1970, there was the release of a
much more interesting film starring
Jagger, called Performance. The theme
returned to that social affront at the
beginning of the Stones’ career: sexual
doubt. The film appeared almost surreal,
and just one of its delights was that
Jagger appeared at times with make-up
like a woman. The film was again not a
commercial success, but in retrospect it
might appear more important than it did
at the time.

It now seemed that the Stones would
probably never take to the road again, but
a phone conversation between Jagger and
Pete Townshend of the Who — who had
never really given up going on the road in
Britain — started off the great Stones
comeback tour of the spnng of 1971. It
opened in Newcastle, pwing that the
group were still no S
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might get a bit fed up with justus. .. you
need to add something to it.”

On May 12th, 1971 Mick Jagger
married Bianca Perez Morena de Macias
in the Town Hall at St. Tropez in the South
of France. The Stones had by this time
moved to France because of increasing
intricacies in their tax situation — only to
suffer culture shock in a spate of particular
police dynamism.

Playboy Party

The Stones’ tour of America in 1972
was a staggering success. It quickly took
on circus proportions, with people sleeping
on the pavements all night for tickets, and
when they came to play in Los Angeles the
whole area around the stadium was
cordoned off. They had in fact been lionised
by American society, and the one-time
rebels became social baubles. They had
Truman Capote reporting their tour, and
Princess Lee Radziwill in the wings during
their shows saying that she was one of their
greatest fans. Hugh Heffner even hosted
a party for them at the Playboy mansion in
Chicago. Jagger says about this situation:
"It was the same in 1965 when there
were people like Baby Jane Holzer around.
It doesn’'t affect us or our music. If they
want to come along they come along,
some of them are nice and some of them
aren’'t.”

Yet just at the moment when there was
a thought that the Stones might soften
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their musical approach, they put a track
called 'Star, Star’ on their ‘Goat's Head
Soup’ album of autumn 1973. Based on
the rock-word ‘starfucker’ it was immed-
iately banned from airplay in most places
in the world.

The 73 Stones Show at the Empire Pool
in  London completely dazzled and
delighted the 10,500 dedicated fans who
attended it. There are two inter-twining
parts to a Stones Show these days — the
music and the lighting. Their lighting
spectaculars are unsurpassed by any
previous visual stage show to date. The
lighting doesn’t go from dark to light; it
goes from very light to incredibly light.
The stage is always saturated with light.
Their low lighting is like everyone else’s
high lighting; and when they turn it on full
it becomes almost unbearable. This feat is
the work of one of Chip Monck’s protégés
Brian Croft, and is essentially still a Chip
Monck show. His trademark of rich light
abounds in plentiful evidence.

He has eight enormous follow spots
at the back of the stage (they strongly
resemble navy search lights). Above their
heads, supported by a hydraulic ram on
each side, there are what appear to be
rows of lights; but they are in fact a bunch
of Q I's, thickly clustered together like
grapes — six deep, in tight bunches. And
finally, along the front of the stage, are
two brilliant columns of light.

Because of the loss of light entailed in
the long throyv required at Wembley, the

most incredible high-flying mirrors were
rigged up, at the cost of £1,200. The
mirrors shortened this long throw and
enabled the intensity of the light to be
utilised and were something Brian Croft
had dreamed up and perfected for their
last American tour.

The next thing the Stones had going for
them was, the perfect timing of the lighting
technicians they were like musicians
themselves, they were so beautifully
harmortised. There was an operator for
each of the eight follow spots, and they all
had to operate together — and they never
missed a beat. All the time, there was
smoke swirling from two clear perspex
columns that 1ose from the sides of the
stage, a steady trickle of carbon dioxide
until the end, when it belched out all over
the audience.

Explosive Signal

For yet further effect, there was smoke
rising from the paraffin generator at the
front of the stage, and when Richard
gave Jagger a cool-nodded signal, and
Mick stepped on a little button, there
were even explosive smoke flares shooting
around.

Their ending was more than superb.
Mick sprinkled flower petals around and
poured water over himself, and did like-
wise to his happily receptive audience.
Then he crouched on the stage and tore
the audience apart with ‘Sympathy For




The Devil’, all the time slamming his belt
on the floor as the whole of the stage

flooded with blood-red light. Amazing.
And Jagger whanged his belt again and
again, until it seemed unbelievable that
the audience could cope with this load of
rich red colour, or their senses with this
rich rock music.

Jagger and Richard are the two
extroverts of the band, with Jagger high-
assing it for them all. A wild untamed
beauty is a term usually reserved for the
women of this world — but it describes
Jagger well. He's a nipple flashing, lip-
pouting, bum-pushing, juices-flowing he-
star. He's a tongue-lapping, lean streak of
power, a ‘70s tearaway — and in stoned
splendour he gets his people off. In the
guise of a bacchus-like Pan with all-
embracing moist red lips, he turns on to his
audience. He pulls the blokes and the
chicks right down into his performance.
He licks and slips them right into his mood.
He's a mean master of compromise; a
funk-eyed and flash jack-knifing body of
rock. He moves and he grinds, and drives
them in tight where he’s at.

Who could fail to get off on Jagger?
Though few can fail to get off an Jagger,
a lot of people have been positively heart-
less in their attacks on Keith Richard.
He always seemed to lose out, first to
beautiful Brian Jones, and always to
sensual Mick Jagger. Nobody seemed
ready to concede any glory and favours to
the bony-faced crim with the gypsy

diffidence and raggle-taggle hair who
smacked of drugs and sinister magical
doings, and wore a bone earring as visual
proof of his corrupted soul. This was
someone they didn’t want to recognise, let
alone get off on. The public seemed
prepared to persecute Richard to the
extent that they almost seemed to will
their own perverse death-wish fantasies
on him.

Definitive Wild Ones

They made hay with his wasted features,

and seemed determined to label him an
incoherent zombie; while, in fact, his
stoned drawl rarely lapses into inco-
herence. As he was quoted in an interview
with Nick Kent of NME:
“"Right now, !'m sticking pretty much to
playing rhythm onstage. It depends on the
number usually, but since Brian died I've
had to pay more attention to rhythm guitar
anyway. | move more now, simply because,
back when we were playing old halls, |
had to stand next to Charlie’'s drums in
order to catch the beat, the sound was
always so bad.

“I like numbers to be organised — my
thing is organisation, | suppose — kicking
the number off, pacing it and ending it.”
Despite this musical penchant for organ-
isation, Richard and his girlfriend Anita
Pallenberg remain as the definitive "Wild
Ones’, in a way that Mick and Bianca
Jagger could never be.

So where can the Stones go after that?
Jagger feels that they are free to work on
their own as long as it does not affect the
recording schedules of the group as a
whole. "'I've already worked in the studios
with several of my friends and I'd like to
work on stage with them as well but |
don‘t because then immediately everyone
would say | was going solo, which I'm
not.” Just as long as the group carries on
recording and performing, the Stones will
no doubt remain, what for a decade they
have been, ‘the world's greatest rock
band'.
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Robert Ellis

MICK JAGGER: Born 26th July, 1943.
Father was senior lecturer in physical
education. Attended Maypole County
Primary School, London School of Econo-
mics. Worked as a sort of physical educa-
tion counsellor, games and sports instructor
on a U.S. service base at 18. His first stage
work was with Alexis Korner.

SKR

BILL WYMAN: Born 24th October, 1941,
Father was a bricklayer. Attended Oak-
field Junior School in Penge and Beckenham
Grammar School. He worked as a book-
maker’'s clerk in London before joining the
Air Force, then did engineering with a firm
in Streatham.

1962: Brian, Keith, Mick and lan Stewart
get together for the general purpose of
playing at Bricklayers Arms. On 26th
December, the Rolling Stones (as yet
unnamed) have a disastrous booking in
the Piccadilly Club.

Early in 1963 they deputise for Alexis
Korner at the Marquee Club. Following
this they have semi regular gigs at the
Marquee, Eel Pie Island, Ealing Club.
They record at 1.B.C. Studios. In February
the Rolling Stones begin an eight month
residency at the Crawdaddy, Station
Road, Richmond, Georgio Gomelski calls
Peter Jones of Record Mirror, who tells
Andrew Oldham about the Rolling
Stones.

1963: April. Andrew Oldham and Eric
Easton see Stones at Richmond. Signed
management deal next day. May. First
Official recording session at Olympic
Studios. Oldham produced. June. ‘Come
On’. September. Start of first English
tour with Everly Brothers and Bo Diddley.
November. ‘I Wanna Be Your Man’
released.

1964: January. The Rolling Stones start

BRIAN JONES: Born 28th February,
1942. Mother was a piano teacher.
Attended Dean Close Public School, Chelt-
enham Grammar School. Among other
things he worked as an assistant in the
electrical department of Whiteley's
department store. His first stage work was
playing alto in Cheltenham with a group
called ‘The Ramrods'.
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MICK TAYLOR: Born 17th January, 1948.
Father was an aircraft worker. Attended

Onslow Secondary Modern, Hatfield.
Worked as a commercial artist engraver
for a few months. Played with John Mayall
before joining the Stones.

tour, topping the bill for the first time,
with the Ronettes. February. ‘Not Fade
Away’. April. LP ‘The Rolling Stones’.
June. ‘It's All Over Now’. November.
‘Little Red Rooster’.

1965: January. Release of LP ‘The Rolling
Stones No 2’'. August. ‘Satisfaction’.
Andrew Oldham and Allen Klein to co-
manage the Rolling Stones, new contract
signed with Decca for five years. October.
LP ‘Out Of Our Heads'. ‘Get Off Of My
Cloud'.

1966: February. ‘19th Nervous Break-
down’. April. LP ‘Aftermath’. May. ‘Paint
It Black’. September. ‘Have You Seen
Your Mother Baby’. November. LP ‘Big
Hits (High Tide and Green Grass)’.

1967: January. ‘Let’'s Spend The Night
Together’/'Ruby Tuesday’. August. ‘We
Love You'/'Dandelion’. December. LP
‘Their Satanic Majesties’.

1968: May. Release of ‘Jumpin’ Jack
Flash’. December. Rolling Stones Rock
‘n’ Roll Circus filmed at Wembley studios
for TV. LP ‘Beggars’ Banquet’.

1969: June. Brian Jones leaves the
Rolling Stones. Mick Taylor to replace

SKR

KEITH RICHARD: Born 18th December,
1943. Father was electrical engineer.
Attended Westhill Infants’ School, Went-
worth County Primary School, Dartford
Technical School, Sidcup Art School. Was
a postman for four days during 1961
Christmas season. His first stage appear-
ance was with a country & western band
while in art school.

Robert Ellis
CHARLIE WATTS: Born 2nd June, 1941,
Father was a lorry driver for British rail.
Attended Tylers Croft*Secondary Modern,
Harrow Art School. He was working a club
called the Troubador with a group called
Blues By Five when he met Alexis Korner.
Played with him before joining the Stones.

him. July. Brian Jones dies at his home
near Hartfield (Cotchford Farm). Free
concert by the Rolling Stones in Hyde
Park. ‘Honky Tonk Women‘/'You Can‘t
Always Get What You Want'. September.
LP ‘Through The Past Darkly’.

1970: January. LP ‘Let It Bleed'. July.
Break with Klein.LP'GetYer YaYasOut!’.
November. ‘Memo To Turner’ — Mick
Jagger solo, from Performance.

1971: April. Release of ‘Brown Sugar’/
‘Bitch’/’Let It Rock’ — a maxi single, the
first release on Rolling Stones Records
label. LP ‘Sticky Fingers’. May. Mick
Jagger marries Bianca Perez Morena de
Macias in St. Tropez. August. Decca
Records release ‘Gimme Shelter’ LP
which is a collection of oldies mainly
taken from live concerts.

1972: April. ‘Tumblin’ Dice’/'Sweet
Black Angel’. May. LP ‘Exile On Main
Street’. June. Decca release a maxi
single — ‘Street Fighting Man’/’Surprise
Surprise’/'Everybody Needs .Somebody
To Love'.

1973: August. ‘Angie’/'Silver Train’. LP
‘Goat’s Head Soup’.
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AManWho€ares

When the Beatles sang fcr the

Queen and Prince Philip a: the
annual Roval Variety Show in
London in 1963, it was John

Lennon whc invited t1e audience to
join in with the worcs . . . "Those
of you in the cheaper seats  clap
your hands, and thos2 of you n the
more expersive seats - just rattle

your jewellery.” Like a court jester,
Lennon was taking the opportunity
to lay down some hard social truths
from behind a joker’s mask.

Right from the Beatles' first public
appearances John Lennon had been type
cast as the aggressive intellectual of the
group. Stornies abounded of his art college
days in Liverpool, when he would roam
around town ‘like a wounded bhuffalo’,
getting drunk and having heavy arguments.
Later, Bnan Epstein might have made the
Beatles wash their hait more often, weat
suits, and stop swearing in front of their
audience, but he could never completely
stop Lennon from shooting his mouth off.

In 1966 however, John found himself
in deep water when he told a London
newspaper that the Beatles were more
popular than Jesus. In Bntan, no one
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Top left-hand picture: Lennon, with the
Plastic Ono Band on British TV in 1969.
Below: John and Yoko in various stages
of undress, as they try to show the press
how sincere they are.

seemed to even blink at the remark, butin
the southern states of the US such words
were taken as blasphemy. In Alabama,
Beatles’ records and effigies were burnt
in public and their songs were banned by
several radio stations — all this on the eve
of their final American tour. Brian Epstein
hurriedly issued a statement watering
down Lennon’s remark, apologies were
made, and the Beatles survived the tour
without being burnt as heretics. In fact,
the tour was their most profitable of all,
but by then they had had enough. They
decided to give up performing as a live
band in order to concentrate on their
recordings, and pursue their separate
interests. This decision was quickly
justified by- the brilliant 'Sgt. Pepper’
album in 1967, and the lavish critical
praise it collected. Then, in August of that
year, while the Beatles were meditating
with the Maharishi in India, the world
was shocked to hear of the death of
Brian Epstein.

Separate Superstars

In quick succession the Beatles had
both given up the gruelling tours which
had cemented them together, and lost the
man who had protected their clean,
iInnocent image from the sarcasm of the
press. Four very different minds, previously
concealed under ‘Mop-Top’ haircuts
went their separate ways. As a result
The Beatles’ double-album, ‘Let It Be’
and ‘Abbey Road’ contain simply Lennon
songs, McCartney songs, and Harrison
songs, played with great skill, but without
the alchemy that had previously blended
their four minds into one. The Beatles
disintegrated into four separate superstars
who continued to pool their backing roles
drums, bass, rhythm and lead guitars
but stopped sharing their identity.

While Paul McCartney took on Brian
Epstein’s job of being tactful to the press
and thinking up new Beatles’ enterprises,
and George Harrison retreated from the
limelight to concentrate on his music and
religion, John Lennon's identity quickly
developed along the lines of the angry
artist.

John had always been the Beatle with
whom intellectuals loved to flirt and had
published two slim volumes of drawings
and verse that had drawn critical com-
parison with James Joyce and Lewis
Carroll. Now, though, he was going far
beyond the role of the pop poet. His
marriage to Cynthia broke down in 1968
and John met Yoko Ono - a veteran of the
New York experimental art world who
created events and art happenings designed
to disturb people or make them question
the way in which they saw the world. John
and Yoko were married in Gibraltar in
March 1969, and then flew to Vienna,
where they invented a new form of
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communication by holding a press con-
ference from inside a gigantic bag,
which John later commented on:

"The reporters all stood back saying
‘Is it really John and Yoko? and "What
are you wearing and why are you doing
this?" We said, ‘This is total commun-
ication with no prejudice’.”

John then started supporting every
unpopular cause he came across, out-
raging public opinion and doing the
unexpected. To announce his love for
Yoko, they made a record together of
sound experiments, put it inside a sleeve
showing John and Yoko holding hands,
stark naked, and called it ‘Two Virgins’,
released in November 1968. Instead of
communicating the love they had found
together, John and Yoko made themselves
vulnerable to every accusation from
childishness to obscenity, and Lennon
looked like becoming the first pop star to
be destroyed by public ridicule . . .

‘'The way things are going
They’re gonna crucify me’

. . . he sang hopefully on "The Ballad Of
John And Yoko' in May 1969, the last
single that John and Paul recorded
together. Then, in November 1969, John
took another step towards martyrdom
when he returned his MBE award to the
Queen, accompanied by a note explaining
that he was protesting against British
involvement in the wars in Biafra and
Vietnam, and protesting against 'Cold
Turkey’ slipping down the charts.

Bed-In For Peace

"Cold Turkey’ was a single that John
and Yoko had recorded with the Plastic
Ono Band in October ‘69 — a group of
musical friends whose membershipchanged
with every recording that they made. John
started the group at a time when
differences of opinion between the
Beatles were increasing as he kept
coming up with songs that the other
Beatles showed little enthusiasm for. The
Plastic Ono Band's first single was 'Give
Peace A Chance’, a repetitive rock mantra
recorded in the Queen Elizabeth Hotel in
Montreal. John and Yoko had arrived in
Montreal after flying round the world

. campaigning for peace by lying in bed for

a week in various hotels. They called the
campaign a ’'Bed-in,” and when they
reached Montreal, John and Yoko and
various friends in the hotel room,
including Timothy Leary and the Radha
Krishna Temple, recorded this new
anthem for the peace movement.

The second Plastic Ono single, 'Cold
Turkey’, was a much more frightening
record, featuring Eric Clapton’s howling
lead guitar and lyrics that screamed of the
pain of heroin withdrawal. Of course,
John Lennon's pain went a lot deeper than
taking a few drugs. The public were
becoming more and more confused and
alienated by John and Yoko's antics.
Everything they did seemed to land them
in the headlines or in the courtroom, and
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DACK TRACK

1968, June: John's marriage to Cynthia
breaks down. John and Yoko become
good friends. October: John arrested for
possession of cannabis in his Marylebone
flat. November: John and Yoko release
‘Two Virgins' album with cover photo
of themselves naked.

1969, March: ‘John marries Yoko in
Gibraltar. They fly to Amsterdam for
first ‘Bed-in’ for peace. July: John
releases his first non-Beatle single
‘Give Peace A Chance’, recorded in
Montreal. October: ‘Cold Turkey’ single
released by Plastic Ono Band with Eric
Clapton. November: John returns his
MBE to protest against British involve-
ment in Vietnam and Biafra wars.
December: ‘Live Peace In Toronto’
album of Plastic Ono Band (with
Clapton) performing at Toronto Rock
& Roll Festival.

1970, February: John releases ‘Instant
Karma’ single produced by Phil Spector.

C. Walter

March: Exhibition of John's lithographs
seized by police on grounds of indecency.
Summer: John and Yoko receive ‘primal
scream’ therapy from Dr. Janov in Los
Angeles. December: Paul files suit
demanding dissolution of the Beatles.
John releases ‘John Lennon/Plastic Ono
Band’ announcing ‘The dream is over’.
1971, March: ‘Power To The People’
single from John & POB. September:
John releases  ‘Imagine’  album.
December: 'Happy Xmas (War Is Over)’
single from John & POB & Harlem
Community Choir.

1972, September: ‘Some Time In New
York City’ (plus Live Jam) album by
John and Yoko and Plastic Ono Band
and Elephant’'s Memory.

1973, March: US Immigration Depart-
ment order Lennon's deportation
(because of 1968 drug conviction).
Mayor of New York and Wal// Street
Journal protest decision. ‘Pardon
Lennon’ movement launched. November:
Johnreleases ‘Mind Games’ album and
single.

when a London art gallery exhibited John's
drawings, they were — predictably — visited
by the police and charged with displaying
obscene art. At the same time, Lennon
had a short haircut and auctioned off his
long tresses to raise money for the Black
Panthers. John and Yoko, meanwhile,
were periodically climbing back into their
bags and announcing that Hanratty, the
last man to be executed in Britain, was
really innocent and should be post-
humously pardoned.

None of this endeared them to the
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public. Vicious remarks were made against
Yoko Ono, partly because she was a
woman with a mind of her own, partly
because she was Japanese; but also
because people were puzzled and
frightened by the games that she and
John were playing in public. If you believed
what the papers were saying, it was as
though Lennon was determined to destroy
what was left of his mass popularity. And
yet, among all this pain and confusion.
he was still making great music.

‘Instant Karma’, the best of the Plastic

Ono Band singles, used an hypnotic,
constantly changing rock & roll rhythm to
sing about the light that lay at the end
of the tunnel:

‘Instant Karma's gonna get you

Gonna look you right in the face

You better get yourself together darlin’
Join the human race’

‘Instant Karma’' was the first single that
Phil Spector produced for Lennon, and
out of the simplest ingredients they
created a classic for the ‘70s. The lyrics
summoned up instant enlightenment in the
same way that the 20th Century has
already given us instant coffee and instant
pain-killers and Alan White's brilliant
drumming drove the message home with a
strangely fractured dance rhythm. But
most of all it was Lennon’s voice,
multiplied into an entire choir by Spector’s
subtle use of echo, that transformed the
song into something both magical and
desperate.

Raw Emotion

Magic and desperation. Those two
qualities have always been present in
Lennon’s work, and his greatest songs
happened when the two became fused into
one, as in '‘Strawberry Fields Forever or
‘I Am The Walrus'. Lennon always used
more raw emotion in his songs than Paul
McCartney, who tended to create short
stories or cameo portraits in song form.
Many of John's Beatle songs, such as
‘I'm A Loser’ and 'Help!, had worked on
two different levels. To the public they
appeared to be good, bouncy songs in the
boy-loses-girl tradition. You could tap your
feet to the rhythm and the tune stayed in
your head forever. But inside these songs,
John was also screaming that his Beatle
image was suffocating him. The Beatles
seemed to be four cuddly boys-on-the-
block, lively but harmless, and Lennon felt
stifled:

‘Although | laugh and | act like a clown
Beneath this mask | am wearing a frown’

I'm A Loser’)

The antics of John and Yoko were
confusing, and sometimes pathetic, but it
was a stage Lennon had to go through to
tear up his old image in full public view,
so that he could start again as John
Lennon rather than John the Beatle.

The final move in this re-birth came
when John and Yoko received therapy
from the radical American psychologist
Dr. Arthur Janov. Usually, psychoanalysis
or therapy is a long and difficult process,
but Janov believed people could free them-
selves from their fears and hang-ups in one
decisive breakthrough. He forced his
patients to re-live their most painful and
difficult experiences, and, hopefully, the
patient would respond with a scream of
liberation: a ‘primal scream’.

John Lennon came from a broken
home. He had been brought up by his
Aunt Mimi, who disapproved of his






Teddy-Boy looks and obsession with pop
music, and when he was 18, his mother
had been killed in a car crash. All this had
left a deep scar on his mind, and then he
had been catapulted into world-wide
fame. For five Beatlemaniac years he had
been struggling to keep his own
personality together, while the world tried
to turn him into a cuddly Mop Top.

Plastic Pop ldol

So John went through Janov's treat-
ment, and out of his experiences he
created the ‘John Lennon/Plastic Ono
Band’ album, on which he sang about
losing his mother, about being a plastic
pop idol, and about a world that was ruled
by greed and prejudice. The album was
everything the Beatles weren't — it was
hysterical, it was violent, it was
politically committed — and it worked
brilliantly. In the hands of a lesser artist
these ideas might have been embarrassing
or simply bizarre. Lennon made them work
by using three separate areas of his life.
‘He used the rawest form of rock music
and screaming vocals — the same scream
he had used on ‘Twist And Shout’ and
‘Help! — but now he screamed something
real and personal, instead of an imaginary
boy-loses-girl misery.  He - used his
experience as a Beatle to explain, in
"Working-Class Hero’, that although the
world had made him an idol and a
millionaire, he feit neither free nor happy,
because he had been used. The Beatles,
he was saying, had been played up as
heroes and success stories to distract
people from their own problems:

‘Keep you doped with religion and sex
and TV

And you think you're so clever and
classless and free

But you're still . . . peasants as far as
!/ can see’

He used the loss of his mother to
describe a pain that every one of his
audience had felt: the pain of separating
from home and family, the pain of
experiencing the world as a lonely and
competitive place. And Lennon balanced
all this pain against the love he had found
with Yoko: the belief that people could
reach each other and help each other,
when free from illusions. Lennon was
saying that the Beatles had been a
beautiful dream, and it was now time to
wake up.

It was a powerful statement, and for
some it was too raw and aggressive to
swallow easily. So Lennon’s next album,
‘Imagine’ in October ‘71, repeated these
beliefs, but phrased them in music that had
more traditional beauty: lush strings and
haunting melodies. The title song
suggested discarding all the illusions which
got in the way of world unity:

‘Ilmagine there’s no countries
It isn’t hard to do

Nothing to kill or die for

And no religion too®
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. .. but the words were set in a sensuously
beautiful tune and cushioned by banks of
violins, so it was hard to resist the spell of
the music. ‘tmagine’ also contained the
sinister "How Do You Sleep? — the most
controversial song written by an ex-Beatle.
To the average listener it amounted to a
violent and sneering attack on Paul
McCartney, who was criticised for making
vacuous muzak, obeying all his wife's
whims (something which Lennon had
often been criticised for), and being a
washed-out talent. The song even began
with audience noises and violins tuning up
— just like the beginning of ‘Sgt. Pepper’,
the album on which the Beatles had
pooled their personalities and musical
talents most successfully.

The song seemed impossible to justify.
It was John Lennon’s carefully calculated
attempt to hurt his former best friend as
deeply as possible, and it made nonsense
of Lennon’'s preaching about love and
harmony. Yet for two reasons, it worked.
Musically it was brilliant, regardless of
what it was saying. The eerie violin riffs,
one of George Harrison’'s most menacing
guitar solos, Nicky Hopkins’ funky piano,
and Lennon’s sneering vocal, were
combined by Spector's adroit production
into an elegant musical nightmare. More
importantly, the song was Lennon’s way of
pointing out he was still human, and could
still be overwhelmed by irrational and
spiteful emotions. John Lennon still
contained a mass of contradictions, and he
tried to understand them by exposing
them — rather than coming on like a ghb
salesman for peace and love.

Musical Godfather

After "Imagine’, John and Yoko settled
down in Greenwich Village as permanent
members of the New York scene, and in
many ways John created an American
version of his life as a Beatle. Allen Klein
was his financial adviser, doing Brian
Epstein’s old job. Phil Spector was his
producer and musical godfather, the part
once played by George Martin. And his
constant companion and collaborator was
Yoko, instead of Paul. Lennon wanted to
experience a different scene, and he
and Yoko were also trying to find Kyoko,
Yoko's daughter from her first marriage
who had been brought up by Yoko's
divorced husband. They dedicated several
songs to the lost child, and the
search caused them a lot of pain and
frustration.

Out of their new life, John and Yoko
created ‘Some Time In New York City’
released in September ‘72, a musical diary
about the people they met and the issues
they were involved with. The album cover
resembled the front page of the New York
Times, and John and Yoko attempted to
write an anthem for every radical cause
that caught their eye. Women's Lib,
Angela Davies, the Attica Prison shooting,
the British troops in Northern Ireland -
everyone got a song, and yet the total
effect was curiously empty. ‘John Lennon/
Plastic Ono Band" and ‘Imagine’ had

worked because the politics and the ideas
had flowed from John's personal exper-
iences, never sounding like a newspaper
headline or a glib slogan. But on ‘Some
Time In New York City’, John and Yoko
seemed to be echoing every liberal slogan
they had heard in New York’s radical-chic
penthouses. It was hard to believe they
knew or cared much about their subjects,
especially since their lyrics were so facile
and they managed to somehow preach
passionate support for at least 10 different
causes at once.

Lennon seemed to realise this, for
"Mind Games’, his next album released in
November ‘73, concentrated again on his
own thoughts and emotions. Compared
with his first post-Beatle recording,
"Mind Games’ was a very mellow piece of
work. Instead of screams or musical
hysteria, Lennon used a more delicate
approach to instrumentation, and the
lyrics dissolved political struggles and the
fight to preserve one's balance into
images of continual cosmic evolution:

‘So keep on playing those mind games
forever

Doing the ritual dance in the sun

Millions of mind guerillas

Putting their soul power to the karmic
wheel’

Pushing Forward Boundaries

A handful of innovators have made the
story of pop music something more
important than a list of hit parades and a
museum of teenage fashions. By pushing
forward the boundaries of what could be
expressed in song, how it could be said in
music, and the relationship between songs
and society, they have made pop chronicle
the anger, the ambitions, and the fantasies
of millions of young peopie.

On these counts it is arguable that John
Lennon was the most important innovator
of the late '60s and early '70s. He explored
whole areas of psychology, politics, and
personal fantasy, without losing contact
with the roots of pop or with his audience.
And he backed up everything he sang
with the way he lived. His voice remained
as earthy and exciting as when he sang
‘Twist And Shout’, and he has created
hundreds of good tunes, from ‘Please
Please Me’ to ‘Mind Games'.

Since the break-up of the Beatles, Paul,
George and. Ringo have all continued
making fine records — but within a narrow
range of music and emotions. They've
given their followers a lot of pleasure, but
few surprises. John has been the most
ambitious, the most unstable] and the
most interesting. A ciear thread of anger,
idealism, and rock & roll has run right
through his antics and his different albums.
As he summed it all up on the single
‘Instant Karma':

‘Why in the world are we here?
Surely not to live in pain and fear
Why on earth are you there?
When you're everywhere

Come and get your share!”



The Beatles’ meteoric rise to 4

fame just over 10 years ago
ushered in a new era for British pop
music. Out went Cliff Richard, Hank
B. Marvin, the Shadows, Billy Fury,
Marty Wilde and their many rather
feeble imitators. In came the
Mersey Sound and. hot on its
heels, rhythm & blues — English-
style. Looking back. it's hard no- to
be amazed by tie excesses and
world-wide trends inspired by this
sudden change in musical fashions.

Following his successes with the
Beatles, manager Brizn Epstein quickly got
most of the top-line Liverpocl! bands urder
contract — well Lefore the London
promoters and record company executies
had really begun to grasp what was gcing
on. The only poiential challengers to
the Beatles at that time were th2 London-
based, blues-orientated Rolling Stones,
and the promoters’ iritial reaction was to
rush out and start sig1ing up anv bunc~ of
young hopefuls that could fumble taeir
way through a 12-bar blues and pronounce
a few revered names like Muddy Wazers
and Howlin’ Wolf.

Virtually overnight, nundreds of so-called
‘blues’ bands sprang up. Partly, it was an
attempt by the powers-that-te in the
music industry to cash in on the pken-
omenal success of the Rolling Stones, but
it was also a geruire recognition of the
sudden awakening of interest ir the back
musical styles that had laurched the
whole rock & roll explosion 10 years
earlier.
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Predictably e wugh. many of tha bands
that flourished brefly in this hot-house
atmosphere werz oretzy dire. Some. like
the Kinks enc the \Who (both initially
promoted as F&3 tands), were very
good indeed, but nad little o- nothing to
do with any part of the blu2s trad'tion.
But the Brtizh >ltes boom was never a
total fraud. >ecause among the many
promoters ard musicians busily jumping
on the bandwayor there wers at least a
Fandful of misizans who did have a very
real love for the blues — and alsc had the
considerable musical talents recessa-y to
co any regl justicz ¢ one of the most
cisciplined anc d2marding forms of music.
The London suturos. with their curious
blend oF soptistication anc provincial
funk, produc=d the Rolling Stonss and
the Yardbirds then featuring E-ic Clapton),
two of the bards tket went on to dominate
the British Ra3 mcve nent. Orly one other
band came &nywhere near them. They
were caliec -he Aiimals, anc they came
frcm Newcas ke Lpon Tyne.

Wild Stage Act

Like the Staries and the Yerdbirds, the
Animals cam2 Jup tie hard way. They
sta'ted ou: as tke Alan Price Combo,
pleying a -amshackle Newcaste club
called the JDo~beat. Gradually they built
ug a fanaticel lacal following, and moved
to tha larger ard plushier, Cltb A Go Go.
The wildness of their stage act prompted
th2 nickname ‘&nimels’ and, by the time
thay came dowm to iry and make it in
Lendon in Januwary 1964, the name had
stuck. In those davs the banc was a five-
man outfit, with E-ic Burdon's vocals
backed up kv Alen Price or keyboards,
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Bryan ‘Chas’ Chandler on bass, Hilton
Valentine on guitar, and John Steel on
drums. All five were Newcastle born and
bred, and their Northern working-class
background helped add the conviction that
so many of their middle-class Southern
rivals sadly lacked.

Inverted Snobbery

There was always something intrinsically
phoney and ridiculous about the attempts
made by so many financially secure, white,
English, - middle-class kids to reproduce
the music that had been born out of the
poverty, despair and alienation of the
American negroes. After 13 years of
uninterrupted Conservative government
Britain was stagnating, and the kids were
heartily bored. The middle-class dream
was rapidly going sour, and there was a
lot of inverted snobbery in the air.
Youngsters with impeccable grammar
school and college backgrounds, who'd
never seen the inside of a terraced house,
suddenly developed working-elass accents
and ritualistically adopted a number of
anti  middle-class attitudes. But the
Animals never had to fake it. They knew
what it was like to be on the bottom
looking up. More importantly, they really
cared about the music. Their enthusiasm
and their understanding gave them an
emotional feel for the blues that was
totally convincing.
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Like most other R&B bands at the time,
the Animals built their repertoire around
re-workings of songs by black American
artists like Chuck Berry, Bo Diddley, Ray
Charles, John lLee Hooker, Jimmy Reed
and Slim Harpo — all of whom had become
immensely fashionable in the cellar-clubs
of Britain. But the Animals were far more
eclectic in their approach than most of
their contemporaries, and never subscribed
to the grotesque purism that was so
common at that time. Their first single,
‘Baby Let Me Take You Home’, was a
re-working of a ‘traditional blues number
called ‘Baby Don’t You Tear My Clothes’
but, as they freely admitted at the time,
their direct inspiration was a version called
‘Baby Let Me Follow You Down’, recorded
by a then unknown white folk singer
named Bob Dylan. The single was
moderately successful, and in July 1964
they followed it with another old blues
tune that Dylan had already recorded, ‘The
House Of The Rising Sun’. The record got
to no. 1 on both sides of the Atlantic, and
is reputed to have sold over four million
copies. If it didn't, it certainly deserved
to. Burdon’s aggressively emotional vocal
backed up by Alan Price’s driving organ
had in fact produced one of the greatest
singles ever to come out of Britain. As the
story goes this version of the song was so
stunning that it provided Dylan himself
with all he needed to move into rock
music.
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Now established as a top-line national
band, the Animals embarked on a series
of successful tours, both in Britain and
abroad, and ‘The House Of The Rising Sun’
was followed, over the next two years, by
a string of singles hits: ‘I'm Crying’
(September, 1964); ‘Don’'t Let Me Be
Misunderstood’ (February, 1965); ‘Bring
it On Home To Me’ (April, 1965); ‘We
Got To Get Out Of This Place’ (July, 1965):
‘It's My Life’ {November, 1965); ‘Inside
Looking Out’ (February, 1966) and 'Don’t
Bring Me Down’ (June, 1966). None of
these records reached no. 1 in Britain, and
their much underrated second album
‘Animal Tracks’ (1965), was ignored. in
1965 Alan Price left the group to pursue
a solo career and was replaced by Dave
Rowberry. In 1966, by which time John
Steel had also left, Eric Burdon disbanded
the group much to everyone's amazement.

New Animals

At the end of 1966, Burdon reappeared
with a totally new line-up under the name
‘Eric Burdon and the Animals’. The new
band enjoyed some measure of chart
success in Britain with ‘Help Me Girl’
(November, 1966), ‘Good  Times’
(September, 1967), and 'San Franciscan
Nights’ (November, 1967); but the
aggressive energy of the old Animals was
gone for good. Burdon himself had
undergone a complete change of attitude
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his old love for the blues was now over-
shadowed by his adoption of flower
power's peace and love credo. In
December 1968, after producing ‘Love Is’
(ironically one of the best albums to
emerge from the flower power era) Burdon
announced his intention of forsaking music
for a career in films. He resurfaced briefly
in 1970 backed up by War (a funky black
band that has since pursued a successful
‘'solo’ career), and in 1971 recorded a
rather patchy album with Jimmy Wither-
spoon. In August 1973 he reappeared
for three sensational nights at London’s
Marquee Club with an unnamed three-
piece backing group — and what the future
holds for him is anybody’s guess. Certainly,
he seems to have no intention of remaining
idle, and with several projects he wants
to follow up, he could well re-emerge as
a star again in the '70s.

Driving Excitement

During their comparatively brief career
the Animals were enormously influential.
They were as good a live band in their
time as the Stones, and in the studio
they had Mickie Most's inspired pro-
duction to help them reproduce the
driving excitement of their stage act.
Eric Burdon was (and, judging by his
recent appearances, still is) the greatest
interpretative singer England has pro-
duced. Rod Stewart is the only other
British  singer who rivals Burdon’'s
amazing ability to take other people’s
material and mold it into something com-
pletely original. Unfortunately Burdon,
Price, and the other members of the
group lacked the songwriting talents of
noted contemporaries  like  Lennon/
McCartney and Jagger/Richard, and
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