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

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

Our cover star, David Bowie, instantly presents amore serious proposition. He
writes, performs and inspires frantic adoration for his theatrical rock. He even
rejuvenates careers—aservice he performs this year for Mott The Hoople, Iggy
Pop and Lou Reed. The papers call his music “camp rock”. Rod Stewart doesn’t
knowwhattothink.

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

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

In the pages of this eighth issue, dedicated to 1972, you will find verbatim
articles from frontline staffers, compiled into long and illuminating reads.
Missed anissue? You can find outhowtorectify that on page 144.

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

At this stage, though, representatives from New Musical Express and Melody
Makerarewhere itmatters. BitchingaboutBolan. Smoking with Lennonin New
York. Watching LouReed’s ego runriot. “Everyone else is now at the point where
Iwasatin1967,” says Louin these pages. “Where will theybein five years?”

Joinhimhere. Oreven there. It l1be good torap together.
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HONTABY MONTH

ontents

6 Animpressivelive showing
from anew-look David Bowie.
Jaggerrevolts. Chuck Berry’sin
town. Introducing... DonMcLean.

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

1 GSimon & Garfunkelareno
more. Ashereleasesanewsolo
album, Paul Simonlooks backon
hisrecentsucceses.

2 0 Theimprovising German

musicians comeinto town to
talkaboutlife outside the
record business.

24N0 longerjustkickingout

thejams, the Detroitband promote

anewagendaoflove, musicand
a “realityvibration”.

28 Oneinterviewwith Noddy

Holder traces Slade’s partin anew
mini-phenomenon. Live, all hell
breaksloose.

3 4 TheFaces’lanMcLagan

reviews the singles, as does Bee
Gee Robin Gibb, who faces down
afootballsingle.

3 6 Thesinger-songwriter tells

allaboutherextraordinary early
life, hernewmusicand candidly
reviews the singles.

41 Whatkind of saxophone
isplayed by David Bowie, and
other pressingissues from the
correspondence pile.

RoxyMusic
-pages 69
and102

42 Aninterview

with Roger Dean,
thein-houseartist
of Yesand Osibisa.
Neil Youngis
comingto town.
Takingthe
termperature of the
Germanrockscene.

48 Ameetingwith

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

52 Longabeacon of

theunderground scene,
Hawkwind arenowin
the charts. Freedom,

pornographyand space
discussed with the “Silver
Machine” stars.

56 Doesanyone back

in England knowhow
bigLed Zeppelinreally
are?That’swhat’s
worrying Led Zep
(thoughin truthnot that much)
astheydecimate the USA.

62 Elfin pop starMarc Bolan

surveysthelandscape fromthe
top ofthe tree.John Lennonand
MickJaggerare pals, while Ringo
ismakingamovieabouthim.
Whatgives?

68 Slade’s Dave Hill and Black

Sabbath’s Tonylommibend an ear
tothelatestsounds.

70 Returned from France and

LosAngeles, MickJaggerand

Keith Richards discuss themaking
of Exile On Main St—and the
“thievingfroggies...”

76 The London Rock’'n’Roll

Show 1972 isasurprise success,
ifnotforLittle Richard. The vital
statistics of teen heart-throb
David Cassidy. And aninterview

FACES

stay with me
debris

-

with Bill Withers, toilet-fitter
made good.

80

Onstage, hedismembersdolls,
andishanged for his crimes. Off
it,he’sabeer-drinkingnice guy,
whoyou're safe eatinglunch with.
And the American showbusiness
phenomenon 0f1972.

84

In-depth chatswith thestar
ashecreststhewave of Ziggy
Stardust, “my gifttoyou”. A chat
with Mick Ronson, and areview
of the competition.

92 MarcBolan previews his

newalbum, TheSlider.

94

Somethingextraordinary,
andtheatrical, ishappening
inNew York.

1

mak

for




T.Rex-pages
62and 92

98 Thewell-spoken former

protégés of Jonathan Kingfinally
discover their métier.

102 IntroducingBryan Ferry

andhisband, whohaveanew
single designed to getthem
on Top Of The Pops.

1 08 Ziggyplayed guitar—in

fact, playeditallsummer. Bowie’s
revolutionaryshow, caughton
three occasions.

11 2 Abitchybuttelling

encounter with the former Velvet

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

11 6 Ontheinfluence

of David Bowie,nowasa
tastemaker and record producer.
“Davidisaverysagefellow...”

1 20 Theband’seasycharm

continuesto dominate audiences
inthe United States. “We’ll show
MarcBolanatrick ortwo...”

1 26 Ringomakesanew

movie.ARoxy/Crimson
collaborationisafoot.

1 Won't Let It appen Agen

1 3 0 Thebandreturnfrom

the USA. Drugs, confesses Ozzy

Osbourne, mayhavebeen taken.

134

The former Beatle goeslive, and
isrejuvenated.

138 Phil Spector

delightsin thereissue of
his Christmasalbum.

1 40 Like The Beatles never

happened... kind of. Paul
McCartney speaks frankly.

1 45 Pressingissuesfrom

themailbagatyear’send.

K
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Don't expect
Danny La Rue

MM FEBRUARY 19

wonderful” in Edith Piaf emotion-drenched

voices, David Bowie stepped down from the stage
into the audience until they picked him up and
carried him outin the spotlight. No bibbity-bobbity
hat, but shimmering white satin trousers and shirt
ripped open. Clothes by Liberty, boots by Michel, as
the mansaid... But this wasno fag show, adragact full
oflisping gestures and limp hands. Don’t expect Danny
LaRue or any Alice Cooper rubbish with boa
constrictors and electric chairs. The costumes—and
there were several changes —are the gilt on thelily, but
they're not the substance.

Themusicis muscular, the performances wittyand
assured. What other group would daretodo “I Feel
Free” before aLondon audience, complete with Cream
rip-offsolo—so calculated astobeathingofglorious
absurdity? Because Bowieand hisband are nothingif
notsuperb parodists, right down to thewayin which
Ronsonwalked to the front of the stage and invited the
frontrowto caress the body ofhis guitar. It plucked the
heartstrings, friends, the pathos of that moment.

Bowiehasatremendoussense of paceand timing. He
varied thingsbyslottingina 15-minute acoustic piece,
wherehedid “Portof Amsterdam”, “Andy Warhol” and
“Space Oddity”, then threwinrockerslike “ReelingAnd
Rocking”,and then highlyabstract pieces such as
“Wild-Eyed Boy From Freecloud”.

Theharmonysingingbetween Bowie and Ronson
wasbrilliant. “Space Oddity” was as perfectasthe
record. Notsurprisingly, there wasreference to the
Velvet Underground. There was “Queen Bitch”,
dedicated to LouReed, and even a version of “I'm
Waiting For The Man”. Later on, in the dressingroom,
two chickswere saying they’d see Bowie athisnext gig
in Brighton. They’d seen all his othersso far.

Dedicated to bringing theatrics backto
rockmusic, David Bowie swirled and
captivated at London’s Imperial IMPERIAL COLLEGE
College on Saturday, queeninghis — LONDON ——

way through old and newsongs,
beforeahouse packed to the door. I I ‘ ’ EY
Andtheyhungon everyword that ®

dropped fromhislips. Michael Watts — FEBRUARY 12

AS THE BAND played on and sang “You're

'-ﬁi‘,s

=

T S

R L T ."Jl’m

“lcouldmake atransformation”:
DavidBowiealmostpullsoffan
Iggy-style crowdwalkonthe
fourthdate of the first Ziggy
Stardust tour, Imperial College,
Kensington,London,Feb12,1972
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“England cangovern

lt S elf” NME MARCH 18

(44 I 'SDISGUSTING,” MICK Jagger
explodedinanger when | talked to
himin Hollywood about the latest

developmentsin the Tory government’s Night

Assemblies Billand its new and ominous threat

to civil rights. Often misconstrued and

publicly pilloried for his outspoken anti-
establishment views, Jagger doesn't,
however, advocate the guerrilla tactics of the
street-fighting man. “What’s needed is
another kind of direct action,” he scowled.

“The British public should openly flout the

Tory government. And votingis no good,

because it never works. When it does work you

usually have to wait for years for it to come into
effect. The best thing would be for aload of
our top bands to turnup somewhere and
assemble alarge crowd and do agigantic free
gig. Ifthey did, thenyoube sure, I'dbe there.”
Surrounded by abank of silent brightly lit
vending machines, plus Rolling Stones
Records executive Marshall Chess and the
lithe and lovely Chris O'Dell, Jagger spoke
freely duringabreakin the final mix-down
sessions for the Stones’impending double LP.
We werein the restroom of anair-cooled
studio along Hollywood'’s Sunset Strip and,
obviously well pleased with hisinitial
statement, Jagger made himself comfortable
and continued while the hard, fast rockin’
sounds of anumber he described as “Turd On

The Run” acted as a continuous backdrop to

our lengthy conversation.

8 | HISTORY OF ROCK 1972

“Mysloganis: ‘Good Government s No
Government’.England doesn’tneed a
government, because it can governitself...
Ihonestly believe that, because it does govern
itself,” he added, directing this personal
philosophy at Marshall Chess, who was
listeningsomewhat bemusedly.

“I'honestly believe Britain would be better
off with no government than the present Tory
one,” Jagger continued. “The trouble is that
both Heath and Wilson are just as bad as each
other...they're two of akind. This present
government has gotto go. Heathisn’t going to
last for verylong, and before you knowit, he'll
be out. And as far as the police - they should all
retire.|mean they'reall

§ Pl

£ J‘ '
‘ ‘Thetroubleisthat

Englishpeopletake §
# i everythinglying X
down":Mick Jagger |
inLondon,May1972 %

seems as though the only people who care
nowadays are the kids. And everything’sbeing
done tokeep themdown.”

Adding more fuel to the fire, Jagger
suggested that “People shouldn’t take any
notice of the Tory government, period. Or
whatever Bills they pass. | think that all those
kidswho are over18yearsold,and even those
who aren’t old enough to vote, should openly
register their disapproval by assembling a
large crowd. Despite what the government
says, the people should stillgo ahead and have
afewrockfestivals and then see what
happens. Asfaras|cansee, this thingisbeing
doneveryunderhanded...it’sall very nasty.”

Jagger concedes that sufficient space,
catering and sanitary facilities should be of
primeimportance at festivals. Buthe added,
“Most of the British festivals have beenalright.
Eventhe Isle of Wight was quite peaceful.
Quite frankly | don’tknow what the
governmentis worried about. But maybe

they're not worried. They

disgusting... England s just
falling to pieces.”

Suddenly Jagger clapped
hishands togetherand
bellowed, “There’s
absolutely no solidarity.”

It was anaction which
momentarily attracted the

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

justwannahave agoat the
kids. Let’s faceit, the Tories
aren’tinagood position.
Andif they get away with
this bill, then they'rereally
goingtotryandenforce
other measures torestrict
people’sfreedom. If they

attention of Keith Richards,
who popped out from the control room.
Jagger's opinion was: “The trouble is that
English people take everything lying down.
Nobody is going to feel sorry for Englandif the
people continue to take everythingin this
position. Forinstance, you canserve cold
potatoes to English people forever and they
won’tsend them back. From what | cansee, it

bannedfootball matches
thenthey'dsee sometrouble. Justlet them
start that -and see what happens.”
Jaggersayshe regards the Night
Assemblies Bill asjust aninitial move by the
British government to suppress and limit the
freedom of this country’s youth. “Forinstance,”
hebegan, “you can’tdo anythingin France.
They keep the kids totally tied down andin the




JAGGER
SLAMS
RITAIN

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

gutter. ltalyis just the same, anditlooks as
though these same kinds of restrictions are
going tobe enforcedinEngland. Since they
cameinto power, Heath’s government has
succeeded in making a mess of just about
everything. They started off with Rhodesia...
sold arms to South Africa...and gotinvolvedin
aterriblemessinlreland. None of these things
should have happened, but they did,and Heath
has only made things worse. Andif that’s not
enough, we had the miners’strike.”

Jagger then voiced the opinion thatamong
the worst offenders against
freedomwasthe BBC, in that not
only didithave amonopoly, but
control the freedom of speechon
radio. He offered the mass media’s
refusal to air PaulMcCartney’s new
single as aprime example. “It’s
important we should have our own
radio. Allthe excuses given by the
BBC are nothing but pure bullshit.
The Tory government will never
give freeradio to anybody, because
they are afraid that people will say
things they don’tapprove of.

“Allthese other reasons are side
issues. The truthis that they are afraid of
anyone saying the things that were said on
Radio Caroline. Youknow the kinda things...
Up with this, down with that and fuck the
government.”

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

Whenlasked Jagger why he felt that Great
Britain was nolonger Great he gave awry smile.
“It'sdue,” he said, “to me leaving.” Roy Carr

“They could turn
up anywhere’

MM FEB 19

live debutlast Wednesday at

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

The group played the show
completelyunannounced. Itwas
McCartney’sfirstlive appearance
since The Beatles’lastlive performance
in Candlestick Park, San Francisco, on
August29, 1966.

Before a delighted crowd, Wings played
many new songs, bluesjams which featured
HenryMcCulloch, some tracks from Wildlife
and the newsingle “Give Ireland Back To The
Irish”. Theyfinished with arockmedley,
featuringMcCartneysinging “Long Tall
Sally”-thesongwith which the Beatles
frequently closed theirstage act.

OnThursday,
Wings played

WINGS MADETHEIR surprise

July13,1972:(I-r)Henry
McCullough,DennyLaine
y andPaulMcCartneyof
Wingsplaythe Théatre
AntiqueinArles,France

asimilar concertat York University.
McCartney’s assistant, Shelley Turner, told
the MM: “They are on theroad at the moment
and have taken alotof sandwicheswith them.
Theycould turn up anywhere and play this
week; Idon'tknowexactlywhere theyare.”

“Givelreland Back To TheIrish” was this
weekbanned by the BBC, ATV and Radio
Luxembourgbecause of the strong political
feelingsin thelyrics. McCartney’sreaction:
“Upthem!”Headded, “Ithinkthe BBC
should behighlypraised, preventing the
youth from hearing my opinions.”

“Thereis a lot of rubbish
Comlﬂg OU " MMFEB12

EBOOTLEGBOOM in Britainis over. Bootlegalbum salesin
Tgritain have been escalating for three years—especially in the

last nine months—but this week London’s biggest open
suppliers of bootlegs, Virgin Records, announced they were to quit
sellingillegal albums. The decision is bound to rub off on to other suppliers of bootlegs in Britain.
Virgin told the MM this week, “We have decided to get rid of the stocks we have gotand callita day
forvarious reasons. There is alot of rubbish coming outin bootleg formin this country, and we are
getting our own label together anyway. Unlike the States, there is not much money to be made
from bootlegsin this country, and we want to get out before the situation gets out of hand.

“Bootlegsin Britain haven’treallyharmed anyartists, and have probably given them some good
publicity. The fans buy their official records aswell as the bootlegs, instead of buying bootlegs
instead of official records, asin the States.”

Virginwere one of the few shops to advertise bootlegs on the wallsand have therecordsinracks.
Other shopskeep them under the counter. The move by Virgin follows the disappearance from the
bookingscene of]Jeffrey Collins, self-styled “Bootleg King” in England. Collins sold bootlegs openly
inhis ChanceryLanerecord shop, and boasted to anational newspaper abouthis dealingsin them.

GETTY (2)

July22,1972:
ChuckBerry
onBBCTVY

show Sounds

“Absolutely knocked out”

MM FEB 12

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

ForSaturday

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

the Locarno, Coventry, wasrecorded for use on an album - but this audience were so loud that they
spoiled the tapes. Chuck - “absolutely knocked-out” with this reception - travelled to London’s Pye Studios
on Saturday and recorded five tracks for an LP with Rick Grech (bass), Kenney Jones and lan McLagan, of the
Faces, on drums and piano, and Derek Griffiths (guitar). After ashort period backin the US, Chuckreturns to
Britainin March. He opens on March 22 at Lancaster University, and dates are planned through to April 1.
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"Black music was based on fantasy”

NME FEB 5

THASTAKEN the Chi-Lites 10 years to
become an overnightsuccess. A decade of
dues paying on the chitlin’ circuit, which
helpedjustify their position as top-of-the-bill
attraction at the esteemed pulpit of soul, the
Apollo Theatre, deep in the heart of New
York’s black ghetto—Harlem. And itwas in
that theatre’s Number One dressingroom
thatIencountered Eugene

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

NME:Theprimefactorbeing?

Eugene Record: “Undoubtedly the world
situation... thewarinVietnam... and the
general mess thataffectsjustabout
everything.”

Record, Marshall
Thompson, Robert
“Squirrel” Lester and
Creadel “Red” Joneslast
Saturday night. Making my
way backstage, I climbed

“Music has always
been the best
way for us to put

“Squirrel” Lester: “Eugene
isright. Foryousee music
isthewayofexpressing
ourselves. Thishas always
been the bestwayforus to
putacross our feelingand

two flights of steep stairs to across our views” ourviews.”

find the group relaxing

between shows in brightly NME:Yourrecordingof
colouredrobes. “(For God’s Sake) GiveMeMore Power To The

The Chi-Lites are amongst the advance guard
of progressively minded black performers who
arevigorouslyredirecting the entire course of
America’sblackmusic. Lead singerand the
group’s prolific songwriter Eugene Record took
itupon himselfto open the conversation on
thisall-importantsubject.

EugeneRecord: “Thishasall come about
because people arenowstarting to deal with
realismin music. Notonly through the beat,
butnowyou’llfind that thelyrics of manysongs
deal openlywith thereal facts of what’s

10 | HISTORY OF ROCK 1972

People” wassociallyorientated, andlike the
Chi-Lites, alotofblackartistsaresingingabout
equalrightsand personal dignity, whichisa
commendablevirtue. Butdoyoufeel thatthose
artistswho areadvocating
hateand armed militancy
intheirmusicare
defeatingtheiraims?
“Squirrel” Lester: “Well,
personally, Iwould put
itlike this: everyonehas
theirownindividualway
of expressing themselves,

TheChi-Litesin
1972:(l-r) Creadel
“Red” Jones,Robert
“Squirrel” Lester,
MarshallThompson
and EugeneRecord

some more than others. True, some black
artistsaremuchbolderaboutit, and we'reall
aware of the problems thatbeseteverybody;,
butto staywithin the commercial areayou
reallymustn’tbe toobold about these things.”

NME:Inotherwords, you think thatifthose
artists, asyou putit, gettoobold, thatcan
drasticallyharm the music and the progress
of theirfellowartists by alienation?
“Squirrel” Lester: “I couldn’treally say. Like,
wetalkto alotof people both white and black
and somesaythatit’sbeautiful thatartistsare
bringingall this outinto the open and talking
about their problems. Others say theydon’t
thinkit’s time.”

NME:With thisnew awareness now apparent
inblackmusicdoyoufeel thatbothblackand
white forms willintegrate or segregate?
EugeneRecord: “Ithinktheyare goingto
become even moreintegrated than they have
ever beeninthe past.All thatSly Stoneand
Curtis Mayfield are doingiswhat Dylan
practisedinthe’60s, butjustrelatingitto their
own particularenvironment.”

NME:Doyou think thatwith thisnew
approachalotofblackartists are purposely
forsakingthe old blues
and gospel traditions?
EugeneRecord: “Some of
themhave.”

NME:Doyouthink
this couldbe because
oftheimplications
involved when the




American Negrowasregarded as
asecond-classcitizen?

“Squirrel” Lester: “Perhapstoan

extent. However, ifyou care to explore
thehistory of blues and soul music
you'llfind thatin the pasttherewasn’t
enoughinstrumentation. Asthingshave
progressed, the musichasbecome more
arranged and far more sophisticated, with
farmore emphasis oninstrumentation.
Butin the processthey’velostalittle of the
soul, the natural harmonies and the
spontaneous ad-libs... there’snotenough
room foritnowinalotof the music.”

NME:Inyour opinion, doyou think that
with the advent of thisnew approachin
soul, manyofthe artistswhowere popular
during themid-’60s will fade away?
“Squirrel” Lester: “Well, to be truthful, and
beingblackmyself, Iwould thinkso. But
those guyslike Muddy Waters and John Lee
Hookerwill continue to playanimportant
rolebecause they've been alongthere with
theblack people when peoplelike uswere
justkids or probably for that matter not
evenborn. It'sonlyrecently thatthey’'ve
started tobe discovered and appreciated by
themasswhite audiences.

NME:Did the occasion ever arise that
when artists like Chuck Berry, Bo Diddley
and Little Richard were picked up and
féted by youngwhite audiences theywere
droppedbytheirblack oppositenumber?
“Squirrel” Lester: “No, theyneverwere.
Theywere alwaysaccepted. Infact, these
artists opened alot of doors for both black
and white artistslike the Rolling Stones.
Theystartedatrend.”

NME:Doyouthink thattherecent
experiments wherebyLatin and soul
musicarebeingfused willamount to
anythingproductive?

“Squirrel” Lester: “Well, Latin musicis
very similar to soul musicbecauseit’s all
centred around the beat. Intheoryitmay
be two different things, but thefactis they
gohandinhand.It’s stillsoul music but
with aslightly differentway of expression.”

NME:Doyoufeel that the sound of black
music currentlybeingplayed by Isaac
Hayes, Curtis Mayfield, Sly Stone and
yourselvesis just the beginning of
somethingverymuch bigger?

Marshall Thompson: “Most definitely; I
don’tthinkit’s even scratched the surface.’
“Red” Jones: “Iagree with Marshall.
However, Idon’tthinkitwillbe toolong
beforeitreachesall audiences, black, white,
rock, easylistening. It'sa combination of
theimportantfacts oflifeand honest-to-
goodness music. It could well take over
from the heavy-rockscene.”

“Squirrel” Lester: “I think that people are
atlastbeginningtorealise thatifweareall
goingtosurvive on this big Earth of ours,
we've gotto tryandlive together. Let’s face
it, whetherwe wantto be or not, we'reall
neighbours, and as suchwe shouldlearn to
compromise, live together, work together
andsurvive together.” Roy Carr

)

A dream
forDIY
sleuths

MM JAN 22

ERHAPSIT'SINEVITABLE
Pthat with the feeling

aroused by rock music,and
its development over the past decade,
“American Pie” should have struckhome. Don
McLean'’s eight-minute “potted history” of
rock hasreceived lightning American
approval. Critics have seenreflectedinits
melancholia their own laments for the “death
of rock”.McLean’slyrics are a paradise for the
imaginative interpreter.

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

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

“That songisn’t a criticism. The one thingl'd
like tosayis thatitisn’t meant tobe a criticism.
The metaphors are purely that, metaphors,”
McLean told me during our transatlantic
exchange. “Everybody has

DonMcLean:
“I'masanxiousas
everybodyelse”

ingeneral, rather
thansimply on
the qualities of
this particular
song. Atleast, if oneis dedicated torock’s
more powerfulinfluences, the song steps up
to adifferentlevel of meaning. Inits more
negative aspect, this canunleash a stream of
nostalgia, with the consequent debasement
of people, who just become flotsam swept
alongby the current. The effectis to deny
self-determinationin preference foran
oracular systemin which musical arch-druids
hold the reins.

McLean’slifeis not dedicated to the past,
though. Whatever he didintend hissong to
represent, itisnotachangeintoreverse gear.
“Ifeel that there’salot tolook forward to than
thereistolookbackat.I'litell you that. | think
I'masanxious as everybody else.”

The “death of rock” and its associations with
“American Pie” promotes theideathata
resurrectionis there tobe undertaken.
McLean’s views on the subject are mellowed
by his designation of rock as a folk form.
“Whenyouask about whether music canbe
resurrected, whatyou'rereally askingmeis
whether people have a voice, because that’s
what rock’s always been. | think as often as not
that will continue tobe.”

aright to their opinions. |
never listen to what people
say aboutme. If 1 did | would
have quitalongtimeago.”
It's very easy to think of
himasanewname, alucky
man with afirst-attempt hit.
Infacthe’sbeenearninga

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

Inview of hisremarks
about the worth of the
media, was his success
and consequent public
exposure difficult to come
toterms with?

“Most of the time lam
not willing, but | decided to

living,and apparently anon-
living at times, from singing for years. Analbum
called Tapestry wasreleasedin the States early
in1970 and was barely noticed. His single
“American Pie” and new album of the same
name have both topped the US chart. The
formerisselling “chart-topping quantities” in
Britain and the albumisreleased here on
February 4.Had he expected orintended the
response to hissingle tobe asithasbeen?

“That would be animpossible feat. Only
idiots and madmen expectorintend
somethinglike that.”

The appeal of “American Pie” depends
largely upon the listener’s dedication to rock

give everybody one good
round to see exactly what they do. | feela
larger audience deservesto hearfromme
sincelcan’tsee themall personally.”

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

ltwon't bother
Drove my

me atall. [ will
stilldo concert

Chevvy to
the levee

appearances, but
themediacango

Pl‘Kll.\l‘h it's inevitable th

feeling aroused hy rock

jerkitself off.”
AndrewMeans
ils developmeni over lhg- n
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DAVID BOWIE

14 ]:Jm gay .
always
e have

anewalbum-anda
new sexuality, too.

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

”h “Pm
day,” he says MELODY MAKER

nOt ou_tragequs' AVID BOWIE, ROCK’S swishiest outrage: a self-
I’m DaVId BOWIe.“ confessed lover of effeminate clothes, Bowie, who has

hardly performed in public since his “Space Oddity”

hitofthreeyears ago, is comingbackin super-style. In

the States critics have hailed him as the new Bob

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

Even thoughhewasn’twearingsilken gownsrightoutofLibertyand
hisblond hairnolonger fellwavily pasthis shoulders, David Bowie was
lookingyummy:.

He'dslippedinto an elegant patterned type of combat suit, very tight
around thelegs, with the shirtunbuttoned to reveal a full expanse of
white torso. The trousers were turned up at the calves to allow a better
glimpse ofahuge pair ofred plasticboots with atleast three-inchrubber
soles; and the hairwas Vidal Sassoon-ed into suchimpeccable shape that
oneheld one’sbreathin case the slightbreeze from the window dared to
ruffleit. Iwishyou could have been there tovadahim; he was
sosuper.

David useswordslike “vada” and “super” quite alot. He’s gay, he says.
Mmmmmm.Afewmonthsback, when he played Hampstead’s Country
Club, asmall, greasyclubin North London which hasseenallsorts of
excitingoccasions, about halfthe gay population of the city turned up to
seehiminhismassive floppyvelvethat, whichhe twirledaround atthe »

MICHAEL PUTLAND / GETTY
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January29,1972:
firstsightingof
Bowie’salterego
Ziggy Stardustatthe
Borough Assembly

Hall, Aylesbury

end of eachnumber. According to StuartLyon, the club’s
manager, alittle gaybrothersatrightup close tothe stage
throughout the whole evening, absolutelyspellbound
withadmiration.

Asithappens, David doesn’'thave much time for Gay
Liberation, however. That’sa particular movement
hedoesn’twanttolead. He despisesall these tribal
qualifications. Flower power he enjoyed, butit’s
individuality thathe’sreally tryingto preserve. The
paradoxisthathestillhaswhathe describesas “agood
relationship” with hiswife. And hisbabyson, Zowie. He
supposes he’swhat people call bisexual.

They callDavidalot of things.Inthe Stateshe’sbeen
referredto asthe English Bob Dylanand an avant-garde
outrageallrolled up together. The New York Timestalks of
his “coherentand brilliantvision”. Theylike him alot there.
Backhome, intheverystiffupperlip UK, where people are
outraged byAlice Cooper even, thereain’ttoo manywho
have picked up onhim. Hislast-but-one album, The Man
Who Sold The World, cleared 50,000 copies in the States;
hereitsold aboutfive copies and Bowie bought them.

Yes, butbefore this yearis outall those of youwho puked
up onAliceare goingto be focusingon Mr Bowie, and
thosewhoknowwhereit’satwill be thrillingto avoice that
seeminglyundergoes brilliant metamorphosis from song
tosong, asongwritingability thatwill enslave the heart,
andasense oftheatrics thatwillmake the ablest thespians
gnaw on their sticks of eyelinerin envy. All this, and an
amazinglyaccomplished band, featuring superlead
guitaristMick Ronson, thatcan smackyouround the skull
with theirheaviness and soothe the savage breast with
theirdelicacy. Oh, tobeyoungagain.

Thereasonis Bowie’snewalbum, Hunky Dory,
which combinesagiftforirresistible melody
lineswithlyricsthatwork on severallevels—
asstraightforward narrative, philosophy or
allegory, depending onhow deep youwish
to plumb the depths. Hehas aknack of
suffusing strong, simple pop melodics with
words and arrangements full of mysteryand
darklinghints.

Thus “Oh!You Pretty Things”, the Peter Noone
hit,ison onestrata, particularly the chorus,
aboutthefeelings ofafather-to-be; onadeeper
levelit concerns Bowie’s beliefin a superhumanrace—
homo superior—towhich herefers obliquely: “I think
aboutaworld to come/Wherethe books were found by The Golden
Ones/Writtenin pain, written in awe/ By a puzzled man who questioned
what wewere here for/All the strangers came today/And it looks as though
they're hereto stay”. Theidea of Peter Noone singing such aheavynumber
fillsmewith considerableamusement. That’s truly outrageous, as David
says himself.

Butthen Bowie hasaninstinctforincongruities. On The Man. ..
albumthere’sabitat the end of “Black CountryRock” where he superbly
parodieshisfriend Marc Bolan’s vibrato warblings. On Hunky Dory
hedevotesatrack called “Queen Bitch” to the Velvets, wherein he takes
offtoateetheLou
Reedvocaland
arrangement, aswell
asparodying, with
astorylineaboutthe
singer’sboyfriend
beingseduced by
anotherqueen,
thewhole Velvet
Underground genre.

Thenagain, at
various times on his
albumsheresortsto
averybroad cockney
accent, ason “Saviour
Machine” (TheMan...)
andherewith “The
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Bewley Brothers”. Hesays he copped it off Tony Newley because he was
mad about Stop The World and Gurney Slade: “He used to make his points
with thisbroad cockneyaccentandIdecided thatI'd use thatnowand
againtodriveapointhome.”

Thefactthat Bowie hasanacute ear for parody doubtless stems from
aninnatesense of theatre. He says he’smore an actor and entertainer
thanamusician; thathemay, infact, onlybe anactorand nothingelse.
“Inside thisinvincible frame there mightbe an invisible man.” You
kidding? “Notatall. 'mnotparticularly taken with life; I'd probablybe
verygoodasjustanastralspirit.”

Bowieistalkingin an office at Gem Music, from where his management
operates. Atape machineis playing hisnextalbum, The Rise And Fall Of
Ziggy Stardust And The Spiders From Mars, whichis about this fictitious
pop group. The musichas gotaveryhard-edged sound, like The Man Who
Sold The World. They'rereleasingitshortly, even though Hunky Doryhas
onlyjustcome out.

Everyonejustknows that David is goingtobealollapaloozaofa
superstar throughout the entire world this year, David more than most.
Hissongsarealways 10 yearsahead of their time, he says, but this year
hehasanticipated the trends: “I'm going to be huge, and it’s quite
frighteninginaway,” hesays, hisbigred boots stabbing the airin time to
themusic. “BecauseI know thatwhenIreach my peakandit’s time for me
tobebroughtdownitwillbewithabump.”

The manwho’s sold the world this prediction hashad awinner before,
of course. Remember “Space Oddity,” which chronicled Major Tom’s
dilemma, aside from boosting the sales of the Stylophone? Thatwas
aTop 10 hitin 1969, butsince then Bowie has hardly performed atall
inpublic. Heappeared forawhileatanartslab he co-foundedin



DAVID BOWIE

Beckenham, Kent, where helives, butwhen herealised that people were
goingthere on a Fridaynight to see Bowie the hit singer working out,
rather thanforanyideaof experimental art, he seems to have become
disillusioned. That projectfoundered, and he wasn’t up to going out on
one-nighters throughout the countryatthat particular time.

Sointhepastthreeyearshehasdevoted his time to the production of
three albums, David Bowie (which contains “Space Oddity”) and The
Man...for Philips and Hunky Doryfor RCA. Hisfirstalbum, confusingly
alsoself-titled, wasreleased in 1967 on the new Deramlabel butitdidn’t
selloutstandingly, and Decca, it seems, lostinterestin him.

Itallbegan for him, though, whenhewas 15 and his brother gave him
acopy [ofabook] to playaninstrument. He took up saxbecause thatwas
themaininstrumentfeaturedin the book

strained and stretched unnaturally, willultimately diminish an artist.
AndBowieisjustthat. He foresees this potential dilemma, too, when he
sayshe doesn’twantto emphasise his external self much more. He has
enoughimage. Thisyearheis devotingmost ofhis time to stage workand
records. Ashesays, that'swhat counts at the death. Hewill stand or fall
onhismusic.

Asasongwriterhedoesn’tstrikemeasanintellectual, ashe doessome.
Rather, hisability to express atheme from all aspects seems intuitive.
Hissongsareless carefully structured thoughts than the outpourings of
theunconscious. Hesays herarely tries to communicate to himself, to
thinkanideaout: “IfIseeastarandit’sred [wouldn’ttry to saywhyit’s
red.Iwould thinkhowshallIbestdescribe toXthat thatstarissuch

acolour.Idon’tquestion much;Ijustrelate.

(GerryMulligan, right?). Soin’63 he was
playingtenorinaLondon R&Bband before
goingontojoinasemi-pro progressive blues
group thatbecame DavyJones & The Lower
Third (changinghisname to Bowiein
September’65when The Monkees’ DavyJones
started gainingattention). Heleft thisbandin
1966 and became a performerin the folk clubs.
Sincehewas 14, however,hehad been
interested in Buddhism and Tibet, and after the
failure ofhisfirst LP he dropped out of music
completelyand devoted his time to the Tibet
Society, whose aimwas to help thelamas driven
outofthe countryinthe Tibetan/Chinese war.

“My own
work can be
compared to
talking to a

psychoanalyst”

Iseemyanswersin other people’swritings.
Myownwork canbe compared to talking to
apsychoanalyst. Myactisacouch.”
It'sbecause hismusicisrootedin thislackof
consciousness thathe admires Syd Barrettso
much. Hebelieves that Syd’sfreewheeling
approach tolyrics opened the gates for him;
both of them, he thinks, are the creation of
theirownsongs.AndifBarrettmade thatinitial
breakthrough, it's Lou Reed and Iggy Pop who
have sincekepthim goingand helpedhimto
expand hisunconsciousness. Heand Louand
Iggy, hesays, are goingto take over the whole
world. They’re the songwriters he admires.

Hewasinstrumentalinsettingup the Scottish
monasteryin Dumfriesin this period. He says, infact, thathe would have
liked tohave beenaTibetan monk, and would have doneifhehadn’tmet
Lindsay Kemp, who ranamime companyin London: “Itwas as magical
asBuddhism, and I completelysold outand becamea city creature.
Isupposethat’swhen myinterestinimagereallyblossomed.”

David’s presentimageis to come onlike a swishy queen, agorgeously
effeminate boy. He'sas camp asarowoftents, with hislimp hand and
trollingvocabulary. “I'm gay,” he says, “and always have been, even when I
was David]Jones.” But there’saslyjollityabouthowhesaysit, asecret smile
atthe corners ofhismouth. Heknows thatin these timesit’s permissible
toactlikeamaletart, and thattoshockand outrage, which pop has always
striven to do throughoutitshistory,isaballs-breaking process.

Andifhe’snotanoutrage, heis, attheleast,anamusement. The
expression ofhis sexual ambivalence establishes afascinatinggame:
isheorisn’the?Inaperiod of conflictingsexualidentityhe shrewdly
exploits the confusion surrounding the male and femaleroles. “Why
aren’tyouwearingyour girl'sdresstoday?” Isaid tohim (hehasno
monopolyon tongue-in-cheekhumour). “Oh dear,” hereplied, “youmust
understand thatit’snotawoman’s.It’saman’sdress.”

Hebeganwearingdresses, of whatever gender, twoyears ago,
buthesayshehasdone outrageous things before that werejustnot
acceptedbysociety. It'sjustso happened, heremarks, thatin the
pasttwoyears people haveloosened up to thefactthatthereare
bisexualsintheworld-“and-horrible fact—homosexuals”. He
smiles, enjoyinghis piece ofaddenda.

“TheimportantfactisthatIdon’thaveto dragup.Iwanttogoon
like thisforlongafter the fashion hasfinished.I'mjustacosmicyob,
Isuppose.I've always worn my own style of clothes. [ design them.
Idesignedthis.” He broke offtoindicate with hisarm whathe was
wearing. “Ijustdon’tlike the clothes thatyoubuyinshops.Idon’t
wear dressesall the time, either. I change every day. 'm not
outrageous.'m David Bowie.”

HowdoesdearAlice go downwithhim, I asked, and he shook
hishead, disdainfully: “Notatall. Iboughthis firstalbum, butit
didn’texcite me or shockme.Ithinkhe’stryingtobe outrageous.
You canseehim, poor dear, withhisred eyes sticking outand his
templesstraining. He tries so hard. That bithe doeswith theboa
constrictor, afriend of mine, RudyValentino, was doing ages
before. ThenextthingIseeis Miss Cwithherboa.Ifindhimvery
demeaning. It'svery premeditated, but quite fittingwith our era.
He’s probablymore successful thanIamatpresent, butI've invented
anew category ofartist, with my chiffon and taff. They callit
pantomimerockin the States.”

Despite his flouncing, however, itwould be sadly amiss to think
of David merelyasakind ofglorious dragact. Animage, once

Hisother greatinspirationis mythology.
Hehasagreatneed tobelieve in thelegends ofthe past, particularly those
of Atlantis; and for the sameneed he has created amyth of the future,
abeliefinanimminentrace of supermen called homo superior. It’s his
only glimpse ofhope, he says— “All the things thatwe can’t do they will.”

It'sabeliefcreated out of resignation with the waysocietyin general
hasmoved. He’snotveryhopeful about the future of the world. Ayear
agohewassayingthathe gave mankind another40years. A trackon his
nextalbum, outlininghis conviction, is called “Five Years”. He’s afatalist,
aconfirmed pessimist, asyou cansee.

“Pretty Things”, thatbreezy Herman song, links this fatalistic attitude
with the glimmer ofhope thathe seesin the birth ofhis son, asortof poetic
equationofhomo superior. “Ithink,” he says, “thatwe have created anew
kind of personin away. We have created a child who will be so exposed to
themediathathewill belosttohisparentsbythetimeheis12.”

That’s exactly the sort of technological vision that Stanley Kubrick
foresees for the near future in A Clockwork Orange. Strong stuff. And
along, longwayawayfrom the camp carry-ons.

Don’tdismiss David Bowie as aserious musician justbecause helikes
toputusonalittle. Michael Watts ®
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NME

ORTHE SECOND timein hislife Paul Simon stands
alone. However, his name on a solo album amounts to
much more now than when his Songbook album limped
almost totally ignored onto the market some years ago.
Though hewas the songwritinghalfofthe incredibly
successful Simon & Garfunkel partnership, Paul Simon—
soloist—isnowin the same position experienced by Lennon, McCartney
oranyotheractivelimb ofa creative bodywhich hasbeen amputated.
Simonisaware-though notunduly concerned-thatpeople will
undoubtedly make critical comparisonsbetween the songs on the new
albumand those thathe sangwith Artie Garfunkel.
Continuinglastweek’sarticle, Simon speaksabouthisrecording
activities, pastand present, Dylan, bootlegs and songwriting.

NME: On the Simon & Garfunkel albums, there’s always beenintricate
yetunobtrusive orchestral and group backings. Yet you’ve always chosen
toundertakelive appearanceswith just the two voices, your guitar and
the occasional extramusicianin support. What was your motive for this?
Atone point, we did use some back-up musicians, but most of the time we
didn’t, becauseitseemed to make things better justusing the two of us.
Firstofall, we'drequirealot oftime and rehearsal. The guyswe used on
therecordswe couldn’t take on theroad because they were all verybusy
session men. Ifyousaid to guyslike Larry or Hal, would you come out,
they'ddoitasafavour. Butifyousaid we're going on theroad for three
monthsthey'ddecline. »
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With Simon &
Garfunkel no longer
a partnership,
reviews
his recent past and
looks to the future.
“Ifyou’re around
long enough,” he
says, “then you
don’t believe
everything that
everyone tells you.”

“I'molderandl
inthesameway":
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They’ve got families, their work, and besides, it seemed to work with
justthe twovoicesand the one guitar. There was somethingaboutit,
thefactthatitwasreduced tosuchasmalltrioband... two voices and
aguitar—thatworked. Those numbers that didn’t work, we didn’t do,
soldon’tthinkthatyoufeltit, by notdoing things thatcouldn’tbe
sustained within this simple context. Ifwe had thenI'm sure you would
havefeltit... butwe didn’t. Until Bridge came along, everything was easy
todo thatway.

It'sso simple to go and perform thatway. Sound problems were pretty
much eliminated; even at the Royal Albert Hall-which acousticallyis
supposed to be terrible—was, for us, just great.

So thereisn’tachance thatyou mightsuffer from the same
predicament as Dylan, whereby aflood of unheard materialismade
availableinbootlegform?Iknow there’s one album called Chezwhich

issupposed tofeaturebothyouandArtiesingingand talkinginaroom.

Ihaven'theard thatone, butthere’salotof Dylanstuffaboutand there’s
alotof Simon & Garfunkel bootlegs of concerts. But the most flagrant
bootleggingthat’sbeingdone doesn’trevolve around unreleased
material; it’s done by those people who take the album and copyit, then
reselliton tape cassettes and cartridges. These bootleggers make their
moneybysellingitto therecord dealers for much less than the actual
record companies.

That'swhere the bigbootlegmarketis—it’sso much bigger than the
bootleggingof discs. Imean, there’sa Simon & Garfunkel Greatest Hits
tapethat’sabest-seller. You can’t con people into believing that
somebodyreallybadisreallydrippingwith talent. Anartistwants to
begood... hewantsto please and finally succeed. Ifyou're around
longenough thenyou don’tbelievein everything thateveryone
tellsyou.

Isthathunger and thatdetermination tosucceed
stillas strong today aswhenyouand Artiewere
working the folk club circuit? Well, the people that
surround me, like mywife and everybodyelse, are
alwayssaying, “That’snotasgood asthatone,” or
“Whynotchangethatlineinthatsong.”

Youhave thisreputation of beingvery
meticulouswhenworkingin therecording
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June1972: PaulSimon
andArtGarfunkel
reuniteatafundraising
concertforthe
presidential candidate
GeorgeMcGovern,
MadisonSquare
Garden,New York Cit:

studio, to the point of continually striving for complete perfection. In
fact, Duck Dunnrecently told me thatwhen he recorded with you for
thenew album, youw’dlay down a take - everyonewould likeit—but that
youwould insisted onredoingit over and over again untilyou were
satisfied thatyouhad captured acertain mood. (Smiles as he remembers
the event) Well,Tused Duck on bass and Tused Jim Keltner on drums. We
justcameinto SanFrancisco and started to work on one song which
actuallywasnever finished. Iwaslooking for something, butIwasn'’t
quitesurewhatIwaslookingfor. They're bothreally fine musiciansand
Iprobablydrove them crazy.Ididn’treally say anything; I kinda wanted
toseewhatwould come, anditdidn’tupset meintheleast, because Iwas
soused toworkingthatway.Thad plenty oftime and Iwasjustsorta
formulatingmyideas.

Duck’sopinion was that as farashewas concerned, youdidn’tneed any
other musicians, justyour guitar for support. That’sa verynice thing for
himto say. The trackIwas doing with him, I eventually completed with
electric piano and organ played by Larry Knechtel... he’s the guywho
played on Bridge Over Troubled Water, and Joe Osbourne, the bass player
whowasalso onthatrecord. Therest ofthelineup was Hal Blaine the
drummer and myselfon guitar, and Ifeel that particular song came out
alotbetter thaniflhadjustplayeditwith guitar. Itjust took time to
evolve, that’sall; yousee, at that timeitjustdidn’thaveit. 'mnotso

much thatmeticulous about these things, it’s just that I'm waiting for
somethingtohappen.Itcanhappen onewayandIdon’twantthat, butl
justdon’twantto do it thatway, because that’snot the wayIhear the song.

Talkingabout “The Boxer”, therehave been many conflicting
theoriesasto theidentity ofthe boxer—somesayit’s
autobiographical; others, Dylan. Then when Dylan
recordedit, itwas almostlike aconfirmation. Canyou
clarify this? Iwould sayit’s autobiographical...
althoughitsuresurprised me. Whenwerecordedit,
someone said tome, “Hey, thatsong’saboutyou”,
andIsaid, “No, it’'snotaboutme, it'sabout this
guywho... “And asI'msayingit, I thought, “Hey,
whatamIsaying; thissongisaboutmeandI'mnot
evenadmittingit.” One thingis certain, 've never
written anythingabout Dylan andIdon’tknow of
hispersonallife.




PAUL SIMON

Doyoulike Dylan’s interpretation of your song? Well, first of all, I'll tell
youhowitcameabout.Iwasin the studio and BobJohnston came
upstairsandsaid, “Dylan’s downstairs—do youwantto come down and
sayhello?” AndIsaid, “Sure, justassoonasIgetachance”, whichIdid.
Then theyplayed “The Boxer” for me, which Dylan had justrecorded. It
wasatatimewhenhewasrecordingalotofother people’s material for
his Self Portraitalbum.

Abouthisversion...Idon’tknow, it’shard to say. You see, Iidentify very
stronglywith thatsong. Yes, Isupposeit’s OK, butIlike Simon &
Garfunkel’sversion... Iwasverypleased with that.It’s one of my
favourites ofall the Simon & Garfunkel records. It'savery personal song
andit’shard toimagine anyotherinterpretation. Itwasfine... itwas
original. Like anything Dylan does, ithasits own thing. He did it
differentlyandIdidn’t think anyone could do that. Dylan’s version
makes mesmile. When Aretha came alongand then Stevie Wonder did it,
theyboth diditinaway thatwasverynatural for the songand theymade
itforme...Iloveit.

Thereare those people who haven’tmade good

opinion thataparticular albumwas good at that time?1don’thave too
much perspective on those albums, because some of them were big hits,
which tends to colourhowIlookatthem.Itend to thinkthat probably
thatwas good becauseitwassuchabighit,and then whenIhearitthe
thingclouds...Ijustdon’tknow.Idon’t spend too much time thinking or
worryingaboutwhatIdidin 1967.

Ofall the material thatyou have written, which isyour personal
favourite? Well, most of my favourites are on thenewalbum. It’snot
becausetheyare theverylatestand I haven’'tasyethad too much of
achancetogetusedtothem.

Your earlierworkreflected thehardships thatyouwere enduringin
both this countryand America. Since achievingand enjoyingsuccess...
well, youdo enjoy success, don’tyou? (Simon smiles andnods) Doyou
find thatin anywayyour presentlifestyle has affected your writing?
Ithinkthatthe mainthingthathasaltered mywritingisthe fact that
Iknowalittlemore abouthowtowrite.Idon’t

attemptssimplybecause theyhaven’tgot the
goodstodoagoodjobonanythingorbecause
theydidn'thave enough time.Imean, thereare
morebadrecords than goodrecordsand soyou
expect thatthe majority of coverswon’tbe good,
butyou're pleased when somebodytakesthe
careand the time todoitwell.

Whathavebeen your opinions of the countless
coverversionsrecorded of your songs? Do they
pleaseyou? Aretha Franklin’s version of “Bridge
Over Troubled Water” was fine. There’s been
alotofgoodversions of thatsong...infactI've
justheard agood one by RobertaFlack.

“I dont have
a schedule.
I have periods
of productivity
—it’s cyclical”

thinkithastoomuchtodowithmylifestyle.
Itmighthave to do with the subject matter or
the musicality of it. Theway of usinglyricsis
somethingthatyoujustlearnfromexperience
andstudy.Idon’tthinkit’s a question of
lifestyle.I'm older, too,and I don’tsee things
inthesameway.

Doyouemployanyspecial method for
songwriting?Idohave amethod of writing,
butIdon’tknow exactly howto verbalise this.
Foronething, Idon’thaveaschedule.Thave
periods of productivity;it’s cyclical. Ican’t say
exactlyhowithappens, butljustsitatthe guitar

Thereare quite anumber of cover versions
whichtook thesonginto another direction thanwhatwedid. Theyare
natural directions, because that songwas a gospel-type song—itwasn’t
agospelsong-ithad agospelfeel toitand therefore lentitselfverywell
vocallyaswellas musically to thatkind ofarrangement. Artieisnota
gospelsinger orasoul singer, and Simon & Garfunkel neversangina
blackvoice, because that’snot ourvoice. Artie sang thatsong, I think, very
soulfully. Notblacksoul; hesangitfromhisheartanditsoundedreal.

Youhaven’tappeared in publicfor nearly two years. Justhow
importantisaliveaudience toyou?Ilikeit. Buttherewasatimewhen
Iwasn’'tsomuch bored with performing, butbored with whatIwas
doing. Youknow, singing therequired Simon & Garfunkel hits which
realistically speaking youhad to do. That’s why people came to see you.

Imeanwejustcouldn’tsay, “Ican’tsing ‘Bridge Over Troubled Water’
again”, because we've sungitso many times. Peoplewantto hearit, andif
you're goingoutonastage then you've gotto doit.

Whenyoure-listen toyour very earliest material, do you feel

some embarrassment like some artists do? Well, maybe amild
embarrassment. Reallyit’s notjustlikelookingata picture of yourself

in 1959 when everybodyhad shorthair. Youlook at the picture and you
seethatthestylesareso old-fashioned and youwish thatyouhad been
ahead ofeveryone
elseand hadlong
hairin 1959. But
youdidn't.

PAUL
SIMON

Doyouinfactplay
allyour earlier
albums?No. Well,
veryseldom.

Whenyoudo, is
your personal

By ROY CARR

e . 2 e Eia Pmid Simon )

and one minutenothinghappens, and the
minutelater, asI'm thinking, something happens musically.I playitand
thinkaboutit.Ifitappealsto meIattach aphrasetoitand some ofthose
musicalideas evolve into songs and others gonowhere... Iloseinterestin
itorIdon’t. That’showIwrite. Ineversetoutwith theintention thatI'm
going towrite thisnow, or for that matter that I have towrite.

Inthe pastyouhave collaborated with ex-Seeker Bruce Woodley.
Have youwritten songs with any other writersrecently? Well, yes.
“ElCondor Pasa”...Ionlywrote thelyrics; the melody, whichis
traditional, was one thatIlearned from the group Los Cincos, soit’s
acollaboration between mylyrics and theirmelody. On the new
album, there’saninstrumental onwhichIcollaborated withjazz
violinist Stephane Grappelli.

Youhave also been studying the classical guitar. Will thisinfluence
showon thenewalbum?There’s no classical guitar on the newalbum,
butIwouldn’tseparate my own personal tastes from whatIwillbe doing
inthefuture. Again, that’snottosaythatI'll be playing classical guitar
only.Ilikeit, forit teachesmealotabout music... Ilove the sound of the
instrument. Anyway, [ neverlearned howto play the electric guitar.Ican
sitand read the musicand I don’thave to thinkwhat T have to make up
hereorthere. Its greatmusicandIloveit.

Isthereanyparticular person thatyouwouldlike to write material for?
Artie Garfunkel. I think that, ifIcanrouse him up out ofhis world of
Connecticut, hemight.Idon’t see whynot-he should-whatImeanis,
he could makeagood album.Heneedn'tifhedidn’twantto. Hehasn't
gotanythingto prove toanybody. Alllknowis thatArtielikestosingand
record. He doesn’twrite, so he has a problem of finding material, but
there’s enough good material around.

Duringyourvery early career around the London folk clubs, did you

for one moment envisage the success thatyou eventuallyachieved?
No, of course not. RoyCarr ®

_(INTERVIEW

THE PAUL SIMON
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CanatlInnerSpace,
theirstudioinadisused
cinemainWeilserswist,
nearCologne,1972:
(I-r)Holger Czukay,
Damo Suzuki,Michael
Karoli, IrminSchmidt
andJakiLiebezeit
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Democratic and
improvisational, the
German group

make “music of the
moment”, with roots
injazz and classical
composition. Too

far out for record

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

music business. “You
have to start refusing

Just s
freaked
2

MELODY MAKER

RMIN SCHMIDT HAS this theory. Have you ever noticed, he says, how
music made by coastal dwellers invariably shows the influences of air
and water; whereas the more one moves inland the more the dominant
characteristicis earth—the more it becomes gut music, in essence.
Histheoryisaconclusion he drew principally fromastudy of African
tribalmusic. He'd neverreally thought aboutit untilnow, butyes, he
supposed it could well applyin a European context. Take the Can, forinstance.
Theyliveinland in Germany,in Cologne, and their musicisnothingifnotearthy.
“Musicofthe stomach,” he callsitsuccinctly.
Irministheorganistand spokesmanwiththe Can,and he’sherein England,
sittingin the offices of United Artists Records, to put the word out about the band.
Theirsecond album, Tago Mago, hasjustbeenreleased here on UA, buthowmany »
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ofyou Britishersknow of them?Irmin smilesironically. Now the
Americans, theylove the group. Every American who sees them play says
they'reterrific. Maybe he and Damo, the Japanese singer, who is sitting
therewith him, should be doinginterviewsin the Statesinstead, doyou
think? Anothersmile.

Their firstalbum, Monster Movie, never received much promotion and
wasacommercialbummer. The UA pressrelease of the time described it
asa “rejection ofall the pressures of contemporarysociety”. Heavy stuff.
Butthissortof PR verbiage is vaguelyunderstandable.

Inapproachingthe Canoneiscomingto

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

Jackie Liebezeit, the drummer, started as a Dixieland player and went
through thejazzspectrum tobecome afounder member of the free-jazz
group the Manfred Schoof Quintetbefore he found himselfmovingina
rockdirection. Michael Karoli, the guitarist, had a college education, like
Irmin. Hewentto lawschool, and duringhis period there he met Holger
Czukay, the bassist, whowasa teacher butonly

termswith rockmusic thatis genuinely
differentto anything thatBritain or America
hasthrown up; amusic whose emphasisis
stronglyinstrumental, butaleatoryand free-
forminajazzsense, andblessed witha
rhythmic pulse that Englishand American
“space music” groups don’t possess.

The Can, like Amon Diiiil, the founding
figures of contemporary Germanrock, bringa
kind of abstract European quality to pop music,
mostprobablybecause their musicisnotrooted
inavocalapproach (and maybe because their
heritageisso classical, which American music,
withits folkand vocal origins, patentlyisnot).

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

doingthejobbecausehe needed the money.

The two determined to formagroup, but
through Holger’s association with Irmin, their
group grew to encompass Irmin and the others.
The Canwasfoundedinautumn’68.

Malcolm Mooney, a BlackAmerican, was
their firstsinger and was featured on Monster
Movie.Buthe “becamesick” andrather
thanenterhospitalin Germany, where the
staff, itwas thought, would have difficultyin
understanding him, hereturned to the States.
Theband thenauditioned 10to 15 German
singers, butthatdidn’twork out.

“Thismistakewas thattheywerereally

Their singer, Damo, isnotsomuch avocalist
asanotherinstrumentalist, nowintoning the wordsin almostawhisper,
nowscreamingthem outastherhythmaccelerates. The fact that many
ofhislyricsareinJapanese, and thatmuch ofhis English (onrecord) is
unintelligible, emphasises the strange, alien nature of the music.

Then again, they create some powerful electronic sounds, intended
notasmere effects butasintegral parts of the music, and produced not
bysynthesizers, but through distortion and manipulation of regular
instrumentation, like the guitarand organ, and experimentingwith
theirmixer. They simply don’thave the bread and the financial backing
tobuyany fancy electronicstuff. Thatmakes their experiments all the
moreinteresting.

“Allthe musicisrecordedlive,” says Irmin. “There’s nothingworked
outbefore. We neverrehearse. We just play, and sometimesit’s bad,
sometimesit’sgood-butit’s alwaysimprovised. Like the ‘rain’ effect on
‘Mushroom’ [acuton theirnewalbum]. Thatwasbecause thelevelhad
droppedinone place; thetapehadn’tbeenregulated.”

Thelyrics, written by Damo, are similarlyimprovised. Even performing
ataconcerttheynever use texts. Anynumber is calculated to sound
differentfrom one performance to the next. Thatiswhy Irmin says anew
listener hastoseetheband twice atleastbefore he makes anyjudgement

ontheirmusic.
Theband has
I anextraordinary
he says, how mixed background.
fluences of air Theyareheld
the dominant together to an extent
e tribal mosic. byarejection of their
ﬁ,‘,"%.,"’,;'l.,‘,‘?’}x musicalandsocial
omach,” be calls

singers,” says Irmin.

Then, sittingin a cafein Munich last May, where theywere performing,
theyheard Damosingingin thestreetoutside: “Hewas singingreally
loudly [Damo: “Iwas tripping”], and helooked really happy, and Holger
justgotup, asifhe’d been bitten by a tarantula, went outside and said to
him, ‘Youhave to singtonightwith us.’ There wasnorehearsal. We just
started playingandhebegansinging.”

Damo: “Thave no musical background. Iwasastreetsinger.I'd playedin
Sweden and London before, in the subways, hitchingwith my guitaron
myback.Ihave about300songsbutlcouldn’treally playguitar, justone
chord, soIcouldn’tplayother people’ssongs.”

Freedomisaconceptthatcropsup frequentlyin Irmin’s conversation.
Themusicrevolvesaround theidea of theindividual creatingon hisown
whilststill working empatheticallywithin the group framework.
Similarly, they have attempted atall times to preserve their autonomy
from the music establishment. Threeyears ago, when the Germanrecord
companies were pressingall groups to sound like the English or the
Americans, the Canwere cutting their own tracksin their own sstudio.
“Wetookourtapestoallthevariousrecord companies,” says Irmin, “but
always theytold me, ‘It’s good y’know, you're areally gifted group, butit’s
soprogressive no onewillbuyit. Justmake anotherrecord firstwhichis
commercialand thenyou canrelease this, because people will then
believeyou. Wesaid no.”

Theyachieved their breakthrough when afreakwho had hisownlabel,
Music Factory, made 600 private pressings, and then UA, whom Irmin
sayshadlistened to the tapes before, suddenlybecame interested: “Soon
itwaslikealegend. ‘There’sareally, really strangerecord goinground’
—youknow. And finally, after some weeks, people were paying 50 marks
forit [£6]. This convinced the record company there was some response
inthe publicand so they
releasedit.”

Allthe same, the groupis
notgoingto berestricted by
record company executives;
Irminloathes bureaucratic
interference. Despite greater
technical standards they will
useno studio buttheirown:
“Wethoughtifwewentintoa
studiowehave torehearse, and
that’snotthe waywe do things.
Andthenthere’salways some
guybehindyou, withawatchin
hishand, saying, Don'’tfreak
around, because thatwillbe
another 100 markstome.”

Thisattitude hasnot
facilitated theirfinancial
situation. Musical

T E R Made
In ACastle
With Better
Equipment
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independence has meant them having to work
onoutsidecommercial ventures to make
sufficient bread to continue. In the pastthree
yearstheyhave done the soundtracks for
13movies, includinga
15-minute passage for
Jerzy Skolimowski’s
DeepEnd.

“It'saquestion of the
establishment, too. You
know, when we took our
tapesto UAthatwasa
threatto them, because
weweren'tusing their
studios. With the Canwe
don’thave amanager; we
are our own producersand
engineersand ourown
agency for Germany.

“Youcan'tthinkjust
aboutgettingrichin their
way. Youjusthavetostart
refusing the basis of their
power, which means of
their production. Allyou
cantrytodoissetuplittle
cells, whichmay growor
not, butmusicisnotto
makerevolutions. The
mainquestionisnotthatyoustartand then getf~——d up.It'stomake
musicatthe momentof the moment.” Michael Watts

NME

FALLTHE heavy German bands, Can are perhaps the most
O interestingand could prove the mostinfluential. Next month

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

Infact, Canarefurtherahead inmanyrespectsthan mostBritish bands.

Theirmusicis dark, mysterious, often frighteningly cold, and created
almostspontaneouslyinastudio builtinto a castle they ownin Germany.
Asthealbum’s sleeve notes point out, probably the only British band with
anythingin common with them are Hawkwind, since both groupsbase
much of theirmusic onrepetitiveriffs. Butin spite of this the comparison
islooseasboth groupsare exploringrather

“Now the musicisimprovised collectively.
There’snobody dominating, nobodywriting.
Whenwe were making the album we made
tworeallylongtracks by playingonerhythm
forhoursand hours. We played itback
maybesixtimes andrecorded on top ofiit.
Thenwe cutoutthe best pieces of tape and
stuckthem together.

“Whenwe wererecording these tracks
there were times when we feltwe couldn’t
do anymore on thatparticular piece, sowe
justfreaked out—went completely wild.
These sections were played with no previous
thoughtatall. We cutoutthe best of them
and putthem on the album. PersonallyIfeel
that’samuch more natural way to make
music than the conventional method. Surelyit’sunnatural to getfive
peopletolearnapiece of music thatwas previously thoughtupin
somebody’shead and make them practise it over and over again.

“Thepointis, we don'tthinkin terms of technical ability. That’s
apolitical term-an old value. Theneed toreach a certain technical
standardisunnecessary.

“Ifsomebodywants to express himselfhe doesn’t need to study eight
yearstolearnhowto play quickly. Tome, somebodywhois the fastest
ontheguitarmaywell prove to be the mostalienated to the guitar of all.
Hisguitar doesn’thave anythingto dowith hislife. Hisaimisjusttobe
afastguitarist.”

Can, of course, are notthefirstband to break through from Germany
—thevarious combinations of Amon Diitil being the other prime
example.Iwondered whetherIrminhad anyideas on why Germanbands
seemed particularlyinterested in the heavier side of music.

“Basically, Ithinkit’sbecause people on the Continentnolonger think

making musicmeansimitating British or

differentfields of experimental music.
Lastweek Can’s organistIrminwasintown
together with part-Japanese, part-German
vocalist Damo. [rmin, although copingwith
aforeignlanguage, proved morearticulate
thanmany of ourhome-grown musicians, and
explained howand when the group got together.
“Thegroupreally came together by chance
backinlate’68. Each of usknewdifferent
members of the group and we all came together
because we were fed up withwhatwehad been
doingbefore. We just wanted to be with other
people exploring different musical fields.
“Beforethat, everybodyhad been doing
somethingdifferentin the musicalline. Holger,
ourbass player, had been studying classical music
andplayedalittlefreejazz.Jaki, our drummer,
hadbeenplayingfreejazzin the mostadvanced
groupinEuropeatthattime.Thad been
studyingsomeveryanarchisticAmerican
music, while Michaelhad been playing
guitar for pure pop groups. Damo, who

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

important”

Americangroups,” hereplied.

“Peoplein Germany, forinstance, were born,
educated and broughtupinacompletely
differentenvironment, soiftheyexpress
themselvesinatrue sense theyarebound
tohaveadifferentfeeling to their music...
butwithouthavinganynationalistic feeling,
whichissomethingIhate—and thisiswhat’s
coming through.

“Alsolhavethisideathatinthe pastallmusic
from America, and especially from Britain,
hasbeenmorerelated tomelodies. Ifyou
study music from all over the world it seems
thatinlandssurrounded by water the music
isinfluenced more by water and air, while the
more you go into a continent, the more you getinto

aland mass, the melody of the music becomesless
importantin comparison with therhythmic
heaviness. It seemswater hassomethingtodo
with melody, while countrieslike Germany
produce music more ofearth and fire.
“Iwouldn’twantyou to make too much
ofthattheory, butmaybe thathas
somethingto dowithit. Really,Idon’t
thinkanystyle or music should dominate,

joined uslater, hadjustbeensingingon & S'Oc%%
thestreet, which in itselfisa genuine j %
scene. The onlythingwe had in common i
atthestartwasthatweallwantedtoplay & - Ua Duéo""’ -
music thatwas spontaneous. E T 007
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especiallyifyou’re playingnewmusic.”
Jamesjohnson ®
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“A battle
cry forthe

kidsin 1' ‘

America’
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PHOTOSHOT

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

MELODY MAKER

ONTROVERSIALAMERICAN ROCK band MC5
arrivein Britain on Thursday to begin a series of
concerts arranged at the last minute by promoter
Ronan O’Rahilly. Theywill be in Europe until the
end of March and are also planning concertsin
France and Denmark.

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

Dates fixed for MC5 are London School Of Economics (February5),
Corn Exchange, Cambridge (10), Mardi Gras Club, Liverpool (12),
Greyhound, Croydon (13), France (17-22), Lanchester Polytechnic
(25), Roundhouse, Chalk Farm (27), Seymour Hall, London (28) and
ThomasHall, Canterbury (March4). Other datesarebeingarranged. »
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The group ismanaged byJohn Sinclair, the White Pantherleader
recentlyreleased fromjail afterbeingarrested for drugoffences and the

beneficiaryofacharity concertatwhichJohn Lennon and Yoko appeared.

MELODY MAKER

HEMC5DON’Twant to be stars, ifyou can dig that. The reason
| that they are there with you to fill the air with vibrations, to take
control of the air molecules and fill them with sensitivity. You
see they are still very much into politics, although itis more subtle now
and notjustamatter of “Kick Out The Jams”.

Youhave to progress, and they make a point of putting over the fact that
theyarenowintoreality. Tunedintorealitybecauserock'n’rollisaforce
thatcan putpeople backinto afeeling of security. It'sahigh-level energy
trip that can give people somethingtheyneed.

Butatthe same time when stars becomestars theylose thathigh-level
energyandrealitybecauseinstead of them thinking of the people, they
becomeamachine thatthinksoftaxreturns. And money prevails. At
leastthat’show the MC5 seeit.

“Ithinkthe political side of rock’n’rollisstill there, butlike alot of other
people, itisnotjustslogans. Political musicis movingintoreality,” says
guitarist Fred “Sonic” Smith. “It’smore tuned into areality vibration.”

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

Outside theirhotelroom, across theroad, children played during
theirlunch hour, shoutingandletting offall the energy they could. If
everythingintheworldistoo coolitisup to them to makeitso. But
theypointoutthatthe naturallovinginstinctin childrenisstifled
from the day theyareborn. Parentsteach children tolove them only,
thebrothers andsistersalittle bitless,and to be careful of everything
elsearound them. It’sall to dowith possessiveness and sexuality, the
band pointout.

“Itisto dowith thewayyouapproachliving,” said vocalist Rob Tyner.
“You canapproachitlivingandlovingeverythinglike children, oryou
canapproachitfromapersonal thinglikein America. Childrenare
broughtupinsuchawaythattheyareafraid tolove.

“Whenyouareyoungyouarewilling tolove anybody, but your parents
close thatsensitive door. They close it so thatyoulove them only. Thave
achild myself.ItrytohelpitasmuchasIcan, because [ knowwhat
happened tome whenIwasakid. God knows whatIwould have been
likeifThad notbeenrepressed athome and atschool, and inreligion.
I'mbizarre enough now, butIdon’tknowwhatIwouldbelikeifThad
beenleftto growupinmyownway.”

theirrecords. Butmainly theylisten to it when they do anything.
Inasense, rock'n’rollis the most powerful mediumwe have at the
moment,” said Wayne.

Rock'n’rollhasadifferent, anarchisticlifestyle too,and that, Fred
thinks, isimportant. But mostimportant ofall, he feels that people have
tobere-sensitised. Weneed change. People need to change their
lifestyles, andlifestyleshave been changing withrock’'n’roll. With
rock’n’roll, the mostimportant thingis to have sensitivity to airspace, to
treat theairmolecules withrespect.

Rock'n'rollhasescaped from therigid musical traditions thathave
prevailed in music for thousands of years.Ifrock can do that, then people
canescape from the structures thathave tied them for thousands of
years. Lookat the States, they say; theideal behind the democratic
government goes backto Greeceand Rome.

Tofindidealstheyarelookingforinlife, the MC5 are thinking of moving
theiroperations to London, because things are cooler here and because
theyfeel thatitisthe centre of European art. Anyway, there arelots of
peopletheywantto getto know, especially science-fiction writers they
admireand musicians theywantto digoutand get to know.

Butthe main thingwith the MC5 when you getunderneathall their
politicalidealsis that theyare open and honest. Unlike the vast majority
ofradicalswhowanttoreplace whatwe have nowwith equallyrestrictive
governments, theyare as mixed up asanybody. Thatisanimportant
thingwhen theytalk politics.

Theyare talkingfromahumanlevel, alevel that they themselveshave
found. Anarchy, theyfeel, is the thing, butanarchy that allows people to
feelfreetomovein theirowndirectioninstead of thoselaid downbythe
powers thatbe. Mark Plummer

NME

FALLTHE groups who have dabbled in politics over the last
O fewyears, the MC5 seem to have gained the reputation as one

of the most fervent, the most committed and the most
outrageous. Tales of their exploits on stage are so varied thatit’s
difficultto sort out fact from fiction. Ask vocalist Rob Tyner about
them and he says, “Well, yes, we used to burn American flags,
blaspheme, rape and pillage and sacrifice virgins...”, but allwith a sly,
enigmatic smile that you still don’t know quite what to believe.

Either way, the MC5 are thought of as somekind of evilbogeymen, the
kind of guys young chicks should be scared of and known better for their
outrageousness than their music. After all, most people know they were
firstto come up with the phrase “Kick Out The

“Religion,” says Wayne “is particularly
repressive. Just take the title, which comes from
the Latin word religio, which means to follow a
dogma.Ithasnothingtodowith turningthis
planetaround and changingit.”

The phrase “future shock” crops up with
Wayne ashestressesapointaboutpeople’s
closeness to their own way oflife. Future shock
hascausedalotofpeopleto crack, peoplewho
can’tkeep upwith theuse of change. That, he
says, accounts for the weird behaviour of people
whobecomeinvolved in senseless violence that
hasbecomeapattern oflife in the western
world, especially America.

“Children are
brought up in
such a way
that they are
afraid to love”

Jams, Motherf-————— s”, buthowmanyhave
actuallyheard the song?

“Infactthatphrasestarted outasa colloquial
expressionin the Detroitarea,” said drummer
Dennis Thompson. “Like, alot of bands would
comeandplayinDetroitand they’dbesolame
you'dyell, Kickoutthejams’, meaning get off
the f-——— gstage. Rob turned the phraseintoa
songand graduallyitbecameabattle cryforall
thekidsin America.”

Itwasin Detroit thatthe band firstformed, as
apurelyinstrumental rock outfitbackin 1964.
Evenatthattime, though, theysaytheywere
becoming “politically conscious” and when

Sowhere doesrock'n’roll comein
to this pattern of future shock?
How canrock’n’roll save the world
from goingto the dogs?

Well, it can change becauseit
isapowerfulforce. Peopleread
books, stresses Wayne, but they
onlyread themonce and then
putthemonashelforleave them
inaplaneorsomething. Films
youcanonlyseeonce,and he
dismisses TV.

“People playrecordsalot. They
arepartofalifestyle. People
listen torock’n’roll throughout
theday, and theykeep playing
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theymetJohn Sinclair, now
presidentof America’s White
Panthers, thisintensified. He
played ashadowybackground
figureintheband’s development,
callingthem his “toolforthe
revolution” until they splitfrom him
two years ago.

Lastweekend the band hit London
for their second British visit, which
includes datesallround the
country. Ontheir previous trip
theyonlyplayed four dates, so this
isreallythefirstchance Britain
hashadtoseethem. “ITthink
maybe peoplewill thinkwe’re



goingto preach politics at
them,” said Thompson.
“Butnotatall- wedon’t
want to make the gigslike
goingto school. We'lljustbe
rocking, foot-loosing, saying
off-the-wall thingsand just
actingcrazy.

“Atone timeweused to state
thingsverbally, all that stuff
aboutscrewingin thestreets,
etc, etc, butthatwasjustan
embryonicstage.In away, just
tostatethemisverylimiting.

“Nowweletmessages come
through onasubliminallevel
through the music. Asthe
musicis super sexual, super
sensual, eroticand obviously
veryliberated, our observations
stillcome through.

“Butwhatwe'reintohasno
setpolitical thoughts anyway.
It'stodowithtotalanarchy of
themind. The MC5 thingisa

“Whenwegoouton
stage,everybodyknows
howtogetitupthere,
howtoreachaclimax™:
theMCsinLondon,1972

[

total screw off. Like, Idon’t care whatyou do so
longasyou're free. Whatever drugyouwantto
abuse-abuseit. Whatever poison youwantto
take—takeit. You can have the craziestfetishes
imaginableandI'llstillbeyour friend. Tome,
rockmusicat presentis completelylimp. Like,
Rod Stewartsends me to sleep. Why don’tbands
give everything of themselves onstage? They
certainlyaren’tatthemoment. Why don't they
express theirnatural passion forlife?

“We don’ttake audiences onlittle tripsand
fantasiesin theirminds, butget them out of
theirseats, give them music thatis super-
explosive. Wewant to get people out of their

“The MC5
thing is to do
with total

anarchy of
the mind”

The MC5are over here for only the second time
intheir careers, butlooklike they’llbe herealot
more ofteniftheysign on with ex-pirateradio
chiefRonan O’'Rahilly, whois thinking ofbeing
theirmanager. Theirlast tour here—insummer
1970-wasfairly disorganised and included the
equallydisorganised Phun Cityfestival, and
theyalsorecorded theirlastalbum, High Time,
here. Afew copies of that werereleased when
theyarrived here thistime, butthatseemsa
little disorganised too—aword whichisalltoo
frequentlyapplied to the group.

AnAtlanticnewssheetdescribed themas “the
bandthatadvocated screwing, smokingand the

tormented mindsandinto theirbodiesand
haveagreattime.”

Judgingfrom theband’sfirstgigatthe London School Of Economics
last Saturday, they did succeed on thislevel. There was no great technical
virtuosity displayed, but by the end most of the audience were indeed
outoftheirseats dancing to some prettybasic, no-holds-barred
raucousrock.

“Ourmusichad always stuck to the basic elements of rock’n’roll,” said
Thompson, “because that’s the music thatbelongs to our generation.
Eversincewestarted we've been expanding within thatform.

“Thekeywordis energy. You've got to have thatto allow people to
respond. Thereason whythere’ssomuchin thisbandisthatwe’ve
been playingwith each other for seven years, so we’ve broken down all
inhibitions between ourselves. Consequently, with each otherwe're
allsuperloose.

“Whenwe go outonstage, everybody knows howto getitup there,
howtoreachaclimax, howto go, go, go and climaxagain. It'sbeensaid
we'rethe onlybandin America that can make an audience come. Ifwe
make English audiences come then we've done whatwe wanttodo.”
James Johnson

DISG & MUSIC ECHO

T COMES AS something of a shockwhen the MC5-long since
I branded as arevolutionary and rather spine-jarring band -looks
deep into your eyes and starts talking about “loving awareness”.
“That,” says guitarist Wayne Kramer “iswhatit’sallabout.”
He, alongwith other guitarist Fred Smith, are talkingin a Fleet Street
coffee shop. Wayne periodically cleanshisfingernails with a fork.
“Forinstance, when youmeetsomeone, instead ofhaving a defensive
awareness, youhave alovingawareness and you'reready to takein this
person’sfull vibration. Loving awareness is the only answer to our
problems—look at President Nixon, the most defensive catin the world.
Hiswhole constitution hasfalleninto a defensive pit.”

burningofthe Americanflag”, and although
this mighthave coincided with their earlyimage and first album Kick Out
TheJams, itcertainlydoesn’'tanymore. They're stillarough-and-ready
rockband, generatingagreatdeal of energy, but theiraimis to utilise this
energyfor communication.

“We'renotinterested in makingitbiglike Led Zeppelin,” says Fred.
“Itdoesn’tbotherusatall thatwe can’'tgoup onstageand doall those
ridiculous things—we've had a dose of thattype oflife and there are more
importantthingstodo than carryingaround shoppingbags full of
money.I've SEEN Led Zeppelin leaving a concerthall carrying the money
inshoppingbags.”

“Ifyouhave moneyspend it, wereckon. Ronanisveryintothat-he
spendsiton good projectslike hisidea for pirate TV. He never talks about
money, neverworries aboutit, livesina £12-a-weekflatand drives ajeep.”

Theyare thinking of putting outalive albumnext (their first one was
live,and one of the best examples of
liverecording). The wholeloving
awareness conceptissomething
thathasevolved during their six-
and-a-halfyearstogether. When
you'reas powerful onstageasthey
are, youhave agraveresponsibility
touse thatpowerwell.

“Idon’tthinkwe’ve ever gotup on
thestageandjustplayed alongand
notcared aboutanything,” says
Wayne. “Asaband gets olderit
really doesbegin to utiliseits
powers. Soon music and albums
willbe one ofthe main forms of
communication. Atthe moment,
albumsbroughtin morerevenuein
Americathanfilmslastyear, which
isincredible.” Caroline Boucher ®

JOE STEVENS
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ELIVEIN the age of the mini phenomenon.
It’sasituation born out of three/four years of
waitingin a post-Beatles limbo for anewreal
phenomenon to presentitselffor deification.
And asituation born too out of the music
industry’s gradual awakeningto the fact that
no such substantial and lucrative hunk of mannais either going to be
manufactured or dropped from the heavens into its lap.

Sothe mini phenomenon-eitherinitiallybusiness masterminded or
publicinitiated, theninboth cases gratefully seized upon and glorified
byahungryrockindustry... hasbeenthe order of the day.

Latelywe’ve had the T. Rexmini phenomenon, the burgeoning Faces
miniphenomenon and the Slade mini phenomenon. The qualitative
“mini” by the way, chosennottoimplyaput-downbutasanattempt to
maintain perspective.

I'velumped these three bands together for otherreasons. One, because
I'veahunchthatifthereistobeanewreal phenomenon of the 70s—one
withastandingequal to thatofthe Beatles... thenthe chosenhe/she orit
willfinditnecessaryto embrace certain charismatic characteristics from
allthesebands.

Aheftymeasure of Marc Bolan’s skilled use of the music as the mediaas
the message perhaps? Abountiful dash of the swagger and vitality of the
Faces? And, lastly, the kind ofidentification and involvementwith their
followingthat Slade have made their trademark.

The otherreason why these three bands group naturally togetheris that
allthree have tapped for their devotees

I'msittingin an anteroomwaiting for myinterview, halflistening to
NoddyHolder beinginterviewed for Australianradioin an adjoining
room, and Slade publicistJohn Halsallis passing time tellingme of the
release date clashbetween the Slade and T. Rex singles.

Somebodysomewhere agrees with the premise thatboth bandsattract
similaraudiences because, whenitwas discovered that “Telegram Sam”
and “Look Wot You Dun” were scheduled forrelease on the same day,
Slade’s Polydorlabel sagaciously decided thattheirband might get the
worse ofasales clashand pulled theirrelease date forward aweek.

EM]I, Bolan’slabel parent company, promptly responded by pushing
theirlad’s single forward as well. Study of NME Charts over the past few
weekswillhave shown that the T. Rex single won outhandsomelywith
theinitial sales, although whatisnow Slade’s third hitis quickly making
uplostground.

Ifyoudon’tflash onthatlittle storythen you'renotapartofthe ever-
increasingmovementwho feel thattheboostmusicneedsrightnowis
areturn to shit-hot quality singles by the top namesinrock.

NoddyHolder, anyway, whenIgotin to see him, expressed surprise and
disclaimed allknowledge of any behind-the-scenes dealings. In his
opinion, T.Rexarein ahigherleague than hisband are on the concert
circuitand have had four/five hitsingles while his group have had three
andarestillon onenighters.

Butheadds, inanasallyMidlandsaccent, “Of course I'dlike Slade to be
asbigasT.Rex, butIdon’tthink thatwe are in competition. However, if
weare, thenIthinkthatcan onlyhelp the music business. Competitionis
ahealthything.”

Holder does concede certain similarities between the followings of

thetwobands. Notonlyinthattheyarelikely

aconsiderable hunkofthe public thathas
hitherto eitherbeen anignored backwater
uncatered for by the excesses of the 20-minute
album trackers or, more simply, been at school
up tonow.

Inthelatter cases theseare thekids getting
theirfirstinfluential (in the sense ofhaving the
bread toinfluence trends) taste of rock music:
theyoungbrothers andsisters of the Stones,
Dylanand even Zeppelinfans; the kidswho
haven’'tbeen programmed and conditioned by
the “accepted” norms of snobrockbehaviour...
whowant to dowhattheir elders did when they
firstturned ontorockn’roll.

“The audience
sweat their
bollocks off...
It’s a kind of

release valve”

to cross out each other where singles buyers
are concerned, butalsointhattheyattract
thesameagerange. Anythingfrom 10to 15,
withaconcentration between 14 and 18.

“Theseare theardentfans,” comments
Holder. “Itisthe sortofyoungkidswho are
leapingabout. Thereis this section of younger
kidswho aren’tintosittingandlistening, and
arewantingtorave from thestart. Same asIdid
whenIstarted to take aninterestin music.
Ineversatdownandlistened.Isawbandslike
TheWho and the Stones.

“I'was gassed with The Who when I firstsaw
them.IsawThe Beatles onstage too.Icouldn’t

Theywantto feel the emotionand the sheer
gutand crutch power ofrock atleast onaparwith, ifnotahead of, the
cerebral qualities that have been pushed down the throats of the older
generation. Theywant, as Marc Bolan putsit, toboogie. Theyare, as
NoddyHolder of Slade remembers from his first experience of rock’n’roll
through groupslike The Who and Rolling Stones, wanting to “rave from
thestart”. Whatseemstohave been neglected is the middle ground
between the straight pop and progressive factions. Notallrock'n’roll
devotees are graduates hungup onJohn Cale and TerryRiley. Some are
16, justout of schoolanditching toboogie.

Jonathan King makes avalid pointwhen he says thattoday’s pop
performersaretoo old torelate to the newgeneration of pop listeners.
Idon’'tseereggae or The Weathermen as the answer. Maybe T. Rexand
Sladeare.

This’ll take youback, those of youwho rememberwith fondness those
hazynostalgicdays when The Beatles and Stones would be releasing
singlesin the same week, so setting the nation and the industry abuzz
with excitementto see who got the better of the other as therecords
battled up athen-vibrantand alivesingles chart.

FACES ~THE
MINI PHENOMENO

hearanythingbut they were fantastic. Ithas got
to comebackfull circle. Isuppose we are doing our bit.”

PersonallyIfind Slade, apartfrom anythingelse, too crude amusical
band for my tastes, but to dismiss them out ofhand would be toignore the
demands and opinions ofa considerable bodyof people. Theyare, to my
mind, thekind ofband whose appeal revolves as much, ifnot more so,
aroundacharismaticimage asitdoes around the kind of music they play.
Theheavy, boot-stompingbeatthat they've made their trademark has
more to dowithimage than music.

Slade’smain appealis that they come on strong, playingit partserious/
parthumorous, asaband of neighbourhood heroes. Holder, with his
struttingstride and vulgar onstage manner, is the neighbourhood
tough. Dave Hill, with his effeminate mode of dress, the neighbourhood
flash. To the kind of predominantlyworking-class audiences they attract,
they canbeidentified with. Here are no four/five remote acid heads
attemptingto preach peace andlove atsome Barnsley municipalhall.
Sladeis one of your mates made good.

Therearesimilaritieswith The Who’s early daysin thatrespect-infact
Slade’s early material possessed that same naivety of stufflike “ICan’t
Explain” and “Anywhere, Anyhow, Anywhere” —because The Who
atthe outsetowed theirsuccesstoaverystrongidentification with
theyouth movement, the mod movement, of the time.

Holder draws theline
atmusical similarities
butadmitstoastrong
admiration for The Who
and, onthe subject of
audienceidentification,
comments: “Itis obvious to
usthatitisthatsamesortof
response thattheyhad.”



v,

TAK ME

BAK OME
-———

From the Black Wonderin'y

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

“Yeah,” heanswerswithadrawn-outgrin,
“itwas prettyrough.Isupposeyouhaveto
have somesort of streak ofaggressionin
order to exist there.”

Healso makes the pointthat thelife of
agroup quicklytakesamusician outofhis
native environmentand slapshim downin
another. Slade stilllivein Wolverhampton
—Holderwith his parents—butspend the
majorityoftheir time on theroad, and when
inLondon, livein hotels.

Formed virtuallystraight out of school,
theywerejustoneunknownbandina
thousandbefore their meeting with manager
ChasChandler, the former Animal and
Hendrix’s co-manager... ameetingwhich
coincided with perhaps the mostinfluential
pointoftheir career, this the frequently
harked-uponskinhead gimmick.

Holder explains: “Backin Wolverhampton
the fashion was catchingon and suddenly
we thought, well, these are the people we're
playing to sowe mightaswelllooklike them
too.Itshocked Chris, butIthink heliked the
factthatwehad done somethingto associate
with ouraudience.

“Whatalsoimpressed Chaswas the fact
thatwewere playingall differentsorts of
stuff: Motown, blues, anything. We were not
playingfor ourselves, but playingto please
theaudience. Chassaid hehad seen somany
groups playingjustfor their own enjoyment
onstage.”

Iwon’tgo over whathasbecome well-trod
ground. Sufficeitto say that Slade’sbookings
slumped asdrasticallyasifthey'd contracted
leprosy. Thesilver cloud was thatin one
stroke of the barber’s scissors, the group had done its bit, however
insignificantatthe time, to bringrock'n’roll down from tslofty cerebral
plainsand putitback on the clubland floorand street corner.

“Any group into playinglong, dirgy guitar solos” growls Holder, “would
never have thought of that. They would have thoughtituncool. Doing
thatskinhead bitknocked our bookings down, but the audiences-not
thehead audiencesof course... theyreallyflashed onit. That was the
realisation of whatitmeantto communicate with an audience.”

Fromthatpoint, although thehairwasagainlefttorunitsnatural
course, Slade setaboutusing thelessonlearned tobuild averyreal
empathyamonga growing following. Today, agood Sladereceptionis
downasmuchto theaudienceasto theband. Holder says thatthe credit
foragoodgigisusuallydistributed 50 per centbetween band and crowd,
and addsthataudienceinvolvement doesn’tnecessarily stop with the set.
“Wegetalotofpeople comealongand talkbackstage afteragig,” he
maintains. “Welike to find outwhat theyare thinkingand what they
wouldlike to seehappen onstage.”

Sincetheir firsthit “Get Down And Get With It” therehasbeen barely
anyresistance to theband’sappeals foraudiences toloosen up. Any
audiences slowto come forward getatreatmentof vulgarharassment.

“There aresome people pissed off with beingbored byband afterband,”
says Holder, “but they’re too shy tolet themselves go because of the
peoplenextto them. We tell them not to take anynotice ifsomebodynext
tothemissittingdownbecause, if they getup and doit, then the guynext
doorwilltoo. Sometimes you getawhole audience too shy butwejust
pummel theirbrainsuntil theygivein.”

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

Sladein1972:(I-r)
NoddyHolder, Jim
Lea,DonPowell [0

-

_ andDaveHill ’.

unknownsince the pop heyday of the
early '60s. Yet their gigs are remarkably
trouble free. Holder feels that the humour they employ tempers the
aggressioninthe musicand hasa therapeuticside effect.

“Itisthe beatwe playat, thatsortoftempo,” says thevocalist. “They
sweat theirbollocks offthrough a showand when they pour out of the
clubtheyareshagged out.It’'sakind of release valve.” Nick Logan

MELODY MAKER

MM:Doyouthinkyouhavereached the stage where fans go and buy
yourrecordsbecauseit’s Slade, regardless of therecord?

NoddyHolder: Yes, people do. We've gotahard core of fansbut the
hardcore can’t push arecordinthe charts. Ifwe putsomereal crap out it
wouldn’tgetinthe charts.It’sstillgottobe adecentrecord. Ourrecords
are good fordiscosand dancing, whichis good.

JimLea:Ithinkourrecordshave gotbetteras they've gone along.
It'sdangerous thinking they’llbuyanything. With alot of groups they
getworse.

Holder: “Mama Weer All Crazee Now” has some atmosphere oniit
whichwe thinkislike ourfive feet. We did this on “Take Me Bak ‘'ome”
aswell, but “LookWot YouDun” and “CozILuv You” were arecording
studio type thing. Nowwe are backin the “Get Down And Get With It”
style, whichisthestyle thatbroke us. That’swhat people expect from
usonstage. Onstage, “Get DownAnd Get WithIt” goes down 10 times
betterthan “CozILove You” and “LookWot YouDun”, so we might as
well give them what theywant fromus. The Slade Alivealbumis the
samesortofstyle. »

CAMERAPRESS
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DaveHill: There’sabouteight trackslaid
downonthenewalbumsofar. They'reall
differentsongs and some of them have the live
feeland some therecordingfeel. We've put two
outasthisnewsingle, and the othersixwill go
onthealbum.

MM: Areallyour live gigs riotous occasions
with massive queues outside the halls?
Holder: Ohyes, everywhere.
JimLea: Lincoln, I think, was the breaking

“At a lot of
places we gdet
more fellas

than birds”

Beatles. We're nothinglike any of them. We're
after our own bit. Imagine whatJohn Lennon
thoughtifpeople asked himifhe was the next
CliffRichard.

Holder:Tknowwhatyoumean. Ifyouhave
toputcomparisons, then Bolanisakinto The
Beatlesand weareakinto the Stones. It'sa
parallelinawayandit’sacomplimenttous.

Lea: The obvious comparisonis the Stones,
butwe’renothinglike the Stonesreally.

point. Since thatnightit’sbeenridiculous.

Holder: We haven’t worked for a couple of
weeks now, but the last two gigs we did in Felixstowe we had to get there at
oneintheafternoonto getinto the gig. There’sbeenaqueue amileup the
road before we’'ve even got there. The acceptance of all-round fans came
atLincoln. Since aboutlast Septemberwe’ve been getting full houses, but
nowtheheadshaveaccepted ussince Lincoln. Before that they probably
thoughtwewerejustahit-record band. I thinkitwasword of mouth
amongthe people who were there.

Lea: The Rainbowwas our major London concert.

Holder: The manager of the Rainbowwrote us aletter and said itwas the
bestconcertthey’dhadin 10years. Hewasn't talkingaboutus playing-
wise, butabouthowthe crowd behaved. Theywereallravingbut there
was hardlyany damage done.

MM:Doyougetmobbed outside theatresnow?

Holder: That’sbeen going on for along time now. On the British tourin
Mayitwas takingus time to get out ofall the concerts. We don’'t mind that
becauseitshowsthat peopleare diggingwhatwe're doing.

MM:Isitmostly girls?

Holder: Oh, no. That’s the good thing we digaboutit. Atalot of places we
getmore fellas thanbirds. The fellas digthe stompingstuffjustas
much asthebirds.Ithinkit’s the musicthat’sbringingtheminas
wellas theimage we've got.

MM:Doyoudeliberatelygo for thisroughimage?

Holder: Notdeliberately. It'sjustbuilt up from the skinhead
thing. We don't playitdown and we don'tbuilditup, it'sjust there.
Thefanslikeit, and they probablylike football too. We are playing
toanewgeneration offans, like Dave said afewweeks ago; we are
playingtokidswho didn'tknowabout The Beatles or the Stones.
Theymightknowabout them buttheyassociate with the music
thatis coming outnow.

MM:Whatdoyou thinkis the fans’ average age?

Holder: Sixteen, about. That’s the time when all of us started to
latch on to music. Younger than thatyoulatch on to the music of
abandorgirlswet theirknickers. Whenyou're 16 you start digging
the musicmore and theimage doesn’t countas much. Theimage
isimportantbutitcan’ttake over from the music. Theywon'’t
digrubbish.

MM:Areyoureachingthe pointwherelive gigs willbe confined
tobigtours?

Holder: We shall do mainly tours, but one-nighterswho gave us
achanceintheearly days we shall stillwork. They deserve to make
bread onus now. It'll get chaotic, but it gets chaotic at the concerts.
They’llstill crawl all over the stage and knock the stuff over. We
loveit.

MM:Didyouexpect SladeAliveto do aswell asithas done?
Holder: We thoughtitwould dowell because of the following
we've gotand because people asked usto do alive album. Nowit’s
beeninthe charts sixmonthsand people who come to see us for
thefirsttime arebuyingit. Theymustbeholdingitin the charts.

MM:It'sbeensaid thatyou are the newgeneration Rolling
Stones.Doyou agree?

Hill: We hate this classification. I don’t thinkwe’re the next
anything. We are the only Slade, and we're working on whatwe're
doingnow. Forgetall the pastgroups, The Who, the Stones, The
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MM:Butparentswill hateyoulike theydid
the Stones.

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

MM:Youstilllive athomein Wolverhampton, though.

Holder: Yes. We are having to look forways to spend our money or the
taxmanwill takeitall offus. Alot of moneywe ploughinto theband. It
takesalotofmoneyontheroad. Thetravellingand hotels and roadies
takealotofbread.

Hill: I thinkwe’llventure out of Wolverhampton soon.

Lea:Itkeepsourfeeton the ground there.

Holder:Itkeepsthe contactwith theaveragebloke onthestreetand that’s
valuable. That'swho we play to, and we getmusicalideas there. We get to
knowwhatkind ofrecords they’re goingto digand that’sabighelp tous.

Holder:Ifyou've come to the stage where you can afford tobecome
areclusein Surreyyou've probably gotsick of the scene anyway. We're not
sickofthe scene yet. Welove every minute of it. There’s no reason forus to
lose contactyet. Maybeatimewill come
inthe future whenyou get pissed offwith
the hangers-onyouget? Whenyoustayat
homeyougetpeople callingall the time

Mama Veer All Crazee Now
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askingfor picturesand autographs. Itdoesn’t particularly bother
us; it’s our parents that have to put up withit.

Holder: We love every minute of it. Some of the fans send us stuff
like presents and gear. They go outand spend theirbread on us,
whichis great.I'vehad watches, scarvesand hats and braces. A bird

gavemeafurstole the otherweek. It'sgreat thattheythink that
much ofyouto give you things.

Powell: There’s abunch of birds from Liverpool who always
followuswhenwe come up North. Theyhave bags ofbooze and
sandwiches, and gear onlike Slade coatsand Slade hats. They
mustspend afortune and theycan’tbe earning much.

Hill: These are dedicated fanswho don’t particularly
wantto gooutwithus. Theyhave tremendous scrap books
with everywrite-up we've ever had.

MM:Haveyouafanclub?

Holder: Yes. In thelastsixmonthsithas become out of this
world. They getanaverage of about 800 letters aweek. Usually
thereare200adaybutitvariesdependingonifthere’sarecordin
the charts ornot. We send them pictures back. They allwant to get
involved inwhatyou'relike and whatyou’re doing. We can’t tell them
whatwe’relike normally. There was oneletterin the office the other day
from Singapore. They come from everywhere.

MM:Some critics have said you dress tolooklike characters from
A Clockwork Orange.
Holder: Atthe timetheysaid thatI've never seenit. The othershad.

MM:Whydoyouthink thelastsixmonthshavebeenso successful?

Hill: We put it down to hard work.

Holder: The timeisrightforusnowbutit obviouslywasn’tbefore. We
weren'tready for the success before anyway. We realise that nowbutwe
didn’tatthetime. We're handlingitalrightnowand haven’t gone out of
ourbrainsbecause of it. We’d have blown it before.

MM:Why?

Holder: We were too headstrong before. We wouldn’tlisten to any
advice, butnowwe do. We always thought everything we did wasright.
Weneeded advice from outside the band, which we have gotnow. From
Chas [Chandler| mainly.

MM:Howbigapartdoes Chas playin themakingof yourrecords?

Holder: We go tohim with asongand helooks onitas the public would
lookonit. Ofthe eight tracks we've put down for the nextalbum there
were threesinglesand if could have beensingles and ifitwasleftup tous
wewouldn’tknowwhich one to choose. But Chas can tellwhat will
appealto the general public.

Powell: Chashas gotthisuncannyknack of getting these things right.

Holder: He doesn’twantus to step too farahead too quickly. He doesn’t
wantusto getcomplicated orintrovert. Hewants us to dowhatwe are
good atdoinginstead of experimentingwith things we won'tbe good at.

Hill: It'snota question of doing things we won’tbe good at. You're wrong
there, Nod. We could be good at doing anything. Certain songs could be
done good butthey’d be the wrongkind of songs to bring out.

Holder: Ohyes, 'mtalkingabout getting introvert on to a completely
different track of music from what we’re playing now.

Lea: Canyousee Slade playingmodernjazz?

Holder: We might think one day we'd like to do somethinglike, say,
MatchingMole, butitwouldn’tbe us, though. Even though we mightbe
ableto playit, itwouldn'tfitin with our progression of songs.

Hill: Itwould be awaste of time.

Holder: Itwouldn’tfitin with the stage act. Itwouldn'tfitin with us.

We always take things carefully, whichis Chas’ biginfluence onus. The
thingsweare puttingdown on thenewalbumare things we canwork with
onstage. Theyareallin contextwith a Slade show. When we firstwentinto
thestudiowe weren'tgettingittogether atall. We were trying to make the
arrangementof the songs too complicated. Chas was always drummingit
intousthatwewere tryingto be too complicated. We couldn’tseeit.

“GetDownAnd Get WithIt” was the turning point, because ithas the
live feel. Wewentin and did thatlivejustlike we do on stage, and we'd hit
onsomethingbydoingitlike that. Nowwe do everythinglike that,
becauseitgivesusalive feel. Ifwe singitlive, werecorditlive, and that’sit.
Chris Charlesworth ®
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EHARSHBAWLING of
leoddy Holder hasled Slade

tomore triumphsthana
team of David Bedfords. And
Saturday’s volcanic eruption at
Bridlington’s Spa Ballroom was
no exception. It was a stormer;
proving beyond doubt that
Slade havereached theall-
important step where they no
longerhave tobe asgood as
their nextsingle.

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

With so many one-nighters
behind them, theiractis now
perfectfromstartto finish. It's
pretty simple stuff -amixture
of12-bar, their recent hit singles
and material from the Slade
Alive album and they put it
across with what appears to
be amaximum of effort.

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

“Hands up, all the girls with
white knickers on,” he yells to
the crowd. Afew hands are
raised and the shrieks come
forth. “Hands up, all the girls
with noknickerson.” And
uproars break out. “We've
heardthere’'salotof veryrude

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

Few other groups could get
away with such basic stuff, but it
suits Slade to a tee. Like many
before them, they'verealised
that success comes with
keeping things simple. And
using that formula they’ve found
astyle of their ownbasedlargely
on the similarity in the sound
between the bass drum pedals
andthebootheels crashed onto
aballroom floor. Drummer Don
Powell’s contribution to the
overallsound cannotbe
underestimated.

Asthe actwore on, the fans
becameindifferent towhat was
beingplayed.SolongasSlade
were up there they were having
agood time and nothing else
seemed to matter -there were
evenafewscreamsduring
Slade’srendering of John
Sebastian’s “Darling Be Home
Soon”.Especially as Holder,
somewhat inevitably,
suggested that blokes have “a
good feel with the birds” during
this comparatively slow number.

Basic they may be, but they're
very good atit. Many other
groups with a similar formula
have tried and failed, but
Slade’s patience and ability
have brought them through the
rank andfile to the front. On
this showing they'll stay there
a |ong time. Chris Charlesworth
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“opeechless, and you
can quote me on that”

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

Jake Holmes

CBS
Turnit off (simultaneously with
opening bars). | don't like it!
Ah, the Pinball Wizard. Nice
production, but've noideawho
itis,and | can’t wait for the end.
It's not Rod, isit? Not a hit. But
then, | was the one who said
“Lazy Sunday” would never be
ahit. Puts blindfold on again.

Colin Blunstone
EPIC

It's Colin Blunstone. Well, | read

thelabel, didn’t1? I like the song,
but|prefer the original by Denny
Laine.Have they re-released
Denny’sbecause of Wings? Inthe
nicest way possible, I've heard
thisbefore,and the originalisa
bit of a classicin our house. | think
thisis overproduced. But I like
himas apersonand|buyall his
records.Ee,lamahorrible,
wheedling person.

Lonnie Mack
ELEKTRA

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

w  ClaphamSouth?

. RayStevens? John

Lennon? Hell, he's
beenlistening to

o that drumming—it comes
l; from nowhere. It couldn't

) nse the Greek?
wh: Is_it? REALLY? (jaw

know 1 don't
i1 ke it He's mulﬂ‘-m&w.ln
snted that Them's all
WO 'ou know
and he's aot got long halr,
MIIE VERNON: * Lat's Try
ll-' Again *  (Blus Hori-

—t's & load of rubbi

1g it that guy from W.]e:i
It's a

Ly Y "

Teally Blonde on Bionde,
{t's not Rod's brogher is 17
That always makes me
laugh when I'm reading the

undy’
group? Fibrositis? It's not
that rugby player it it? |
think it's fantastic. But |
don’t really ke it

Joe South.He
sounds white.No
idea.Butl'd prefer
tohearthison
Radio One than
some of the things
they play. Youhear
amillionrecords
like thisin the
States every week.

Whoisit? Lonnie, | love
you! He's retired twice,
you know. We used to do
one of hisnumbers on

stage. Good luck to him.

Gilla Black

PARLOPHONE

(Strides overto the hi-fi
and deftly removes
record fromturntable
after afew moments)
Thankyou, thank you! Oh,
Iknow that voice. What'’s
she doing? What adrag.

Al Stewart

CBS

Nice bit of piano. Isit
Entwistle? Thelyrics
and voice remind me
of him. Oh, a nick off
the Ox[anickname
for John Entwistle,
bass guitarist with
The Who]. Perhaps
it’s John Entwistle’s
dad? Very much like
Who Sell Out. OK,
lknowit’s not Cilla,
I'mintrigued. Now
it'sreally Blonde On
Blonde. It'snot Rod's
brother, isit? That always
makes me laughwhen I'm
reading the music papers
and|seebits about “Stewart off
ontour”.lalwaysassumeit’s
about Rod. Longinnit? | prefer
his brother. Poor old Cilla. I still
have asoft spot for her, youknow.

Cat Mother

UA
I'd say... Everly Brothers.No, I'm
only messingabout. Letme see
now... Status Quo! I'm just
imagining myself reading this
back - without all the gaps.
Y’know what I mean.Have | heard
of thisband? | can’timagine who
itis. Thatain'tbad atall. | never
realised how hard thiswas. I'm
finding this baffling. | say that by
way of explaining my ignorance.

Paul Simon
CBS

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

gointo the studiosand
playit. Like, the guitar
partisverystrange.lt's
very developed music.
They're just pickingup
onreggaein the States,
andit’sjust over the
water for them. Listen to
that drumming -it
comesinfromnnowhere. It
couldn’tbe Alphonse the Greek?
Whoisit? REALLY? (Jaw sags)
Speechless,and you can quote
me on that.He'sreally gotinto
reggae. He must have an original
reggae drummer there. Now |
know it’s him | don’t know if | like
it. He's multi-talented, that boy.
Them'’s all his own words, you
know, and he's not got long hair.

Mike Vernon

BLUEHORIZON
God,it’s aload of rubbish. Is it
that guy from Wales - Dave
Edmunds? It'sagroup?
Fibrositis? | thinkit's fantastic.
Butldon'treally like it.

12064 AT
STEREO

Hookfoot

DIJM
Oh, | like that. A few years ago
Iwould have said it was the
Buffalo Springfield. It ain’t Poco
anditain’t Neil Young, butit’s
something to do with Buffalo
Springfield. It's not Buddy Rich?
No, no, | didn’t think it was. Who
isit? Oh, good luck to Caleb
Quaye [Mr Quayeis theleader
and composer with Hookfoot].

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

APPLE

I don'tlike this for a start.
I don’ think McCartney

should do this kind of thing.

llike McCartneybut | don’t
think he should getintoa
political thing, becauseitis
not hisimage. Thissong
has amessage more than
amelody andit’s more of
aJohnLennontype of
number. Some of the
things he has done since he
left The Beatles | have
liked, and although this has
acatchy chorusldon't
thinkit’s his kind of
material. This hasbeen
banned, hasn’tit? | don’t
think any record should be
banned, butits good
publicity to be banned.

Uriah Heep
BRONZE

It’s nice production but
thatbit sounds abit
gimmicky. Isitan English
group? The backingis far
too loud but the beginning
was great. It'snot Blue
Mink, isit? | can’tgetinto
thisoneatall.| don’t think

it's that commercial. Uriah
Heep? It'snot heavy atall.
Idon’tthinkit'savery
goodrecord.

Chelsea Foothall Team

PENNY FARTHING

Jesus Christ. Isitafootball
team? Forgetit. They
should stick to playing
footballinstead of getting
intorecords. | don’t believe
it. It'sunbelievable. It
would be better if people
ina group started playing
inatop football team.

Cher

MCA

Thisisacover of another
song | have heard.Isit
Cher? Thisis the first
time | have hearditbut|
recognise the voice. This
is abeautiful song, but

I don’tlike the backing to
this very much. It could
easilybeahitbutldon’t
like the production. The
productionseemsabitdry.

Open Road

GREENWICHGRAMOPHONECO

Isit American or English? It
mightbe agoodalbum
track, but | don’t think
it'sgood listening.Isit
Creedence Clearwater
Survival, or Revival or
something? It sounds
like aheavy trendy

P -

singer. | can appreciate
heavy music but hisis too
busy. There is too much
goingon,anditdoesn’t
mean anything to me.

Glen Campbell

CAPITOL

Thisis American. lsitGlen
Campbell'sbrother?It’s
awrite-off. Whatever heis
doing, heisnotdoingit
very well. The backing is
nice, but somany records
have this sound. By some
freakit could make the
charts, but again, thisis
terrible production.

The Deltones
TROJAN

Idon’tlike reggae fora
start. | respectall kinds of
music but | don’tlike this
atall. It soundslike an
instrumental version of
Mungo Jerry’s “InThe
Summertime”. It's just not
significant, and this type of
record brings any music
downanddown.

Dave Clark & Friends
COLUMBIA

This soundslike a very
English track. Isit Wayne
Fontana or Crispian St
Peter? It’'s Dave Clark. |
don’t thinkit willbe a hit
butit’sanicerecord.It’s
very average and mediocre
andthereis nothing to get
you.Dave Clarkis a nice
fellow and | would like to
see himinthe charts.

Norman Hitchcock
POLYDOR

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

SINGLES & ALBUMS

ALBUMS

Neil Young
REPRISE

The Mona Lisahas
nothing on Neil Young.
Enigmaticis probably
too preciseaworkfora
man whose songs defy any
attempt to pin him down. He is all things to all
men: loner, martyr, Christ-figure, poet,
mystic. The archetypal, all-purpose outsider,
with whom any screwed-up, alienated kid can
identify and through whom countless more
canwallowin sweet, vicarious sadness.

Heisalso one of rock’s greatest song-
writers, wrapping up small nuggets of
truth and pain and beauty in melodies which
have the haunting simplicity of songs half-
remembered from childhood and lyrics which,
like the best songs of Dylanand Lennon, can
beinterpreted onmany different levels.

Itis the elusiveness of many of Young's
songs that makes them so precious. Because
they are not explicit, each listener can
interpret themin a way whichis meaningful to
him or her. Listening to the songs on this
album, I find itimpossible to set down on
paper what many of them are really about. Yet
meaningis there, to be divined instinctively.

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

The other songs are harder to pin down.
They tell of joy, sorrow, love, old age, half-
describedincidents and meetings - all
expressedin oblique, fragmented lyrics
which create anindefinable atmosphere of
regret and nostalgia for a simpler, happier
way of life which probably never existed.

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

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

Andyet...he makes themwork. That
desolate, vulnerable, painful voice compels
youtolisten. And
when the voice,
thesongandthe
arrangementcome
togetherasthey do
on“AManNeeds
Maid” the result
is... frightening.

Alan Lewis
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MELODY MAKER

and watched aman clamberingon to the roof of the
Italian Embassy. She had justbeen discoursing on her
pastactivities as herpetologist when her attention
was distracted. “That’s the same man who waslying
on the floorin mybedroom justnow,” she exclaimed.
The smalllunchtime gathering, inveigled for the same purpose of
eatingsalad and joining conversation with Miss Sill, a native of

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

California, looked puzzled.

“Dog pUk " MM APRIL 22

room tablein herluxury antique furnished mews cottage. That’s good - there’s some bad

1] |BET Idon’t know many of them. | hate rock bands,” said Judee Sill sitting at the dining

rockforyou.“Oh, God. I hateit,but | have to be honest,” replied Judee.

Earl Scruggs & The Earl Scruggs Revue

CBS

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

comes fromthese parts, right? Comes
fromthe old jigsin tune.

David Cassidy BELL

He'sonaTVshowinthe States. That's right,
The Partridge Family. Listen, I'll pretend
Idon’tknow whoiitis. Good production.
The string parts are nice. But that’s all I like
aboutit, I'm afraid. Eleven-year-old girls will
loveit. It’s silly, it's silly.

Help Yourself UNITED ARTISTS

That'’s cute. | like the piano lick in this one,
but|find the song monotonous. It’s the
same old stuff. | really think the piano lick
is nice though.[MM: the piano’s abit Leon
Russell-ish.] I don’t know who heiis. Is he
afamous piano player? It could be a hit,
but who knows.

Curved Air WARNERBROS

Oh God! What aweird song.Sounds alittle
stringy, doesn’tit? | don’t think it will be
ahit. Alittle dancey, isn’tit? It sounds like
all the middle voices are missing. Oh dear.
Ohdear.Prettybad,isn’t
it? Poor record, poor
song. Toobad. |
don’t think that
was too good.

—— SINGLES —
Anne Murray

CAPITOL

She’sakind of
female Glen
Campbell. Pretty middle
of theroad. Ilike the
sound of her voice. She’s
gotgood pitch. It’s well
produced and the
strings are nice. Doesn’t

REVIEW

knock me out, but atleastit’sin tune. Very
pleasant. Nice song. She’s got anice light
voice. [t doesn’t stab me inthe heartlike an
arrow. It's always refreshing to hear
someone beingin tune.

Alice Gooper WARNER BROS

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

Joan Baez A&M

I've always liked her voice. It's not that | have
anything against people starvingin
Bangladesh. | like her voice, but she’s
aterrible songwriter.I'm prejudiced.
Political songs always turn me off. Oh God.
Yes, | know about all these things. | canlisten
tothe newsifl want to getall these things.
She believesin what she is doing, butit’s
such apoor song.

Aretha Franklin ATLANTIC

llove Aretha Franklin.I've always loved her
piano playing. Who wrote this; do you
know? Oh Aretha, what happened? What
happenedto Aretha? It's going to get
better, isn’tit? Doesn’t knock me out so far.
Hey, | have a piano over there, canyouhelp
me liftit over here? | expected thisrecord to
be better than this.

Carly Simon ELEKTRA

Have you noticed she always hasher legs

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

it'’smediocre. It just doesn’t do anything
for me. Good production, though. | can’t
believe that Alice Cooper voice; is he like
thatall the time, or doeshe doiton
purpose? Well, sorry, Carly.

Hurricane Smith
COLUMBIA

What's all this? It'snota
single, isit? [t sounds
like old movie music. |
like this. It’s ridiculous;
sure does sound like old
music doesn’tit?

“Perhapsheisanelectrician,” suggested somebody. “Oraplumber.”
Miss Sillannounced her intention of moving from the house, provided
forheratacostofsome £200 perweek, duringher stayin London’s
Mayfair. “I'm movingnextdoor,” she said firmly.

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

Atone pointshestretched outin her chair, gazed at the ceilingand
uttered an expletive that would have shocked Germaine Greer. “Oh, that
f-——spoiltmyimage ofyou,” sighed ayouth, toyingwith his chives. Judee
looked suitablyblankand then gently explained thatshe usuallydid her
besttodispelherpublicimage.

Judeeisasinger-songwriter, who played
asell-outconcertwith Americaat the Royal
Festival Halllastweekend, andisher on the
crestofawave ofinterestin her debutalbum,
justreleased on Asylum.

She followsin theillustrious footsteps of Joni
Mitchell, Judy Collins, Judy Henske, etc. “Yeah,”
she says thoughtfully. “Did you knowthereis
anew female singer-songwriter who plays
guitar calledJoniJudy?”

Judee’salbumis ahighlydeveloped musical
statement, surprisinglymature and rounded
foradebut performance. ButasJudeehints, she
hasbeenaround alongtime and been through
anumber of maturingexperiences. Her songs
haveagraceful, formal construction based, as
she explains, around the concept of four-part
harmonies, and this stems from her twoyears’
study at Los Angeles Valley Music College.

Although the albumis notable forits sensitive
stringarrangements, which enrich her
compositions, sheworksasasoloartiston tour,
accompanyingherselfon guitarand piano.
Oneofherproblemsin the Stateshasbeen
clumsybooking, being puton to open the show
forteenyboprockacts.

“IreallywanttosellsomealbumssoIdon’t
havetodothatanymoreandIcangoouton
myown. Please buy the albums!” she pleads.
Itwasthe second day of sunshineinacityjust
recoveringfromashower of sleetand a plague
of power cutswhenJudee arrived ather
temporaryhome.

“Iheareverythingwasindarkness,” shesaid
sympathetically. “Howawful.” She welcomed
usintothereceptionroomand we satdown
while she moved sheets of music out of the way.
“I'vebeenwritingsome songs,” she explained.
“Youknow, Idid the album 10 monthsbefore it
wasreleased.Idon’tknowwhyitwasdelayed,
butIdiditallin eightdays. Thearrangements
tookabout twoweeks’ working outbeforehand.
Isangthepartsofthe orchestraand they
worked itout. Ireallylike strings, butnexttime
I'lluse thehumanvoice more. Vox Humana!

“Before thealbumwasfinished, Thad done
hardlyanygigs, butsince thenThavebeenon
theroadlearninghowtosinginfrontofpeople.”

Whatdid Judee doinherformative years?

“Oh, Iwentto college and studied
Pythagorean musical theory.Thad strongideas
thatIwanted to putinto songs, ideas onreligion
thatThardlyeverytalkaboutbecauseIsay
them somuchbetterinmysongs.”

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

“It’snotareligious song; it'saboutabandit
who stolemylove. Infact, it'sanunrequited



lovesongaboutaromanticbummer of greatmagnitude! One of the
biggestromantic bummers of mylife. Yes, he’sheard it—we’re good
friendsnow.”

“I'mreallyexcited aboutsinging ‘live’-Iloveit.I don’tworryabout
anythingregardingmusic, Thaven’tstarted torecord mynextalbum
yet,butanewonewillbe outon October 7, like mylast one, on my
birthday. Thelastone hassold about40,000in the States whichisn’t
bad. Theykeep puttingme onwithrockbandsin the States, which s
appalling. Itreallyis thelimit.Icome onand there’s 11,000 screaming
groupies takingreds (amphetamines), and red wine.” Chris Welch

NME

CCORDING TOJUDEESSill: “Out of mud grows alotus.” In
Aother words, something beautiful comes from something

unpleasant. The phrase applies well to her ownlife. Judee,
you see, has seen some rough times. Born in Oakland, California,
shewas broughtupin her father’s bar, where the customers
gambledillegally and she hid under the tables to avoid the fighting.

Afterthefatherdied, hermother died of alcoholism afewyearslater,
andJudee tookdrugs—principally heroin, whichled to alife of petty
crimeand prison. Yet, remarkably, she pulled herselfout. Shebecame
thelotus. Afterkicking drugsand discovering certain religious,
spiritual feelings within herself, she nowwrites songs of rare beauty,
full ofimageryand symbolism tied in with her spiritual beliefs.

“I'was always singingwhen Iwas akid,” she told me in an express-
train torrent of words. “Ialwayswanted to harmonise with somebody
butIcouldn’tfindanyone, sollearned to play the pianosolcould
harmonisewith that.Itwas the same with the guitar.

“Ididn’tknowwhetherIwas goingtobe asongwriter oranything
like that, butIalwaysliked writingsongs and it slowly started
evolving. Itwasthe onlythingIwasanygood at.

“WhenIdecidedto quitbeingaheroinaddictIrealisedhadto
make some kind of rash move thatwould give me the samekind of
thrillbutatthe same time be of a positive nature. Irealised writing
songswasthethingIdid best, soldecided to

JudeeSlIl inLondon 5"'—""‘
in1972,ontourto
promotehersecond
album,HeartFood

pullmyfullenergyintoit.

stimulated. It'sasking too much of anybody to

“Musically, probably the turning pointwas “If Su C C e S S suddenlyswitch round and have another part of

whenIbecameinterestedinalchemyand
spiritual thingslike that. Itinfluenced my

them stimulated by somethingelse.
“Butllike playingin Britain anyway. People

musicalot. Althoughitwasn’tasudden think, I ‘ 7‘ 7 a S l l I y g O a}]_) over here are muchnicer. Ithinkmaybe their

didn’twake up onemorningandsay. “Oh, I
see.” Ibegantowantto enticethelistenerto

tasteismore culturallymature. Sometimes

everythingin Americaseems tuned toamuch
openhisheart. my S OngS grosserlevel.”

“Generally, spiritual things are the

Judeeisatpresentin Britainmakingafew

maininspiration formysongs.Itrytoget Wou ld b e S h it » appearances and promotingheralbum. Also

inspirationin otherways, butIusuallyfind

she’sworking on some songs, but says she’s not

thissoinadequate.Ijustwait formyinner
voicetotellme, ‘Thisisasubjecttowriteon.’

“Always, though, I've had thisleaning towards a professionallifein the
musicbusiness. It’sjust thatThad such ahungerwith thisdrugaddiction
thatIthoughtmaybelcould use thishunger to push meforward. SoIjust
started workingashard asIcould, and figured thatwhen the time was
right thingswould happen.

“Oneday, Iwassittingathome thinking, ‘Gee, it'sabout time something
happened’, and David Geffen rang to say he'd fixed me up with
everything-recording, publishing, thelot.”

Apartfromlookingafter Miss Sill, Geffenin the pasthashandled
people of the calibre of CSN and Y, Joni Mitchell and Laura Nyro. These
connectionsledJudee to her first major tour with Crosby and Nash. Did
shefindithardto goonstageatthebeginning?

“Yes, butI knewitwould be alright eventually. At the start, itwas hell.
AsIwalked onstageIusedtothink, ‘Oh God, I'dratherstickaknifeinmy
heartthangooutandsay, “Nice tobehere!”

“Gradually, though, mynervousness turned to excitement. I started
outontheroad aboutayearand fourmonthsago, andit’sjustbuiltup
steadily. Oftenit’sbeen with good people, like Cat Stevens, Gordon
Lightfoot or Tom Paxton. Unfortunately, sometimesI've played with rock
groups, whichis—urrrrgh-
terrible, ridiculous, infact.

averyprolificwriter.

“Allmysongs have been written overalong
period.IwishIcould write faster.I've tried, butIjustcan’t. Theydon't
allcomeup tomystandards. They sound crummy, soIreject them.
Sometimesitfeels asifsomethingoutside meiswriting the songs. It’sso
thrillingwhen it comes through me. Butwhen Iget my own personal
ideasItrytorejectthem.Ithinkthere are enough peoplewriting on that
level. Iwant towrite songs when theinnervoicein myheart tellsme there
issomethingtowrite about. There are plenty of people writing songs
about ‘youand me, baby’. Solet them. Good. ProbablyI'm most
influenced by Pythagoras, Bachand Ray Charlesin thatorder.”

Istherenota conflictbetween the subject matter ofher songsand the
factthatshehastosell them onacommerciallevelin the form of albums?

“Well, I'mjust concerned with doing one thing, which iswriting songs.
Butobviouslyto getyour songs heard youmust be successful. Being
successfulismore orlessasideline. If successwas mygoal, of course, my
songswouldbeshit... they’dbe worthless. Songs usually are when thatis
the foundation for theirinspiration. That’'swhatIfind, atleast.

“ButIwouldliketo ask people tobuymyalbum.Iftheycan’'tafforditI'd
like them to ask those who can afforditto buyit. ThenIwon’thave to open
forrockgroupswhenIgetback. Mydestinyisinyourhands.” jamesJohnson ®
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Readers’ letters

MM JAN-MAR
LET IT ROCK

Doyou ever wonder why, after
somanyyears,agreatmany
peoplehangontotherock'n’roll
thatwas?Youcan'tdismissusall
asnostalgic Teddyboys or hippy-
hatingrockers.

To getanideaofwhatitwaslike
whenrock’n’rollwas new, when
Brando and Deanwereyoung...
thesense of thelossfeltwhenin
suchashorttimethe Great Ones
started to die— Chuck Willis,
Buddy Holly, Big Bopper, Ritchie
Valens, Eddie Cochran... Chuck
Berryjailed, Jerry Lee Lewis
ruined byavicious press... Presley
afterthearmyastarwhereoncehe
hadbeenalegend... Little Richard
turned toreligion... Alan Freed
bannedfrom USradio... watching
thegoldlamé change tomohair...

Forgetallthoserockbooks
written by guyslookingback. Grab
aglimpse through DonMcLean’s
eyes; he’sbeenthere.It’'sallon
“AmericanPie” -goandfindit.
SHAKIN’STEVENS & THE
SUNSETS, Queens Road, Penarth,
Glamorgan (MMFeb12)

With the tremendous success of
therecent ChuckBerry concertat
Coventry,wearedelighted at the
prospectof “authentic” rock'n’roll
musicmakingaserious comeback
with today’s contemporaryrock
audiences. Ifthe powers thatbe
onlyhadenoughinsightto
re-release, much of thislegendary
sound-with enoughradioairtime
—wouldsoonfinditselfin the
charts. Take, forexample, the half-
dozenrecords Presley cut for Sun
with Scotty Moore and Bill Black,
surely the most excitingsound of
the century. Take Rick Nelson’s
earlyworkwith theamazing
guitar picking ofJames Burton.
ListenalsotoJohnny Burnette’s
Rock'n'Roll Trio 0f1956/7
featuring Paul Burlison’s
incredible guitarlicks. Whatabout
Carl Perkins and Buddy Holly’s
originalrockabilly sound?
Today’srockgeneration has
never heardit. One thing’s for
sure:when theydo, they’llrealise
whatthey'vebeen missing.
MEMFIS BEND (Rock’n’roll trio),
Cardiff, Glamorgan (MMMar11)

YER BLUES

Havingbeenunfortunate enough
towatch Top Of The Popstonight,
Iwasdisgusted tosee the Chelsea
football team singing their

appallingrecord. Surely the
Chelseafootball club are a profit-
makingorganisationand
thereforeitisridiculous for them
tobeabletosingtheir own praises
onthe BBC? But perhaps the BBC
can’tfindanythingelseapart
from this trivia to play? May I
suggestthe McCartneyrecord?
GERRY HEAL, VictoriaRoad South,
Southsea, Hants (MMMarm)

SAX APPEAL

Whattype of saxophonewas
played by David Bowie on his
album Hunky Dory?

MICK WARD, Sheffield

ItisaSelmerwhite plasticalto
whichT've possessed sinceIfirst
began to play the saxophone when
Iwas12or13yearsofage.Ibegan
mymusical education playing
drawing-room piano!As plastic
saxeshaven'tbeen made foryears,
mineisnowextremelyrare.Thad
lessonsforatimefrom Ronnie
RossbecauselIwasinto thejazz
thinginthose days. Thealtostill
hastheoriginal plastic
mouthpiece andIalwaysuse
plasticreeds.Iboughtup abig
stock of these someyearsagoand
haven’tyetexhausted them. They
were calledrocn’rollreedsand
wereintroduced tomebya
member of Sounds Incorporated.
Theyonlycomeinonethickness
andareashardashell-like
playingthroughapiece of
mahogany! You can trysanding
them down, butifyouwantatight,
thicksoundlike King Curtis,
they’refine.Idon’tthinkyoucan
buy themin Britain, but they
mightbeavailablein the States.
DAVID BOWIE (MM April 29)

JAM TOMORROW

Jamming With Edward (Rolling
Stones COC291001, featuring Nicky
Hopkins, Mick Jagger, Ry Cooder
and others, received a harsh review
inNME recently. Mick Jagger gives

his own point of view here:
Here’sanicelittle piece of bullshit
about thishotwaxingwhich we cut
onenightin Londonwhilewaiting
forourguitar players to get out of
bed. Itwas probablyforgotten
(whichmayhavebeenforthe
better) untilitwas unearthed from
thefamilyvaultsbythese two
impressive entrepreneurs—Glyn
Johnsand Marshall Chess.

Itwas theywho convinced the
artiststhat thishistoricgem ofthe
giantsshouldbe unleashed onthe
unsuspecting public. Asitcost
about£1.10 tomake therecord, we
thoughtthataprice of£1.49was
appropriate for the finished
product.Ithinkthatitisabout
whatit'sworth. No doubtsome
storesmay even giveitaway.

Thealbum consists of the Rolling
Stones’ rhythm section plus solos
from two instrumentalists, Nicky
“WoofWoof” Hopkinsand Ry
Cooder, plus the muffled
bathroom mumblings of myself.
hopeyouspendlongerlisteningto
thisrecord thanwe did makingit.
MICK JAGGER, Rolling Stones
Records,London WC1(NME Jan 29)

TROUBLED WATERS?
TOPAULSIMON:
Asonewhohas
purchasedallyour
works, seenyour

concerts and followed your career

withadedicationborderingon
abnormality, ithurts me towrite
thisletter, Paul, butifyourlatest

LP, PaulSimon, really did take two

yearsto puttogether, thenI'm one

customeryou haven'tkept
satisfied. Iknowyou're swimming
introubled water since Art’s
departure from the seemingly
inseparable partnership youhad,
butIdon’tthinkyoucanexpectus
toacceptsuch mediocritybecause
ofhisabsence. The phenomenal
success of “Bridge Over Troubled

Water” hasnotbeen forgottenin

yourlatestwork, hasit?Inever

thoughtI'dsee the daywhen the
penofPaul Simon gave up the
search for originality, newsubjects
andnewdepth.I'monyourside,

Paul, butwhen times getrough

andeveningfallssohard, follow

Dylanandlaylowforafewyears.

Remember: whenaman gets tied

up to theground, he gives thework

hissaddestsound. Please don'’t
becomeanother destroyed genius.

COLINBRINTON, Harwich

(NMEFeb 26)
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"The music
- has never
nfluenced me”

MM APRIL 29

OU CANTELL a Roger Dean cover

most times by the strange little jagged

monsters that work their way out of his
prehistoric fantasies. Over thelast three years
Dean has become one of the most sought-
afteralbum sleeve designers, working on
albums thatrange from Osibisa and Yes to
Motown Chartbusters. His work is even being
soughtafter by some London art galleries.

Deanlivesinalargeworkshop flatnear South

Kensington tube stationin asmall community
ofartists, including his brother, who designs
furniture, and adressmaker. Through theflat, »
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Sl

pastthediningroomwhichactsasa
dressmakingworkroom and you enter
intoafantasyworld thathasbeen created
byDean foralbum sleeves. Aworld that
iseverybitascompellingas

thestandard of themusiche

o

S ArtistRogerDeanin

1972; (left) one of his

Osibisacoverswithan

elephantoriginating

fromanearlyadfor

VirginRecords
-

>

ispackaging. Little books of
drawings donewhenhewas
studying furniture designat
CanterburyArtSchooland
the Royal College OfArtin
Londonsitonshelvesinthe
room, with hisbed builtup
abovethefloorona
platform. Openthemup,
and theideas thatnowsiton

“With illustrations
you can have
any fantasy.

Graphics are used

for the quick idea”

Dean-aquiet,
unassuming, almostshy
personnursingabroken
wristatthe moment—
wondered why we should
wanttointerviewhim. But
hedoesseetheimportance
ofagoodsleeve, and believes
thatitcanhelpbandswho
arestrugglingtosellrecords.

coversareinside.

Until threeyears ago, Roger was working
exclusively on furniture design with hisbrother
Martin. Theywere commissioned towork on
thefurniture for the upstairs at Ronnie Scott’s
clubinLondon, bumped into the manager of
The Gunand Roger asked to design the cover
for theirfirstalbum.

Thatcovernowlooksabitlike averybad copy
ofaRoger Dean cover. Butatthetimeitcarried
alotofinfluencein cover designing. It moved
away from the standard picture-and-graphics
coverthathad been popularforadecade. Dean
managed to capture, probablymore so than the
music, the fantasyworld of rock.

November26,1972:
CarlPalmerwithELP
atthe Hammersmith
Odeon,WestLondon

Retailers, hesays, liketouse
sleevesinwindow displays. And thebetter the
sleeve, themore chanceithas.

“Some peopledon’tseemtorealise the
importance ofasleeve,” says Roger. “Thave
noideahowuseful the Osibisasleeves were
for them, but they musthave made some
impression on people.”

Theflying elephanton the Osibisa covers,
flying through afantasyworld, aboutto make
contactwithagrislylizard, was originallyan
idea for Virgin Records. Itwas used for one of
theirearlyadverts, butwhen Virgin dropped it
infavour ofthe double-sided girl, Dean
resurrected the animal from his sketchbooks.

Themusicthatis goingtobeinsidehis
coversdoesnotmeanalotto Dean;he
doesn’tlisten to the sounds and then design
theillustration to fit. With Osibisa, though,
hewasdrawninto their music by David
Howells, A& RmanatMCA. Hewentalong
togigswith them and became acquainted
with theirmusic.

“Ithink, tobehonest,” said Dean, “the
musichasneverinfluenced me. ButIdolike
tohave the musicaround. I think Osibisa
was a classic example of someone making
meaware of the band.Idon’tfind music
inspirational atall. Ideas mainly come from
thetitle or somethingelse.

“Withillustrations you can sayanything,
youcanhave any fantasy. Graphics are used
forthe quickideas;it’sajoke, it’sanidea.
Ithinkalotofthestuff,like the Osibisaidea,
hastogive someoneafairyland, instead of
justAfrica—anAfricathatisasmuch
fairyland asanythingelse.”

Aswellascovers, Dean has designed logos
forrecord companiesincluding the Harvest
logo forEMIand the grotesque fly onthe
centre of Flyrecords. The Harvestlogo perhaps
captures Deanathisinventive best—although
thegraphics, whicharenothis, arenotso good
asthelogoitself.

Deanis expensive now, charging three-figure
sums. And he thinks that perhapshe, too,
should getapercentage of the album. He feels
thatwith certainalbums, his covershavehada
lotto dowith getting them offthe ground. And
sohebelievesaroyaltywould be fairer. But that
bringsin problems: Fragilesold more thanany
otherYesalbuminBritain—andisstill doingso
—butitwas definitelynot due to his cover. So
wherewould record companies draw theline
and sayroyaltyfor thisand not that? Roger
doesn’treallyknow.

Healso ownsthe copyrighttohisdesigns,
and makessurehe getshis original artwork
backfromrecord companies—whichisnot
always easy. There arelabelshe especiallylikes
towork for,who allowhim time to geta cover
donewithouthustlinghim over timetables.
Keep hold of Dean covers, forifspecialists are
right, he and other designers are producing
sought-after collector’s pieces. Mark Plummer

“Businessisn’t
dropping off”

MM APRIL 22

MERSON, LAKE & PALMER will play a special concertat London’s Crystal
E Palace Bowl on June 17, part of a European tour. The group finish their current

American tour on April 23, and then take two weeks’ holiday. Their European
tour will start on June 5 and include concertsin Paris, Rome, Zurich, Copenhagen and
Berlin. They thenreturn for another tour of America.

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

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




Neil Younginhis
1972film Journey
Through The Past

“We’ll definitely be
electricin January”

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

EIL YOUNGIS planning a major
NBritish tour -and now thatheisin

good physical condition aftera
spinal operation, he will be playing electric
guitar. On his last British concert, at
London’s Royal Festival Hallin1970, Neil
confined himself to acoustic work because
itwasless strenuous.

“I've wanted to do a proper tour with
electricand now my back’s OK we can go
ahead.” Neil told MM editor Ray Colemanin
Hollywood last week: “So we'll definitely be
electricin Januaryin England. I've had back
trouble for twoyears, soI've notbeen able
to strain myself andit’sbeen frustrating.

It should be anew dimension for me next
timein England.”

MM MAY 13

together

Neil said he would be accompanied on the
tour by the musicians who were featured on
the Harvestalbum. “I'dlike to do afree
concertin Hyde Park - that really appeals to
me. But we'llbe coming at the wrong time of
theyear. It willbe freezingin Englandin
January and| can’t play with gloves on!”

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

Re-equipped free of charge

following the theft of their equipmentlast week, have been completely re-equipped
free of charge by AKG and Vox. All existing gigs will be honoured, and an additional
two appearances have been fixed for the group supporting The Doors in their two
concerts at Birmingham Town Hall on Friday.
Theirequipmentand avan, worth £10,000, was stolen from Russell Road in Palmers Green,
London. A £500reward is offered forinformation leading to therecoveryofthe gear. Itwillbe

awkwind stay

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

impossible todispose of inits
presentformbecauseitis elaborately
painted and stencilled with the
group’sname. Hawkwind'’s singer
Bob Calvertwasreleased from
hospital thisweekand he willbe
rejoiningthe band onall future gigs.

Melody

Maker

Sunk on a
technicality

MM MAY 13

aweekagolooked certain to become law,

was dealtaseemingdeath blowin the
House of Commons last Friday night-only
hours after the government had announced
the appointment of acommittee to advise it
on pop festivals.

Thebill, promoted by ToryMP Jerry Wiggin,
was sunkon atechnicality. Several Labour
MPs, includingJohn Golding, Leslie Hucksfield
and Gerald Kaufman, succeeded in “talkingit
out”—discussing the bill's various clauses at
suchlengththatitran outofitsallotted
Parliamentarytime.

Time permitting, the bill could be
reintroduced on two further Fridays—but the
consensus of opinionisthatthebillis dead.

Its defeatis the culmination of weeks of work
bypeopleinside and outside Parliament—
notably the Labour MP for Accrington,
ArthurDavidson.

Thenewcommittee, whichwillreportto the
Secretary for the Environment, willbe headed
by26-year-old Dennis Stevenson, chairman of
agovernmentworking partyontherole of
voluntary organisation and youth, which
recently produced apaper severely criticising
theaimsofthe Night Assemblies Bill.

Mr Stevenson, director ofamarketresearch
company, told the MM on Monday: “AsT
understand it, the committee’sfirst objective
willbe to drawup acode of practice for festivals.
Secondly, asfestivals continue, we will be there
togiveadviceto people-local authorities,
promoters, residents’ associations and so on.

“Thopethat, asaresult, some of the steam
willbe taken out of the situation. Thessilent
majority, who are quite justifiablyworried,
willbeginto see thatfestivals canberun
properly.Ialsohope that promoterswill start
disciplining themselves more effectively.”

Mr Stevenson added thathe hoped the
committee would berepresentative ofall
thefactionsinterested in festivals—local
authorities, the Red Cross, Release and “even
some promoters. Thekeynote will be people
who areinterested in the nutsand bolts of
festivals,and who are sympathetic to them.”

Hewas presentat the Wesley Festivallast
year, and describeditas “a good example of
the problemsinvolved, and of the mistakes

'|'HE NIGHT ASSEMBLIES Bill, which only
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thatcanbemade”.
Night
Assemblies
Bill_sunk




Young Germans have ceased to
be bound by Anglo-American pop

guitaristwith Can, that the band sounded

like the Velvet Underground. “Yes,” he
retorted, “butafter all they'rereallynot
AmericanbutaEuropean group.”

It'saninteresting, ifdebatable, viewpoint.
Karoliwas attemptingto explainnotso much
thatAmericanbandshaveneverlooked to
Europe forinspiration, butthat Europeanrock
groupsareno longeripsofactoinfluenced by
whatis goingdowninthe UKand US. He’sright,
asBritishaudienceswill see for themselves
when Canarrivein this country, to be followed
atsome future date by Amon Ditil IL.

It'sno coincidence thatboth thesebandsare
German. Ofall the Continental countries trying
to create theirownrocksituation, Germanyis
the one thatseemsmostfertileand
experimentallyinclined. It'san exaggeration to
saythat German musicians have formed their
ownscene, independent of outside influences,
butatleastahandful of theirbandsare pursuing
pathsthatare moreadventurous thanthe
majority of their Anglo-American counterparts
andvirtuallyallthe other Europeans.

It'simportant that theybe encouraged, that
theyhave the successin the British and
American markets which theyso desperately
want. Atatime when Britishrockis so
insistentlyharkeningbackto the past, these
are possible pointers for the future. Thisisno
attempt, however, to foster theidea ofamass
rock’n’rollmovement; justtoindicate that
there’sgood musicacross the Channelwhichis
notreceivingmuchrecognitionin this country,
even though the Germanrecord marketis
considered to be the fourthlargestin the world.

Itshouldbestressed thatthe main percentage

SOMEONE ONCETOLD Michael Karoli,

of Germanbandsare essentially imitative of
Anglo-American pop.It'snotanabsoluterule of
thumb, but these second-raters tend toadopt
Englishnames, like Birth Control, Lucifer’s
Friend and Epitaph.Inamore obscure, Freudian
sense, there’salso a predilection for horrific,
somewhatstomach-churningalbumsleeves.
The coverforan LP by Lucifer’s Friend, for
example, shows twosinister-lookingmen, onea
Napoleonicdwarf, standinginapool ofblood
andsurrounded by severed hands and fingers.

The musicofthese bandsis derivative of
Anglo-American popinthatit’susually
dominated heavilybyguitarand soundsasif
themusiciansarejustgoingthrough thatperiod
from 1965 to 1966, when there was a transition
fromblues and R&Bsstylestohardrock.

Theanalogies can evenbe extended to the
degree that these groups generallysingin
English, mainlywithappalling
misunderstanding of theidiom. The most
popular of theseis Frumpy, whowonapollnot
longagoinaGermanmagazine, butthe most
accomplished thatI've heard is Improved
Sound Limited, who are so confident of their
mastery of the Englishlanguage that they go
sofarasto printall thelyrics of their double
album. Theresultsvary.

Thisis the chorus of “Doctor Bob Dylan” (alot
ofthelyricsecho Dylan’sworkand include
some ofhis phrases): “Last June, at Princeton’s
commencement/ Dylan’s gotadoctor’s degree/
Downin afilthy Bronx basement/ Perished the
last USflea”. Curious, youhave to admit.

alanguage foreign to their ownis due
partlyto a desire to beinstantly accessible
to Anglo-American
audiences. Many of
these bands even

U NDOUBTEDLY, THE DECISION to singin

FlorianSchneider(left)
andRalfHiitter of
Kraftwerk: “sometruly
strangemoments”

A survey of the German scene.

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

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

There’sanotherreason, too, however.

After thelastwar, the Germansbecame so
demoralised and disillusioned with theirown
culturethattheyturned to America,
particularly, for theirideasin popularart. This
rejection hasbeenso complete thatit’snotuntil
recentyearsthattheyhaveregained some
initiative.Jazzmusicians have now taken
independentdirections,andinanotherarea
young Germans anxious to express theirown
concepts have ceased tobebound by the
framework of Anglo-American pop. They see
therocktagasaconvenientway of packaging
theirownideasto getthem over to the masses.

Thisisparticularlytrue ofthe musicians
with political motivations, like Ton Steine
Scherbenwithits utterlyleft outlook, Ihre
Kinder, and the Marxist Floh De Cologne. Their
emphasisonlyricsrather than music, and their
subjectmatteris frequently a diatribe against
the capitalistsystem. Thisisnotably the case of
Floh (English translation “Flea”), who have
released analbumwith the translated title of
Conveyor Belt Baby's Beat Show.

These polit-rockbands, though they
representfood for thought, arenot particularly
ratedintheir own country. In fact, Winifred
Trenkler, aleading Germanrockcriticwholives
in Cologne, described Ton Steine as “completely
leftand unintellectual.” The main torch
carriers forintelligent Germanrockmusicare
anucleus ofgroupsheaded by Canand Amon
DiilIL Theseinclude Embryo, Kraftwerk,
GuruGuruand Tangerine Dream. Between
them theydefine the best of Germanrock.



T’'SWHEN ONE talks in terms of “rock” that

itbecomes difficult describing their music.

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

Inaway, thisisagood thingfor their music.
Atleastwhatemergesisnatural, and whatis
naturalrevealsitselfasapreoccupation with
uncompromisingrhythms, withdrum
patternsthatareasrigid as pistonstrokesand
justasinexorable; and, moreover, with sound
perse.Although most German rock groupslack
thefinancial supportto equip themselves with
the VCS3sand Moogs thatbandshereacceptas
almost obligatory, they showafascination with
electronics, and use sound effectsnotas
embellishmentbutfor themselves. It'snot too
far-fetched to suggest that Stockhausenis the
fatherfigure of Germanrock, especiallyas
Irmin Schmidt, keyboards player with Can,
and Holger Czukay the bassist, are both former
students of the composer.

Bothmenareintellectualsand perhaps see
therocktagasameans of packaging music
whichisnearertotheavantgardethantothe
Top 20. Thisisnot the manipulationitsounds.
Stockhausen, talking earlier thisyearabout
Can, said that theirmusic was presentingitself
under thename of pop orrock to people who
were expectingsomethingready-made. This
wasverypositive, he explained, becauseit
annoyed anaudience asmuch asitpleased
them: “You onlylisten to somethingwhen
you'resurprised, whenit’snewand changes. It
doesn’t matter where the music goes. What'’s
importantisthatitgoesinnewdirections.”

Enoughhasbeenwrittenabout Can’snew
albums on United Artists, Monster Movieand
Tago Mago, but mention should be made of
Czukay’s Canaxis5album, whichhe made with
another German called Dammers for Music
Factory, aprivaterecord companyowned bya
freakwho made the originallimited pressings
of Monster Movie. The first side, “Ho MaiNhi”,
(“BoatWoman Song”), consists oflaments by
Vietnamese villagers sung (orrather wailed)
overatapeloop ofvoicesand orchestra. The
latterrepeataline of virtuallydescending notes
throughouttheside, stronglyatfirst, then
receding, butalways therein the background.
It'sveryformaland eerie.

Onside two, called “Shook Eyes
Ammunition”, aseries of electronic bleeps are
suddenlyinterrupted by the mighty crashing of
agong, whichintroducesaman’svocal, then
various “galactic” sounds precede a choir
chantinga continuous passage comprising two
notes. The effectis tranquil, conjuringup
Buddhist monasteries, and silent, aloof
ceremoniesin mymind, although Czukayand
Dammersstyle themselves on the sleeve the
Technical Space Composer’s Crew.

Can’sperformancesareasunflaggingas
theirrhythms. At Cologne’s Sportshallein
lateJanuarytheydid afree concertinfront of

10,000 people-the city councilhad given their
blessingin the name of modern Kultur. The
group played foraround fourhoursinall,
includingintermissions for jugglers, acrobats
and aguywithasingingsaw. To hearthem
thundering away like anon-stop expressis
something ofan experience, buttherepetition
oftheiropen-ended actwasfinallyalittle too
much for these English earsatfirstgo. Their
enthusiasm seems to work betterin the edited
contextofanalbum.

musicianswho are worth checkingout. There’s
Parsival, who playsomethingakin tochamber
rock,andarelight, airyand pastoralin
approach; Georg Deuter, who combinesa
mixture of electronic sounds, bongos, straight-
forward guitarandsitar—onetrackis called
“KrishnaEating Fish And Chips”, Klaus Weiss, a
prominentdrummer in Germanywho has
recentlyrecorded a super-percussion album,
Niagra,with other drummers

from the States, England,

called Embryo’s Rache

(“Revenge”) on United
Artists, who, along with
Philips and the avant-garde
label Ohr, release most of
the better-known German
product. They're rather
jazz-oriented, with a

EMBRYO HAVEAN album

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

Germanyand Venezuela;
there’s Eiliff, who have a
bassistnamed Bill Brown,
andareorgan-dominated
withrather orthodox
arrangements; and then
there’s Et Cetera, Gila, Xhol,
Cluster, Popol Vuh, James
Jackson, Sweet Smoke, Paul
and Limpe Fuchs (alive

soprano sax, fluteand
organ, but unmistakeably German, with that
heavy, insistent drum rhythm. While they
singin English they’re basically
instrumental, but they’re not averse to
political songs, like “Espagna Si, Franco No”,
withitsline about “evolution is the only way’.
However, the mostinteresting trackis the
last, “Verwandlung”, with its use of Mellotron
and pianoleadinginto Edgar Hofmann’s
violin, which sounds asifhe’s been listening
toDon Harris.

Kraftwerk (“Power Station”), Tunderstand,
havereleased two albums, one of them, Tone
Float (asOrganisation), onRCA, the other,
simplybearing theband’sname, on Philips
(whose English office say they've never heard of
them). The bandrevolve around RalfHiitter on
organand Florian Schneider-Esleben onflute,
violinand electric percussion. Though some of
thePhilipsalbumreflectsatrivialuse of sound,
therearetrulystrange momentslike the heavily
phased drummingon “Ruckzuck”, which fades
inand out ofthe speakerswith the cold precision
ofamachine. Infact, they've got the most
“mechanical” energised sound I've everheard
inplaces. Theirname couldn’tbe more apt.

Tangerine Dream, on the otherhand, aBerlin
group, are farless earthbound. If “space music”
isnottoo overworked an expression, that’s
them. Sortof Pink Floyd-minus-tunes meets
King Crimson’s 21st-centuryschizoid man.
They’ve got two albums out on Ohr, Electronic
Meditation and Alpha Centauri,andI've
recentlyheard asingle, “Ultima Thule (Parts
Oneand Two)”, whichifIrecollectrightly,isa
phrase from Virgilmeaning
“Furthest Thule”. Most of the
musical substance seemstobe done
withaMellotronand an organbut
it’s pretty effective, evenif Part Two
doesbearacertainresemblanceto
“SetThe Controls”.

GuruGuruarealsoon Ohr (it
means “ear”, incidentally) withan
album called UFO, and they should
be checked outbecause of their
drummer, Mani Neumeier, who
playselectric percussion, which
several other of these bands have.

Leavingaside Amon Diiiil1], there
areanumber of otherbandsand

K

record cutin Ossiach,
Austria) and Ash RaTempel (who are supposed
tobeferocious).

mostassuredis Amon Diitil I1. If they can
maintain an equilibrium within the band

and continue to remain unaffected by the
various personnel changes, there seems no
reason why they should notbecome a positive
force on the international rock scene.

Intermsofawareness oftherockidiom they’re
head andshouldersabove the competition.
They'reless “alien”’-soundingthan Canand
Kraftwerk; theyhave absorbed the transatlantic
musicalvocabulary. Buttheirmusichas
remained their own, despitereferences tothe
Dead andtheAirplane onthefirsttwoalbums,
Phallus Deiand Yeti,and Hendrixand the
Floyd on Dance Of The Lemmings. They can
encompass anastonishinglywiderange of
sensations, from the far-outspacerock of
Lemmingsto the tinglingacid rock of
“Archangels’ Thunderbird” on Yeti, which
madeoneofthebesthard-rocksinglesever.

Theirnewalbum, CarnivalIn Babylon, is their
mostcomposed.It'salmostgentle even, with
rather pastoral-soundingvocals from their girl
singer, Renate, newlyreturned to the group. The
musicis notas experimental ason the previous
albumsbutthere’smore texture: nice bass
lines, particularly on “All The Years Round” and
deftstrokes from the two guitaristsJohn
Weinzierland ChrisKarrer. With these twolies
the future of Amon Diitil. Michael Watts

OFALL THE German bands, however, the
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“We were

all pretty

eird by
thistime”

IGGY POP

— APRIL1—

SMARCBOLAN swung his hips for the benefit of Ringo Starr’s

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

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

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

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

to another, and that singer he couldn’tbelieve! “Kinda chipmunky,”
hewas to saylater. Iggyis sort of, uh, more extrovert.

Hesings abitbuthelikes to express himselfin other ways as well. Youknow, bash hishead
against thestage, pound his teeth with the microphone, drawalittleblood. Anything can
happen atanIggyStooge concert. Everythingdoes.

Itwas unfortunate that time he played with the Stooges in St Louis. The time that themic
stand broke, and hewasrhythmically smashingthe jagged edge on the stage, and he never
sawthe chick climbing towards him until he felt the metal slam into her head. When he
pulleditouttherewas—ugh!-all thisblood everywhere. Nasty business. Butlike I say,
funny things go onwhen he’s stooging around. »

© MICK ROCK 1972, 2016
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July15,1972:billedasasoloshow,
IggyPopand The Stoogesplay
abriefmidnightgigattheScala
cinemainKing’s Cross,London.
IntheaudienceareUS
journalistswho earlierthat
eveninghadwitnessedDavid
~ Bowie'sAylesburyFriarsshow
~ beforebeingbussedbackto
town bymanager Tony DeFries

HISTORY OF ROCK 1972 | 49



1972

ApRIL - JE

Iggyislivingin Englandright
now. Hesayshe’llbe makingsome
appearances nextmonth. Allyou
Britishmumshavebeenwarned.
AnlIggyStooge performanceisthe
physical, visual culmination of that
longline of bumpsand grinds thathas
distinguished rock’n’roll since Presley
putlead pipingdown his pants.Iggy
hasgone furtherthananyofthem
alongtheroad ofaudience
participation. Afeature ofhisacthas
beentojump fromthe stageinto the
armsofhisfansandinvite themto
beathimupalittle. Itsoundslike
the fulfilment of sadomasochistic
fantasies. It probablyis.Iggyjust
saysit’simpromptu. Whatever
happens, happens. Quesera, sera,
rock’n’rollstyle.
BeforeIggy’sband disintegrated, the
actwould go somethinglike this. The
other three Stooges would arrive on
stage, plugin, and proceed to playwith
the totalimmobility that’sassociated
with BillWyman. Far out. But then,
whoisthisbare-chested kid with the
bugeyesand theflappingarmsand the
bashed-up two frontteeth where the
microphonekeepslashing?See him
floplikean obscenejellybeside the
guitarist before springing out over the
spotlightsonto theheadsofthe
groupies.AndJesus, is thatreallyhot
waxhe’s pouringover historso? Ladies
and gentlemen, is Iggy Stooge your
kind of meat?
Buttellme, Iggy, is everything they
sayaboutyoutrue? “Yeaaah, pretty
much. Maybeitgetsalittle distorted.
Like, ifTwassittingonsome guy’slap it
comesoutthatIwas f-——— him, and
ifsomeone getshurttheysay'minto
injuringspectators. Butthat’s cool.
“Letmetell youastory. Onetime
onstageldid thiswindmill thing with
awinebottle, bashingitonmychest
untilitbroke.Ican’ttellyouhow
beautifulitwas, tosee the glass Re-formedbutnot
shatteringand thelightsreflectingit. reformed:lggy &The
And thenIlooked downand there’s f::;%:;’;:: i;fg::e
this chick, who’sbeen tellingme she JamesWilliamson,
lovesme, holdingup herarmandit’s ScottAsheton, Iggy Pop
coveredinblood. She’ssaying, Thate
you.' The cops cordoned the place off. Ijust about got away.” beatup onthem. Itwasbeautiful. You could feel the electricity.” He
Iggy, orJim asherefersto himself offstage, snickers gleefully. He’s smiled, slowand impishly. “Alottatimes you start playingand justgetin
wearingawide-brimmed blackhat overaface coarsened with excessive themood.”
living. Hessitsin the London office of his new manager, puffing cigarettes Iggyand The Stooges attained national prominence in the summer of
and spitting outanecdotes with the smoke. 1970 when theyplayed afestivalheld at the Cincinnati Redlegs Baseball
Peoplehave egged him on, he says. The Stooges once played this open- Stadium. Traffic, Mott The Hoople and Alice Cooper were also on the bill,
airfestival, and the organisers kept tellinghim not toincite the kids to butitwasIggywhomade theheadlines. Pictures ofhimleaping, tongue
bustdown the perimeter fence, else itwas goingto be his ass thatwas on flickinglike...aniguana, and the people handinghimround on their
theline. Naturally, herecalled, by the time hewent on thatwasjustwhat shoulders, were syndicated throughout the States. Hewas bound for glory,
heintendedtodo. howeverspurious. Less thanayearlater The Stooges were all washed up.
“SoImadetheselittle gestures, pointing to thewall, and then they tried There were lots of problemswithin the group. Musical ones. And: “Igot
torevolve me offtherevolvingstage theyhad. But our equipment guys arealman-size habit,and thenIdidn’twantto be on stage anymore 'cos

ock up gour daughters, Yogy's
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IGGY POP

IknewIcouldn’'tdomybestunder those circumstances-Ialwaystryto
domybestformymusic. SoIstarted tryingto get out of playing, butwhat
withmanagers and audiences that’s more easily said than done. It got to
the pointwherel'dgetonstage and then puke. The people didn’t care.
Theirattitude would be, T've seenhim do so many far-out things, now
let’ssee himkillhimself.

“I'tried tofailsoI'd justfade away, but theywouldn’tlet me. We justkept
gettingbigger crowds. SoI quit. ‘Goodbye, world, f-— off.’ Ibombed out
forsixmonths.”

Iggyiscleannow. Hedidn’tgo to any clinic, he took himselfoff the hook.
Itwassheer, schizoid hell, herecalls, buthe dropped the habit. And for
that, hesays, he haslargelyhis parentsto thank.

Iggy grewupinatrailer park. Hewasa caravankid. He was broughtup
inAnnArbor, Michigan, and athigh school there he joined his first
rock’n’rollgroup, Iggy & TheIguanas, asadrummer. Later, playingin
Detroitwithablues band called The Prime Movers, he met Mike
Bloomfield, then with Paul Butterfield. Bloomfield liked him, he says, and
gavehim Sam Lay’saddressin Chicago, so offhewent to the Windy City
and bummed off Lay for awhile, picking up tips on playing. There
followed anumber of one-night stands with

John Cale. “Wewereareally strangeband, and Elektra thought theyknew
astrange producer,” he says. “Wewere stilllivingin Ann Arbor and John
cameout.Ireallyliked him. Hejustletushave our heads. Hisjobwas to
protectmymad ideas from outside influences.” Iggy snickered again.

“Wedid thatalbumin four days. We'd never played a note at that time
and theband hadn’twritten any songs before, soIboughtaguitarand
learned these chordsin twoweeks. Iwrote the songsinthree days and
thenwerecorded them. Theywere all about 10 minuteslong.”

Thealbumwas cutat The Hit Factory, whichis above Times Squarein
New York. JerryRagovoy was on the sessions. Iggy remembers him well, if
notwith anyfondness.

“Itwas an R&B studio, and they thoughtwe were horrid little creatures.
ThenHolzman hearditandsaid, 1don’thearanythingbutthree chords’,
solsaid, ‘Ifyoudon’tlikeitwe gotlots more material, letusgoinagain. He
setitup for the day after tomorrow. We were at the Chelsea and itwas
there wewrote the otherhalfofthe songs. ‘Little Doll’ Iwrote in thelobby.
Allitisis ‘1969’ changed around.”

Second time around, he says, Holzmanliked it, but theyhaven’t
remained the best offriends. Iggyis now finalisinga deal with CBS.

Itdidn’twork outtoo well with Cale, either. Iggy

mostoftheblackbluesmen there, suchas Walter
HortonandJB Hutto. Abouthis drumming, Iggy
ain'tmodest. “WhereIcamefromIwasa
legend,” he says sincerely.

Henever played more than one or two nights
with these bands, but they gothim cut-rate. The
more he hungaround the Chicago bluesmen
themore contempthe gotfrom all the white
guystryingto play the blues. Theyhad no
personal presence, whichwaswhathewas
looking for. Hewanted to play music that
drippedrightoffhisfingers, like these black
guys. Heheaded backto Detroit.

Itwasherein'68 thathe formed The Stooges

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

wound up mixing the tapes himself.

“John’sgotareal geniusforarrangements,
like on Marble Index, but that stuff’s too shiny
forarock'n’rollband. WhenIgotthe tapesthey
came outsoundinglike MarbleIndexagain.In
general, he doesn’thave a feel for the fluidity
anddynamicsofrock’'n’roll-oratleast, asIlike
toplayit. He’sgota classical background andit’s
made himstiff.”

The second album, Fun House, made at
Elektra’s studio in Los Angeles, was produced
thistimebyDon Gallucci, who had recorded
TheKingsmen’s “Louie Louie” when he was 17.
Elektragave themapractice studio torehearse

with three friends. These were the two Asheton

brothers—Rononlead guitarand Scotton drums-and Dave Alexander
thebassist. Musicians was a prettyhigh-flown word to use in connection
with them. They'd had virtuallyno previous musical experience. Iggy
hadtoteach the drummer therudiments, and the bassistlearned by
himself. Iggy wanted people who were untutored. All the guys who could
actuallyplay, herecalls, were “stupid and unbeautiful”.

Theywentouton theroad asthe Psychedelic Stooges, aname vaguely
connected with the Three Stooges, and for atime were involved with the
MCS5 (also from Detroit) inJohn Sinclair’s multi-media community,
Trans Love Energies. The Stooges did a couple of benefits for the
community concerned, butitwasn’t theirscene. Theynever got paid and
Iggydidn’tlike the people whowereinvolved. “I'm waiting for the day
whenImeetsomeonewho’snever heard ofJohn Sinclair,” he says.

Theninlate’68, theband was signed by Elektra Records. Danny Fields,
possibly the mostfamous rock’n’roll publicist of all time, went to Ann
ArborforElektratolookover the MC5.

Atthistime, saysIggy, The Stoogeswererealbad, notjustbad. Fora
start, theyhad hardlyanyequipment. At the end of their set, however, the
bandleft the stage with theampsfeedingbackand Iggywas wandering
around the audience beingIggy. Fields came by, toldhim who he was, and
talked aboutsigningthem.

Iggy thoughtitwasaput-on: “Ibelieved he was an office boy, whojust
wanted tomeetme andimpress me. He didn’tlooklike whatI thought
arecord company executive should looklike. He was dressed like us. In
jeansandajacket.”

Hewasfinally convinced of Fields’ seriousintent, and notlong
afterwards Elektra’s co-owners, Jac Holzman and Bill Harvey, came to
seetheband. The performance theygave was notexactly smooth. “Iwas
reallysick.Ihad atemperature of 101. There were bruises onmy head 'cos
I'dhad akind ofafit,and my one ear was gone. Itwas at this time thatI
wrote TAm Sick’ and ‘Asthma Attack’. BeforeIwenton Iwassittingin this
blanket, shivering, and then when we appeared
Ikeptfallingdown. Itwasreallymacabre.Iwasin
unbelievable pain and they thought, ‘Thisguy’s
intoit.” Theywere so totally freaked they thought
theyshouldsignus.”

Thefirst of their two albums for Elektra, which
wassimply called The Stooges, was produced by

3

Times Square in New York.

in.Itdidn’twork outthatway: “Wewereall
prettyweird by this time, and instead of working we picked up these
instrumentslike a tubaand asaxophone and marched around doing
‘OldJoe Clark’. Werefused to do anything but set up ourinstruments
andrecord. Eventually, the sound we gotwas soridiculous thatitwas
physicallyimpossible foranyoneelse tolike us.”

Yes, itwas weirdness and more weirdness all the way.

BynowOur Hero, hatpulled lowover hisforehead, isslumped in his
chairwithhisfeetstuck onthe windowsill. His voice comes outinaslurry
drawl, like alooser version of James Stewart. Under the shadow of that hat
heseemsno more thanakid.

YoungJim Osterbergis explainingwhyhe’s Iggy Stooge. He will, he says,
doanythingto gethimselfoff. It'sabsolutelynecessaryforhimto have
kicks, tomove hismind, and if people are upset, well, he’s sorry, butright
from the word go he’sbeenused to offending them.

Peoplewho “orientthemselvesinto art” are always tellinghim he’s
soabstract. He’snotantisocial, notunlessit’s cops or characters with
no brains. And then, someone willlookinto hisfaceandsee... beneath
the brimhis eyes take on that psychoticlook. Don’tlook athim, kids. It’s
notnice.

Mindsarealive, he explains. They see pictures and make up stories. He
sees bigpictures and makesbigstories; his audience seeslittle pictures
andinventsbigstories. A performanceisawhole mixture of these
picturesand dreams. Youshould have the guts tolet the dream flow.

Iggysayshe’shad alotofluckinhislife, too: “I've always been lucky.
I'vewanted everythingin theworld.I'vewanteditall. 'm as dishonestas
thenextguy, y’see.I'mgreedy, crooked and vain, and Ilike to profile.
EverybodyhasashadowandIlike to projectabigone.

“WhenImetmypresentmanagerIwasonthe bumwithno plansand
nofood, and all ofasuddenImet this dude, said ‘T trusthim’ and signed
with him. The next thingI knowI'm talkingto the president of Columbia
and he’ssaying ‘yeah’and nowI'min England. That’s awful good fortune
forapoorboy!”

Iggyswitched on TVthe othernight, justintime to catch Judee Sill
sayingshe preferred to play withoutarock'n’roll band, who are so
“young,loud and snotty”, or somethinglike that. Iggyhaswritten
atuneaboutit, hewasso creased. Because, as he says, that’s the wayit
iswhenyou're having fun. He’llbe comingyourway soon. Have fun.
Michael Watts ®
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“1'he politics
of freedom”

GETTY

FEBRUARY 5 —

IKE THEM OR not, you must admit that Hawkwind
are honest. Guitarist Dave Brockis notloath to
admit that most of the band’s musicians are atbest
mediocre, while Nik Turner (sax) never ceases to
be amazed by their success.

Partly, it’salldueto theband beginnings. When
theyfirst came together, Hawkwind was justameans ofhaving
agood time-“apleasurablesideline”, as Brock putsit. Onlywhen
peopleactually seemed tolike their music did theybegin to take it
seriously. And even now the main motive ofthe bandis to provide
funboth for theaudience and themselves.

“Ithink that’s the onlyreason whywegetacross to alot of people,”
said Turner. “Theysee thatwe’re obviously havingagood time,
and theygetsomethingout of that.In thebeginningInever
thought our musicwould appeal to anybody, simplybecause
we’venever pandered to public taste, never compromised and
justplayed exactlywhatwewanted. Byahappy accident people
seem tobediggingit.”

Nowtheband are probablymoreinvolved in their musicand
inassorted projects than ever before. Upmostin their mindsis
aspaceoperatheyhopetotakeontheroadinlatespring.

Thebrainbehind itallisword man Bob Calvert, who explained,
“Itdoesn’thave aplotlikeatraditional operabutisan opera
neverthelessin thewayit presents asituation. It concernsdreams
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peoplemighthaveiftheyweresuspendedin animationindeep
space. Whereas ourlastalbum concerned ajourneyinto space, this
ismoreaboutactuallybeingthere.

“Onstageit'llbeatotally theatrical event, with dancers, mifhe
and anewway of usinglight techniques which willcover.the whole
audience. Hopefullywe want to get together the besteverlight show
ever puton theroad. Anditwon’tjustbe complementing the music
butactually partofit. Theguy operating thelightswillbe plqying
them, ifyoulike, justas the others play their instruments.”

“Ireallydon’t think groupsgive enough to their audiences,” said
Brock. “Theydon’t seem to have much contact. Ifyou goround
dancehallsin the country and see the miserable conditions people
arein,youfeel youshould give them asmuchin alive showasyou
possiblycan. Most groups don’tdoit. Theygo through the same
routineso much that they mightaswellbeworkingin afactory.”

Hawkwind, of course, have always had special connections with
what’slooselycalled the alternative society. Again it stems partly
from thebeginnings of the group—as Brock explains: “When the
group formed wewereall hustlersand dealers on the scene, and
nowwestill see thesame people and go to the same places.”

Butdo the group see themselves as any different from others?

Bob Calvertreplied, “Isupposeiftheunderground hasany
meaningatallwe’re partofit, simplybecausewe don’t see ourselves
aspartofthemusicindustry or aligned to the profitmotive »




“Somethinglike
IsaderaDuncan”:
Staciaonstage
withHawkwindin
Denmark,1972
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whichiswhatthatindustryisabout. All
generations have had some sortofrevolutionary
feelinginthem, butthisisthefirstthatisn’t
based onany political deals or programmes.
Consequentlyit’s the job of the musician to put
these feelingsinto music that people can
recognise. Gigsseem to getintoavery
ritualistic, tribal thingwhere people come to
lose their personalidentity and expand their
consciousness collectively.”

Probablythe greatestlink the band have with
theunderground is through playingnumerous
benefit gigs for various organisations. Trouble
is, though, as the group become more

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

andlastalbum cover, Isuggested, seems to
containinfluences from Buckminster Fuller
—inparticularthe use of phraseslike “Space
Ship Earth”.

No, theysaid, it's more a question of moving
inthesamedirection atthesametime. Calvert
isnotthesolereason for theirinvolvementin
space:ithad been thrivingevenbefore he
joined the group.

“Itwaslike thatall the time,” confirmed Doug
Smith. “Itwasjust thatsomeone had tobe the
Captain. Theyhad always played space music
andspaced-outmusic.”

Smith devotes a greatdeal of energyto

successful, morerequests for them to play
benefits pourin. Obviously this presents problems.

“Quite honestly, the benefit scene has got completely outofhand,” said
Brock. “Because somanybands don’tdo them, peoplerelyheavily on
those thatdo. Thenwhenyoucan'tmanage, all of them people say you've
sold out.

“Alsotherearealotofrip-offs atbenefits when youjustcan’t tell where
themoneyhasreallygone. It’s a pity, because there are so many people
who arereallyinto nice thingsbutcan’tget the bread to do it that we feel
weshould tryand helpasbestwe can.”

MELODY MAKER

UPERFICIALLY HAWKWIND MAY be thought of as onelinkin
S agrowing chain of space consciousness. The title of theirlast

album, In Search Of Space, is an artfully ambivalent indication
oftheideas theyreflect. On the one hand is the space out there past
the Van Allen belt, the ethereal space with which one associates their
music. On the other is the search for space on our own little planet.

Therelationship between the two meaningsis one that Hawkwind is
verymuchinvolvedin. Forwhile thisnewage of mechanical space
travel suggestsunlimited horizons, the situation upon Earth promises
the opposite.

Thealternative widely prophesied isbetween severerestrainton
material growth or destruction onaworldwidescale. Thefactthat
doomsdayisall tooviable sets the background for the group’s activities.
Theyregard Hawkwind as primarily amobile communications system
which can function through its music.

Itsoundsavagueidea, but thatflexibilityis probablyits main strength.
Aconcreteideology could be easilyattacked. Asitis, the group speaks of
itseffortsat communication as helpingto spread the new consciousness,
whichisfairenoughsince, untilithasreplaced the old, no one willknow
whatitactuallyis.

Thereisalittlemore bodybehind the group, though, than afewpeace
signsand well-meaning pleas forlove and brotherhood. In Search Of
Space,whichwastheirsecond LP, included aformidable booklet called
The Hawkwind Log. Beginningwith a creation myth, thislogsketched
phenomenafrom many corners of timein an effort to showmaninsome
kind of perspective.

Itcame uncomfortably close to overshadowing therest ofthe album
package, although the music’sappealincreasessteadilyas therhythms
become memorised. The logwriter was Bob Calvert. Currently he’sin the
country, recovering from amorerecent psychological adventure-or
moreaccuratelyin this case, misadventure.

Hawkwind, being more ofacommunity thanacompactunit, are
ableto carry on gigging with their musical lineup down to six—Nik
Turner (alto sax, flute, audio generator and vocals), Dave Brock (vocals,
electric guitar, acoustic guitar, audio generator), Lemmy (bass guitar),
Del Dettmar (synthesizer), Simon King (drums) and Dik Mik (audio
generator).

With Calvertout of
circulation, Turner,
Brock, Lemmyand
manager Doug Smith
were the only
Hawkwindites to
assemble for
interviewing
purposes. Thelog

-the joke

band that
made it

describing the group, their musicand their
significance. Since theydon'tregard themselves and theirideas as too
sacred tolaugh aboutonceinawhile, listeningtohimisn’tthe ordeal it
maysound. Hehassome coherentideas about theinevitability ofasmall
minorityacquiring financial power on behalfofafarlargersection of the
population. Itis the consequence of Hawkwind’s need for better and
more ambitious equipment to extend their musicalideas, and thereby
theirattempts to spread awareness.

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

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

The group has areputation for possessing “grass roots support”. This
theyhaveachieved withoutallowing thebuild-up ofadividing barrier
between group and audience. The people many musicians would call
“fans” Hawkwind call “friends”. In Doug Smith’s words, it’s “ajoint
awareness of people together”.

“Theaudiences have changed now,” amplified Lemmy. “Theydon’tsay
‘me’. Theyshout ‘us’. It'sa growth of a collective consciousness.”

The groupisveryconcerned to create an environmentin which to play
toanaudience. Forinstance, they are working on aspace opera that will
use mime, dancing, lights, film and chemical smoke.

Their space operahassuffered various setbacks, butis expected tobe
operative by theautumn. Calvert’snotes foritare stimulating, referring
prominently to the visual effects the audience could be subjected to. Its
basicthemerevolvesaround the dreams or fantasies experienced by
seven space explorersin suspended animation. Andrew Means

MELODY MAKER

TWASArather hotand sticky trek across country, and the one
I thingthatkeptthe stragglers shufflingwas the narrowing

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

TheIsle of Wightwasbeing graced with some of the greatestnamesin
rock. Backstage the superstarswere standing on each other’s feet; front
stage the people were suffering from an overdose ofadoration.

And outside the wire fences some minor-league band from London had
thearroganceto playafree setfor people who couldn’t, orwouldn’t, or
didn’tchoose to paythefestival fee. [twas Hawkwind’s first major assault.
Word spread about this bizarre travelling circus that played outside the
gatesorinthestreet; thatblocked up pavements and made noise where
byelaws said noise wasn't meant to be.

Itwasajoke. Hawkwind —the people’sband. [twould never pay the
rent, and itwould never reach the vast majority of normal, well-adjusted
people’s people who naturallywanted their entertainment dotted
withsequins.

Hawkwind grew. Nothing could stop them. The myth developed.
There’saHawkwind cultnowthatisalmostasvital to their gigsas the
music. Nomatter which partofthe countrytheyplayin, theaudienceis
basically the same. Every gigisastage forlocalfantasies. Bottled-up
extroverttendencies explodeinto fancy dress and painted faces, asif
some messiah had given the sign.

It'saprecarious positionforagroup tobein. Hordes of dedicated
teenagersregard them as therevolution personified, and with “Silver
Machine” slicing through the chartsome of them mustbe ticking offthe
daysto the takeover withincreasingimpatience. Somuchisimplied by
Hawkwind thatifyou thinkofthem asjustarockband you're deceiving
yourself. Theregimented peace signsflashed from the audience imply
morethanthat,and so does saxand flute player Nik Turner’s preference for
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Hawkwind-sansDave
BrockandRobertCalvert
-inDenmark, May1972:(l-r)
| SimonKing, Nik Turner,
| Lemmy, DelDettmar,
Michael “DikMik” Davies,
unknownandStacia

ambiguous music. You cansuggest everything, and say nothing. Ifyoudo
itcarefullyyouachieve more thanyou everwouldifyoulaid down dogma.

Thesuccess of “Silver Machine” islike a vital chapter out of Animal
Farm.Itmakes Hawkwind an altogether more powerful prospectthan
theywere two years ago asagroup for Isle of Wight outsiders. Their
expandingreputation andfinancial assets musthaveboosted the
expectations of their friends and followers. Yet understandably their
singlehasn'taffected the group in the same way.

Inthe words of Doug Smith, the group’s visionary manager, theyregard
itastwo fingersin the air to amusic business thatused towrite them off.
Nothingmore. I[tdoesn’t trigger plans fora coup d’état, because there
never were such plans. The group’s more conscientious members—Dave
Brock (guitar), Nik Turner (sax) and Del Dettmar (synthesizer) —insist
thattheir objectives and activities will remain much the same as before.
Theyaimatthehead. Once people are given theincentive theywill
undertake their own metamorphoses.

Thisability to plant theirmythin to popularimagination has played
alargepartin theirmaking. Hawkwind isamovement, notjustagroup.
Inaquite mundane sense, theyhave areputation forhaving one of the
largestretinuesin the music business. Farmoreimportantisthe
empathytheyachieve withmanyreachingin thesamedirectionas
themselves. Some eminent people are apparentlyinterested in their
ideas, amongthem Sir Patrick Moore.

Thefactthattheyare nowhot newshas madelittleimpression upon
theirgigs. At Hastings lastweek the atmosphere was much asithad been
atsimilar gigs four weeks ago.

Dave Brockmanaged to breaka couple of guitar stringsand Lemmy
evensucceededin doingthe samewith abassstring. Theresultwasthat
theyplayed partofthe setout of tune, to the discomfort of Doug Smith.

Buthangaroundatthe close of one of the gigs and watch the way
friends and followers religiously make their pilgrimage on stage and
howtheysidle pastthe speakersand theroadies and the rubbishright
up to Nik Turner’s side. Turner sits and peers vacantly around the hall,
while thelittle half-circle around him shuffle uncomfortably into
incredulous conversation.

Probablythe onlyaspectthat comes outin their gigsand which
bothersthebulkoftheiraudiencesisspace, but the other subjects are
therewaitingto be explored. Maybe their teen following comes to hear
heavylift-off music, butit’simpossible toignore theimaginativeideas
ofthe group and of Bob Calvert, once a performingmember and now
purelyawriter of their material.

Iftheir preparationswork outand the audience playsits part,
Hawkwind’s first major bill-topping concert-at London’s Rainbow
nextSunday-should revealhowfar theirambitions to projectan
environmentgo. Andrew Means

MELODY MAKER

ORAGIRLbroughtup by nuns, to strip off on stage before
E hundreds of people may seem somewhat anomalous. But
Stacia, who performs with Hawkwind, goes into her act with no
inhibitions and firmly but gently discounts any suggestion that she
fallsinto the “stripper” category. Not that she scorns strippers. She
would not dispute that “maybe 99 per cent” of such ladies’ acts are
motivated by erotic content. “Butsome of them arereal artists,” she says.

“And they must fulfilaneed,” says Staciawith benign tolerance. Sheis
certainlynotprepared to pass any adverse judgement on them.

Stacia categorises heractwith Hawkwind as “freeform dancing”.
“It'ssomethinglike Isadora Duncan,” says Stacia. And modestly adds,
“Though shewasamilliontimesbetter thanTam. Butsheismyidol.”

Staciaregardsheroriginal motivationin disrobingasameans of
overcominganinherentshynessandlack of self-confidence. “Iwas always
consciousaboutmyheight,” she says. “I'msixfoottall,and whenIwas
younger [she’sstillonly 19] Iwas always stooping to disguise my height.”

Stacia, who comes from Exeter, had a variety of jobs before she joined
Hawkwind. Sheworked asabookbinder, in agarage, and in therecord
shop ofadepartmentstorein Exeter.

“ButIwasalwaysinterested in dancingand acting,” sherecalls.
“Another of myinterests was classical music—Delius, Mozart, Verdi,
Wagner, Dvorak. Thatwas whenIwas about eight.

“ThenIlistened to The Beatles, and jazzstarslike Stan Getz, Billie
Hollidayand Dizzy Gillespie. Dancing and actingwere my main
interests, butIwasreally too bigand heavytoadopt these asacareer.
Ifirstheard Hawkwind at the Isle of Wight Festival - the one with Jimi
Hendrix. ThenImetthem again whenIwentto London, where they were
rehearsing—atthe Middle Earth.

“Thentheywentbackto the West Countryagain, and they were playing
attheFlamingo, RedruthwhenIgotup onstage and started dancing. It
wasone of thoseimpromptu things thatjusthappened.Iwasn'twearing
any clothes on that gig; Thad just covered mywhole bodyin paint.

“No, peoplewatchingdid notregarditasasexual thing. Hawkwind don’t
attractthattype ofaudience. Theyreacted tomydancingas an expression
offreedom. That'swhenIstarted to do occasional gigs with Hawkwind. By
then, Thad started towear costumes. Before that, itwasjust paint.”

Staciadoesnotalways disrobe. One gathers thatshereacts to the music
asthemood takes her. Staciaadmits that other suggestions have been put
toher. “Somebody once approached me to do a pornographicfilm,” she
says. “Ireacted quite violently—not physically, but verbally. I would never
contemplate anythinglike that.”

Andhowdo the male members of Hawkwind treat Stacia? “Iregard
themasbrothers, and they treat melike asister.” Laurie Henshaw e
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“Something

has really
= clicked”

— NMEAPRIL29—

HEROAR OF the crowd stillrings longin the ears

of Led Zeppelin. Record success continues to turn’em

on but nothing stands against the motivation of this

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

larynx, RobertPlant, particularly exudes an

enthusiasm for hisvocation that onerarely
encounters among therockhierarchy.

Why, only the other afternoonI encountered the man himselfand
Zeppelin’smaster-at-arms, Richard Cole, conductingarip-offraid on
KinneyRecords’ vastlibrary of tapes and albums and the singer
conceded that “musicisserious... butlet’sdigit”.

I'took the opportunity to talkwith him, andlikeawide-eyed
kidhavingbeen given the freedom of Selfridges’ toy department,
Planty carefullystashed hislootin a cornerand placed an Arthur
Alexander album on the office stereo.

“Arthur Alexander... now there’saname to conjure with,” he smiled
asthesmoothvoice of the almost forgotten rhythm-and-blues singer
filled thelargeroomand obliterated all nearby conversation.
Acceptingawelcomedrink, Plantremoved thefilter fromacigarette
and confessed, “You knowwhat? Thisrecord sounded much better
thenthanitdoesnow.”

Hewas, of course, referring toatimein the early’60swhen the style
and songs of Mr Alexander and his contemporaries helped, in some
smallmeasure, to blueprint the format of those British groups who
were to completely change the entire course of rockmusic. »

IAN DICKSON
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“The spiritwithin
thebandisjust
fantastic”:Robert
Plantonstage with
LedZeppelin,1972
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Infact,IThave thestrangestfeeling thatatone time or
anotherayounger Robert Plant possibly offered his own
interpretations of “Anna” or thelike around the noisy
Brummie cluband ballroom circuits.

Plantmay have gone on to much bigger and better things
since thosefar-offdays, butIfinditrefreshingly tohis
creditthathestillhangsonto thatall-importantsense of
urgency thatinitiallymade him get up and sing. Today it
safeguards him from complacencyand stagnation.

“Whenever possibleIreallylike to get out there with
thekids,” he told me, atthe same time taking the trouble
notto give theimpression of somekind of condescending
antihero. “Onlyin thatway,” he continued, “canIgetto
knowwhat therecord buyerswant. That’showImake up
mymind-fromhowthe publicmakesupitsmind. For
me, infact, themostsuccessful concertis the onewhen
everyoneisup ontheir feet, smiling, yellingand getting
into the music. Personally,Idon’tlike things to be too
straight-faced. Theidea of peoplejustsittingdown and
getting turned on without showingany signs ofresponse
—it’'sjusttoomelodramatic.”

Like therestof Zeppelin, Plantlaughs at persistent
rumours thateach and everyalbum or concertis their
farewell, although some of the stories he naturally finds
irritating: “Thefactis, we don’tflog Zep to death. Justlike
JohnLennon oncesaid, ‘Ifyou're ontheroadtoolongit
becomespainful.”

Plantfurtherechoes the sentiments of theband’s
drummer, John Bonham, in pointingout that Zeppelin
have set their own pace, one which allows them sufficient
freedomand creativity. With discretion the band face the

publiconlywhen either (asarecordingactorasan December7,1972:LedZeppelin-
. . . (I-r) JohnPaul Jones, JimmyPage,
in-personattraction) they feel theyhave somethingnew JohnBonhamandRobert Plant-
and excitingto offer. backstageatthe HardRock

He told me, “Speaking for myself, I've always got Theatre, Manchester; (inset)

. A . SandyDenny, the “completely
the motivation to work, butlike the rest of the band, differentvoice” Plantneededfor

Idon’twantto chargearound the country every night. uiheBattleOfEvermorel
What’s the point? We only tourand bring outan album

whenwe wantto. Butasmostpeoplerealise, we're always popping up inthecirclewasallabout,” he pointed out, drawing my attention to one

allover theworld to do concerts. Whenever possible we always return ofthefoursymbols thatwentup to make thealbum’s title. Alotof the

tothoseplaces.” tracks on thatalbum came from various moods where we just got together
Plantis proud, and quiterightlyso, of Led Zeppelin’s pastachievements. | andstartedto contribute tovariousbasicideas.”

“Wewere thefirstband to take over and play the Empire Pool, Wembley Undoubtedlya greatdeal of the success of the fourthalbum canbe

and present non-rockside featureslike circus attributed to Robert Plant’s maturityasboth

acts—although the pigsdidn’t quite manage singer and writer. Takeinto account, for

(14
togetiton,” hesaid with alaugh, referringto g / & / heneve r instance, “The Battle Of Evermore” and

one oftheinterludes at the memorable “StairwayTo Heaven”. He told me, “In the case
Wembleybash. ° bl I of ‘Battle’, Thad beenreadingabookonthe
Sincetheyfirstbecameairborne, Zeppelin p O S S]. e Scottish Warsimmediately before. It wasreally

have of course been the subjectofacertain . more ofaplay-letter thanasong, and afterI
amountof controversy, ranging from them 11 1 k t wrote thelyricsIrealised Ineeded another
beingdescribed as the definitive all-electric rea’ y 1 e O completely differentvoice, aswellasmy own,
band, purveyors of cockrock, to the to give thatsongits fullimpact. So Iasked

manifestation of Jimmy Page’swon get Out ther e SandyDennyalongtosingon thattrack.

personal ego trip. “Ifounditverysatisfying to singwith

Iasked him aboutit, butagain Plantdidn’t W ith th e ki d S” someonewho hasan entirely differentstyle
showconcern. Hewrappeditup effectively: tomyown. WhileIsangabout the events of
“Alotofpeople draw their conclusions without thesong, Sandy answered backasifshewas

seeingenough oftheband. Ifwe
cameovertothemasbeingjust
arawbody, well then, it’s OK.”

OfthefourLed albums-all of
whichimmediately turned gold —it
was theirfourthwhich for the first
time minutelyrevealed the full
spectrum of their collective talents.

“Musicisverymuchlikea
kaleidoscope,” said Plant. “AndIfeel
thatparticularalbumwasjustacase
ofusstretchingout.Itwasavery
natural development for us.

“Ilike peopletolaydown thetruth.
Nobullshit. That’swhat the feather

the pulse of the people onthe
battlements. Sandywas the town
crier—urgingthe people to throw
down theirweapons.

“‘Stairway to Heaven’ was the
resultofaneveningwhen Jimmy
andljustsatdownin frontofthefire.
We came up withasongwhichwas
later developed by therestofthe
bandinthestudio.”

Much of Zeppelin'sappeal has been
byvirtue of their consummate ability
to produce material hangingon
instantriffs—acharacteristicthey
developed to greatlengths on “Black

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

“They’rereallyattuned to all those time skips,” Plant explained
with devilish delight, “they” beingtherestoftheband. “These things
aren’tintentional, justlittle whims which we’llno doubtexpand on the
nextalbum.

“When theyre doing these kind of time-skip riffsin the studio, Jimmy,
JohnandBonzo suddenly come up with somethinglike that passage on
‘BlackDog’: playit, fallaboutall over the place for about 10 minutesin fits
oflaughter. Playitagain. Burstintolaughter. Then preserveitontape. It’s
assimpleasthat.”

Sessions for the new album are underway, and without disclosing any
secrets, Plantdid say thatitwould include some things of interest. Like all
majoracts, Led Zeppelin have suffered from bootlegsand inreturn
attempts have been made to cutalive album officially (thelastbeing
duringarecenttour ofJapan), but Plant told me the sound balance was
justasbadasthebootleg. It was therefore rejected as unsuitable.

Headded wryly, “You know, we'verecorded ourselves at the Farm on
justanordinaryRevox, and achieved afarbetter sound.” There mustbe
amoralin thatstatement.

Andwith thathewasup and offto grab another armful ofalbums.

RoyCarr
MELODY MAKER

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

Led Zeppelinhad been offstage four times. Four times theyhad fled
under the archwayto the side of the stage, and four times an unnatural
dinofscreamingand cheeringand unbelievable begginghad brought
thembackout.

Now theirsetwas approachingfourhoursinlength—fourincredible
hours of the mostwonderful music. Jimmy Page was on his toes, shaking

andtryingto pulloutalastbatch of magicalnotes. He'd
pulled somanythatevening, it seemed inconceivable
thathe could maintainsuchapeak. Butsomething
trickedhim, and he spunround, ran across to Robert
Plant, bursting, and slamming chords. Plant smiled,
threwhisheadback, and thebandrocked so hard you'd
have thought there was no tomorrow.

Itwasone ofthe mostamazing concertsI'd seen from
anyband, atany time. Nothinghad gone missing; it
hadbeen the completeact. Therehad been power,
climaxafter climax, beauty, funk, rock, boogie, totally
freaked passages, and such constant, snarlingenergythaton this
eveningLed Zep could have provided enough human electricity tolight
halfof America.

Doesanybodyreally knowhowbigLed Zep are?

Soyou'llgetreports of Englishbands doing “well” in America, and
thereportswillbelong. You'll hearabout the Stones, Elton John and
the Facesbeforeyouhear of Led Zep. Somehowsomebody forgot Led
Zeppelinwhen they were writinghome. And yet for four years Zep have
beenslaying America. For fouryears they have metwith the dooming
criticism that they could never do aswell again, and yet they’ve come
back, and donebetter. This present tour will more thanlikely go down
astheirbestever. Theyare playingbetter than they've ever playedin
theirlives.

The peopleknowit. The scenes arejustridiculous. Auditoriums and
hallsarebeingsold outwithoutanyadvertising. Led Zep are delivering
the coup degrace. Unfortunatelyit’s being shadowed by the Stones tour,
and the garbage that The Moody Blues are the top band. Butdon'tbelieve
it. Led Zeppelin are the ace outfit.

Strange howthe Zep became unfashionable backhome. Sure, theysell

albums, and they canfill the

Empire Pool-butwhere were

allthe trimmings, wherewas

therealflash, the excitement? “ ow N
Itwasintheaudience, tobe

PLANT (‘

REX FEATURES

sure, butfor somereason the
mediatookitallwithapinch
of salt. ThatLed Zeppelinare
possibly the biggestbandin
theworld never figured. And
that’sasad mistake.
Itfigureshere, mind. Here
Zeparetrulyrecognised. Why
doyouthinktheycomeso
often? Money, sure. Butalso
becauseZepareabandthat »
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love playingand here thereare noinhibitions. They find their audience.
Here theyplay their best.

“The scenes have possiblyamazedyou,” said John PaulJones. “But
thishasbeen happening for fouryearsnow.Ithinkweallfeel a bit
annoyed thatnobodyreally knowsitbackhome. Do theyreally know
whatwe’redoing?”

Thisfeelingis commonwithin theband. Why, youmightsay, should
theyworry? They do well, the audience—which is the main thing—shows
justhowbigtheyare. Whyshould theybother about wee small England
anditsfickle ways? Well, theyre English, and like most people, they also
have egos. They'djustlike England to knowwhat they’re doing.

“Ouregoshavebeen hurt,” says Rob Plant. “Theyreally have. For some
reason English critics have never told the truth about us. For somereason
they'vebeen outto getatusabit. Sothings are clouded over, and nobody
getsto knowwhat’sreally happening. There’s been so much bullshit
printedit’sjustuntrue.

“Weread pages on some band—name not mentioned —sayingjusthow
bigtheyarehere. Youaskthe peopleherejusthowbigtheyare. Weknow.
Yousee, itmakes the English presslookridiculous.”

“It’ssoannoying,” added Jones. “Here we are slavingaway and getting
consistentlyincrediblereactions, and nobodybackhome cancare
anythingaboutus.” Heshookhishead. “It’sjustnotright.”

Don'tgettheideathatZep arejust peevedlittle boys, withachip on
theirshoulders.It'snotthe case ofthem having their ownideas as to how
bigtheyare. Thatposition canbeseeninamatter ofseconds over here.
Zep areace—there are no twoways aboutit.

“Maybe,” said Plant. “Ifwe were as bigin England aswe are here,
Iwouldn’tbe able to walk down abloody street withoutbeing stopped,”
helaughed. “Don’tknowifI'd like that ornot.”

hot New York day. Manager Peter Grant

Nowthe Coliseumis astrangebuilding. It sits seeminglyin
themiddle ofnowhere, loominglike aspaceresearch centre,
circularand concrete. Whydidn’t they playMadison Square?

“Becauseit costs $5,300 tobook that place,” says Peter Grant,
“andthat’sjustabsurd. Thisisagreatplace, and thisiswhere
thekidslive. Shametherearen’tplaceslike thisin England.
It’'sgettingabsurd over there now. There’snowhere to play.
Butwe're goingto be playingsomewhere in England at
Christmas,” hesaid. “Ithinkitwillbe good.Ican’ttellyou
whereitisyet, butIthinkitwillbegood.

“YouknowIwanted to putthe band on at Waterloo Station?
Youknow, that massive areabefore the platforms.Ithoughtit
wasagreatidea—youknow, we could have Led Zeppelin
specials comingin on the platforms. It was going to work, but
thestation authorities said there was onelate train thatwould
getinthe way. Shame, itwould have been great; imagine Led
Zep playing Waterloo Station—a completely covered hall,and
good acoustics.”

They've gotanice PAthere.

The Coliseumwasbeginningto fill, and when Iwalked out
withPlanthewas metwithaload ofhand shakers. “Justwant
tosayyou're thebestbandin theworld. Youjustare.Ijustwant
tosaythat,” said onelad. “Taverymuch,” said Plant, and gave
theguyabackstage pass. “You're the bestband in the world,”
saidanother. And theyreallymeantit.

Martin, one of the famous crewof Led Zep roadies, was
squeezingPlant’slemonsinthe dressingroom. A half-dozen
lemons, mixed withhoney and teato feed the Plant voice. How
itkeptgoingthatnightwasamazing.

Bonzowasjustcarryinghissticks, and the clotheshe’d
arrivedin. “Igotstopped backstage somewhere, youknow,
and theywouldn’tbelieve Iwas

T HE SCENE WAS the WaldorfAstoria Hotel on a sickening, heavy,

was stood with two house detectives
inacorridor. His huge frame dwarfed them
somewhat. There had been some trouble
over the amount of people visiting Bonzo
Bonham’sroom, and as per usual, ahotel had
itin forlonghairs.

Thenightbeforehad seen theband playthe
firstoftwo concerts at Nassau. Theywere
overjoyed athowithad gone.

“Somethinghasreallyhappened thistime,”
said Plant. “Somethinghasreally clicked.
It'sfantastic; the spiritwithin thebandis
justfantastic.”

Plantisacheerycharacter, foreverjiggingand

“We're getting
incredible
reactions, and

nobody back
home cares”

withtheband. Theysaid, ‘Where’s
your stage clothes?’Isaid, ‘Where’s
mewhat?"”

The timewasright, and theband madeits
way out of theroom, and stood inalargehall
backstage. The excitement justround the
cornerwasthickas 16,000 people madeready.
Therewasthathum, thatfrighteninghum.

Anelectrical tonewasstarted. Itsounded
like therisingdrone ofabomber. It gotlouder,
louder, tillitfilled the whole place, and the
bandwalked onto the stage. The place
collapsed and the band, without hesitation,
kickedintorock. Page stabbed outariffand

rockingaround, spreadingalaugh or two
with thefirst colourful Brummieaccent
I'veeverheard. Talk centred on Wolves,
and therise to fame of Midlands football
teams. Derbyand Wolves couldindeed
rule, anditwasaGod almightyshame
thatForesthassunkto such depths
asrelegation.

Page was quietly goingabouthis
business, and thenin afit oflaughter
Bonzo appeared. The grizzlyKing
Drummer. Anhonestlad wholikes to
swingstickslike furyand drinkatabout
thesame pace.

“Youwouldn’tbelieve whatbloody
trouble was goin’ onwith myroom.”
Itappears thattrouble forever surrounds
dearBonzo.

Prettysoontheline oflimousineswas
pokingitswayin and outofthe absurd
traffictowards LongIsland. The three cars
wereinradio contactwith each other, and
thestate ofthe trafficsoon decreed that
somebody’shouse could notbe visited.

“Make sure the spareribsare driven
tothe Coliseum,” came amessage over
theradio.
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Plantyelled and squealed, and glory,
allhellbrokeloose.

Pageisthe complete guitarist. He
captures every emotion thatsears through
hishead, and channelsit through his
arms. Whetheritbeachord, ariffora
gagglingneckful of notes, heis perfect.
Andwhen technical abilitymightjust
swamp feeling, Pagefindsadirty
dischord, andletsitcutuglyand messy
through the tapestry.Itsortofjerks your
bodyand throwsyou,and thenhefindsa
truelineagain,and weavesoninastraight,
sharp direction. Theirmusichasindeed
gotbetter. There appearstobeadealmore
open-ended excitementabout the unit.

Pageisinfinefettle,swayingonhis
heels, and then shaking his mass ofhair
intoabluroftangles, which are picked up
bythemanyspotsand turned gold, and
thenwhite. Plantgetsall very sexual, and
mouthsheavesandsighs, and frenzied
gutteringdown the mic. And thenhe
forces thatscreamingvoicerightout,
Page endstheriff, Bonzo fallssilent,
Jones stops, and only Plant’s crazy voice
insultsthesilence.
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Threeacousticnumbers give people time to breath, liebackand
relax. John PaulJones exhibited anew electric mandolin thatgave
agood colourful feel to songs written on Welsh hillsides.

Thentheyallupped andleftdear Bonzo.

Heremained, and delivered the most wrecking drum solo you'd ever
imagine. Hebeatthe thingso hard, with sticks and hands, that I thought
hisarmswere goingto fall off, or maybe the kitwould shatter. His object
was toreach grumbling thunder, and thathe did, asortof crazy stampede
of drums, and sharp, slashed cymbals. It went on over 15 minutes and he
wouldn’tstop.

Bonzowould coolitall down tojustone motion-he wasleaving out
whatwasalreadyboppingin everyone’sheads. Everyone knewwhat
Bonzowasplaying, buthewasn't playingit—ifyou cansee whatI mean.
And then he struckback, and withno nervesatall justsmacked
everythingtillithurt, and hurt. The tempo doubled, and doubled again,
and hisanguished faceand blackhairwaswetthrough and streaked
withburningskinand sweat.

Hisfinal crescendowasjust nottrue.Istood and shookmyheadin
disbeliefas he panned everythingin sight. Toiland troubles, it just
hubbled and crumpeted outin amonstrous form. Peter Grantwas
shakinghishead too, and Jim Page, who had snuckback onto the side
ofthe stage, wasalso staringwithadmiration at Bonzo. Itexplodedin
onemassoffireandflesh, and Pagejumpedinto viewagain, and played
with hisbuddy.

The Coliseum justcouldn’tunderstand it. They got up and for five
solid minutes applauded Bonzo. Itwasheart-warming; italmost
madeyouwantto cry, suchwas the emotion about, suchwasthe
pleasure, and enjoyment of applauding something thathad been
soincredible.

“Someone once asked me what technicalitiesI applied to my playing,”
Bonzohadsaid tome. “Isaid, ‘Technicalities, what the hell are you going
onabout?’Isaid, ‘Thisismytechnicality, andraised myhandin theair,
andletitfall. Head to drum, that’swhatitis, head to drum.

“I'mnottryingtobeanysuperstar.Ijustdo mybitasone quarter of
Led Zeppelin. WhenIhaveasoloIdon’teverimagine drummersaround
watchingme.Idon'ttryand impress people.Idon’ttryand perform the
mostamazing changesin tempo, ormake people watch me.Ijust
couldn’tdo that—itwould take away the essence of Jimmy’s guitar,and

May27,1972: Zepplay
the OudeRAlexhibition
hallin Amsterdam
beforeheadingoffon
theireighthtourof
North America

Robert’svoice. John Paul and myselflay down a thickbackdrop,
that’swhatwedo.”

The placewasinafever nowofsheeradulation. It couldn’t stop,and
itdidn’t. Theband stonked into ‘Whole LottaLove”, with Pagey
experimentingwith the bizarrevia thereverb unit. He stood there, on
hisown, slashingand playingloud. The chords were held in the amps,
and then shotoutwith echo, justashehitanother. Then hetookacello
bow, and scraped and bangeditacross the strings.

Nowwe'rebackstage, and the band run off, but Bonzo’s saying they've
gottodoanother,and thescreamingisreally painful on the earfrom
outside. John PaulJones takes the stage on his own, andsitsatan organ.
Fromthathe delivers amedley of songs, some old, some new, some
forgotten, and theninto spine-chillingreligious chords. It sounded like
the Phantom organist, rushing forth with colossal organ chords, and
thenJonesbrokeinto “Amazing Grace”.

Soonalltheband were back on stage and Pagelaid aboogie out,and
Plantgrowled “Boogie Mama”,and whataboogieit was. It waslike some
stoked-up train belting on into the night-Bonzo being the pistons, Page
thedriver, itgougedinto everybody’shead.

Thingswere coming fastand furious. Next thingyouknow they’reinto
“PeggySue” andarock'n’rollmedley. And America goes wild, and dances.

Sonowwe'reinto thelimousine againand Plantisshakinghishead.
“They’d never believehowgooditis herebackhome. They'd justnever
believewhathappened tonight.”

Thewaytheyhadbeen applauded. The way the whole place had begged
everylastthingoutoftheband. Thewaythe band had given everything
theyhad, and stillwanted to give more. Canyou believe howbig theyare?

“TheysayJethro Tullarebrillianton stage,” said Jones. “Well, he does
thesamebloody thing everynight, the same gags, everything, the same.
Eachofourgigsistreated differently; we don’thave any set, religious
rehearsed thing. And whatyou've seen tonighthas been happening for
yearshere.”

Ithasbeen amemorable evening. The memory of Plant there twisting
andturning, and screwinghimselfup onstage. Singingboogie, and
singingrock, and singingballad, and singinghisheartand head out. Of
Pagebeingthe guitarist, of Bonzo and his drums, and ofJohn Paul Jones
onthemostpungentbass, and organ avecadifference. And the audience
lovingeverysecond ofitlike no audienceI've ever seen. Roy Hollingworth ®
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“I've sold °
1S million

recordsin
a ye a}r)) T. REX
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“Wealwayshad
commercial potential”:
MarcBolanandhis
congas-tappingsideman
inT.Rex,Mickey Finn

e MAY 6 —

OWISIT you and Ringo are
so sympathetic to one
another?Idon’tknow. You
always getillusions about
peoplein the business, who
youthinkyou’ll get on with,
' butyounever do-atleast, Inever do. One gets
agreatbarrier, in fact, with everyone one
thinks oneis similar to. It’s always the people
Ileast expectto get close to thatIend up
friends with. Ithappens. It’s not contrived.

Isitthatyou’re probablyexpectingtoo much?
Probably. I'dreallylike to meet Edwin Cobblers
‘coshe’ssuchagrooveand hewritesreallylike
me, and you get there and there’s this cat going,
“Hey, man,” and all that. Itjust doesn’twork.
You botisitthere going (whistles slowly and
stares arqynd?hg room). Oryou're frightened

to play songs ‘coshé’s gonna stare or somethin’.
Alottathatgoeson.

Areyouconsciousofthe fact there’sasuper-
eliteamong popmusicians atacertainlevel,
asortofexclusive club?1don’t thinkthereis.

Don’tyou? Notthe ex-Beatles, the Stones?
No. No one thatI know knows anyone.

I’'mjustthinkingon thelinesthatwhenyou
wereinLAJagger cametoseeyou. Yeah.

AndwhenyouwereinNew York therewas
Lennon. Doyougettheimpressionthat »

MICHAEL PUTLAND/RETNA/PHOTOSHOT
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thesepeople checkyouout, vetyou for
membership, so tospeak? Thisis total
journalese now, isn’tit? That’snot the truth.
Thetruthis, there are so few people, um, visible
thatone canlearn from automatically, so one
canonlygo to the onesthatoneknows...
WhenIsawLennonwejustgoton fine. He’s not
aclosefriend of mine oranything, butwejust
immediatelyhad anice thing,andI'd makea
pointalwaysin New York of ringing him. But
JohnLennon doesn'trepresentto mewhatyou
said, anymore thanIrepresentasuperstar. I
like hischords.And hehasalotIcanlearn from.

promotingthe
ex-Beatle’s highest-
chartingUKsingle,
“Back OffBoogaloo”,

Butthreeyearsago, whenyouwere
Tyrannosaurus Rex, thelikelihood of you
meeting on such abasis, wasnegligible. Oh,
Iwouldn’thave approachedhim.And he
probablywouldn’thave known who Iwas.
Hedoesnowbecause hereads aboutme
orsomething. And obviously thereisa
competition artistically. Before, people of that
calibre didn’thave thatmany people toworry
aboutwhen theyputarecord out. Now they
have to consider T. Rexand possibly...Idon’t
know, whoelse?... There mustbe someone else.

IfJohn Lennon, or Bob Dylan, or the Rolling
Stones, bring outanewrecord, is one ofyour
firstreactionstosize up thestrength of the
new competition? Sure, [listen to all those
things. When they'renewItend tolistento
themall, as everyone does, butIdon’t think of
itasinspiration. Thefirst Lennonalbum, the
sound of it, influenced me incredibly—the
drumsound. Verymuch.Theard hisnewone
andIenjoyeditverymuch, butthere’snothing
onthere thatwould
influenceme.Iheard
“Tumbling Dice” the
other dayforthefirst
time,and I'mnotsure,
personallyspeaking, that
they couldn’thave put
outanothertrackasa
single. “Tumbling Dice”
doesn’tstrikemeasbeing

s RC BOLAN
the strongestthing. But T. R E x
theystillboogiesowell.

Iwasveryexcited for themtohear that thatenergyisstill there,
‘cosalottapeoplehavebeensayingitisn’t.
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Survivors of the’60s Britishrockscene? They're fragments, aren’t they?
ButIthinkfor themthat’sagreatpain-Imightbe completelywrongbut
theyseemveryaware ofthatall the time, thatthey’ve been there solong,
andalsothatthey’renotobviouslyasbigastheywere. They'reveryaware,
like Dylan, of notbeing the spearhead of something, and that’sadowner.

Canyoueverbuytheideaof The Who as the greatestrock’n’rollband
going?Iwouldn’tput The Who in the same class as the Stones! No way.
That'sKitLambert’sidea. The only thingwhere the Stones have never
compared with The Beatlesis they could neverwrite as good songs,
nowherenear, and that’s stilla problem with them. It’s very hard for them
towrite. They come up with some great songs sometimes, butit’s hard for
them. They don’tjustknock 'emout. It takes ages and ages and ages. It’s
not the playing, Idon’tthink. They’rejustnot thatimportantany more;

LIFE AT THE TOP

e Revolution’

I'thinkthey're findingit difficult tolive with, in the context of
16-year-old kids. That'swho theywere importantto, that'swhat they
were aboutand that’swhat Mickstill wants.

Havingheard theirnewalbum, it’sapparent theywere aware of T. Rex,
Slade and others. I know. The beginning of “Tumbling Dice” isabitlike
“GetItOn”.Infact, theyplayed it to me and watched myreactions. They
watched myface, theywatched myfeet, theywatcheditall, whichis
great.Idothatallthetime.Itmeansthey’re trying. They wanted to find
outwhatI'ddo onhearingit, and do thatevery time someone walksinto
aroom;Iwatchwhattheydoall the time. We have great talks, Mickand
me, greattalks.

Butmaybe they’veleftitalittlelate.Idunno. Not musically, butlike who
istheiraudience? You're payingto seeaphenomenon, andifitain’'ta
phenomenonanymore... Youain'tgonnatell me, forinstance, thatone
cansitthroughanhourofPaul McCartneyandreally vibe peak.

No one can cometoapeakonit’cosit’sabummer, man. You can’thit
aconcertI’'mdoingatthispointintimeandnotgetoffonit, 'cosI'llmake
‘em!'mstill fighting. But after three years notworkingIain’tgonnago
outthereand do awhole number, ‘cosI'm not gonna know. Youcan'tgo
backtoit. There’snowayitcanberedone. Onceit’s gone, once youlose
thattrain of doingit.

Like, there’s 400,000 advance orders on
“Metal Guru”. Imeanit, it's— phenomenal! But
ifwedidn’tputasingle outforayearitwould
bedifferent, [guarantee you. Itwould still be
amonster Number Oneimmediatelyand



[Emi]

METAL GURU

everything, butthere’d be somethinggone.

Like, the Stones’ album costafortune, man—

and nowKinneyhave gottaget their money
back. Theiradvance was two million dollars,
and theywere offered much more by RCA.RCA
offered them five million dollars or something
like that. They ended up with quite alot, but what
Igotwasnotveryshort, whichis somethingto think
about, ononehitin America.

T REX

Ithinkeveryonewho’sagood songwriter
haspeaks ofwritingspecial songs. It'snever
continuous, ever. We allwriteless special
songs. Whatis exciting, and what makes one

staywith anartist, isa pretty consistent
standard.Iwouldn’tputabad songonanalbum.
I'mnotsurelwritebadsongs, actually;Idon’tthink
Ieverhave. ButI'vewritten alotbetter than others, by
myown evaluation.

Wewere offered five million dollars, which
istwo-and-a-halfmillion quid, by ajive
company, butyoucan’t. Youcan’tplaythese
gamescositain’tnogood. Like, assoonasyou
gotyour money, end of story.

CBS offered afortune, butwhatdoIwantwith
CBS?That’sthe thing.Ijustdidn’twannaknow.
Idon’tlike what they dowith Dylan—-all that
about “We’re not gonna promote New Morning
withoutads, reallykilled thatalbum, stone
dead. And puttingout “Wigwam” as asingle
ain’ttoo hip.Imean, hangabout! C'mon!

Ifyou're bigyou cangowithanyoneandsell
records, butyoumustthink oflongevity. You've

“I put myself
on view in the
right places
and people
said, ‘Hey!”

It'snotyou that’s changed; it’s the publicand
theenvironment? Everything. Yeah.Isteered
myselfinanenvironmentwhereitwould
change, didn’tI?Iputmyselfonviewin the
rightplacesand peoplesaid, “Hey!” There was
abubble. And thensomeone comesalongand
says, “Record that,” because pieces of plastic get
itoutto peoplewho can’tbethere,and then the
machinestarts. Oritdoesn’t, dependswhere you
are.Itcanbe putoutand nothinghappens. But
95 percentis’'cosit’sbad promotioninthatcase.

Whywould yousay The Beatlesmadeitat that

gottothinkoffiveyears’ time.Istayed with EMI

purelybecause they're geared to workingwith T. Rex. They’ve done it for
ayearandahalfand they're totallyequipped, and they paid whatI asked,
soitwas cool, and Ifeltobligated artistically. We got the most they ever
paidforanyone, Ithink. Itwasworthit. We gotitbackinaday, I think.
Thatwhole period was so luckyforme.

Isithereand thinkI'vesold 18 millionrecordsinayearand two months.
TworecordsIdidn'twantouthave both been enormouswithno
promotion fromme atall; “Debora” doesn’teven get played much. “Metal
Guru”iscomingoutandit’llbeamonster. Youknow, whenIsawthat
movie [of the Wembley concert] it wasweird, ‘cos I felt exactlylike what
you'dwritten, but thatwasn’t me.Iwaslookingat this thingup there.
That’s to dowithmenotgoing outany more. To have everysingle person
lookatyouand pointisveryweird, very odd, and it gets somore and more.

Icanreally sympathise with Ringo. Electric fences and dogs, and all
that.'mbeginningtoreallyunderstand that, whichis cool, butyou
mustn’tletthekidssee thatside, 'cos they don’tunderstand. To them
you're notreal. Melody Maker comes out every Thursday, they see the
picture,and whatdo they know? 'msomethingthatlivesinatelevision.

The onlysaving thingis thatI'mslightlylike whatI'm supposed tobe
like. Canyouimagine notbeinglike it, beingamanufactured product,
and every time youwentout peoplesaid, “Oooooh!” (givesa knowing
look).Like, Alan Ladd was three foot talland was always eight footin
people’sminds. AtleastIwave at people and poke me tongue out. For
whateverreason, it’shistorynow. Itjustis, and we can’tchangeit, even
ifwewanted to.

Doyoueverfeel aneed to justifywhatyou’vedone?Ifeel I'm
justification enough. ThatIexistis enough, forme. Anymore than that,
itgetsverydebatable.

Why should youbemore successfulin Britain at this point than, say,
Slade or Black Sabbath, successful as theyare? Um, because we've
caughtthe public’simagination at therighttime. We areaband that
started outasanLP group, basically, and who alwayshad commercial
potential. Iwas always considered to be slightlyliterary, slightlymystical
ifyouwant, whichIamnoless—I'm much more perceptive, infact, than
Ieverwas.Becauseldon’tchoosetotalkinlongstanzasand poetic,
floweryprose doesn't mean one’s any theless a poet; butI proved my
rootsbydoingthat.

Andthenwewere always considered the sort ofband thatwasnever
reallyasbigasitshould'vebeenrightatthe beginning. Imean, we had
aweekofbeingverybigrightwhenwefirststarted, butitbeganover three
yearstowane. All1did, Ithink, wasfulfilalotof people’sideas abouthow
maybe we should go by doing exactlywhatIwanted to do.

It'sthe old story of putting guitar, bass and drums behind everything.
Notlikewith Dylan, though-I'veheard people say that—but’cos we
grewinto it. Butwithout soundingarrogant, I've written some very good
songs.'magood songwriter. There are better, but there’salotworse,
man,Iwannatellyou.

particular pointin time? Whydid the chicken
crosstheroad?Yousee?To getto the otherside. That'sreallyit, man. They
didwhattheydid costheyloveditwhentheystarted. Theywereallin
skiffle groups. Butsuddenly, yourealise you've got to getajob, and thenit
becomessomethingelse. Onceyougettothisstageit’s... hard, man. There
ain’tno twowaysaboutit. And ifyou're gonnalame outyou’lllame out.
Everymomentisachoice. The pressure of the whole thingis phenomenal.

Like, thatthinggoes out thatI'm supposed tobe at Lincoln-nothingto
dowith me, outof myhands! ButI don'tknowhowmanythousands of
peoplearegoingto hearabout that,and youdon'tknowwhatreasons
they’re goingto say for why they thought hadn’t turned up. The might
say, “Oh, that Marc Bolan asked for too much money,” or “He pulled out,”
andit’snothingto dowithme!I've never even heard ofit, right? But that’s
goingon, and nowI'llhave to thinkaboutitand howto deal withit. And
there’smillions of those. It affects any career. Obviouslyhas to.

I'veworked eight years forwhatI've gotnow, butinthe end I don’tknow
whatit’sworth, howI'm gonna come out of the whole thing, and what sort
ofshapeI'm gonnabein.Tjustknowthatthosethingsareagainstthe
naturalwayleverdid anything, and thereasonI've beensuccessfulisI've
never screwed anyone.

The godsaresstrange. Theytake itaway, baby, so fast. With no disrespect
tothe Probys, for example, there’smany people you can think of that were
verybigatone time. And yethe disappeared. Why? Thereasons behind it
arenotwhattheyseemtobe.It'salawofbalance. Someone points afinger
atyouandsays, “You'vegotit.” Then youget whatyouwanted, but
whatcha gonna dowithit? Everyday, man, so many people scrapinghits
outofyou, andyou're there chopping 'em off.

Doyouthinkthecritics are going to embrace youlike they did Lennon
and McCartney?1 honestly don’t care. Like, take the poetrybook
(Warlock Of Love). Thatgoes outand it’snotreviewed in one paper, and it
wasverysuccessfulforapoetrybook. Now thatmakes the guyat The
Times, or one of those things, obsolete, man, asfaras'm concerned.

It'slike Grand Funkin America. Thatgotripped offrotten, butone can’t
denytheirsuccess. Howone adjusts to thatis something else. Had we not
had the groundwork of three years of making friends on the papers,
havingpeoplebe slightly sympathetic towards me and knowing thatI'm
notacreep, itmight'vebeen different, 'cos whenithappened everyone
knewwhat’d gone down.It'd been since 65, man. Butyou'll notice with
the Wembleyreviewsnotone of 'em actuallyreviewed the concert. They
justsaid whatwentdown, whichis thewayitshould be.

Critics... Youknow, someone asked me today what “Metal Guru” isall
about.AndIsaidIdon’tknow. Hesaid, “What’sametalguru?” andIsaid,
“Well, like ajeepster, actually.” Sohesaid, “What’sajeepster?” Isaidit’s
likeridingawhite swan, and hewent, ‘Oh. Hewroteitalldown. Yousee,
it'sjustenough thatitis.Icansitdownforhoursand tell’emallaboutit,
give peoplelike thatguyanswers theywannahear, butit’s awaste of
breath. Forme, it'snotabstract. “Metal Guru”, in the context ofthatsong,
isaboutgodhead, Isuppose. “Metal Guru, isityou?/ Sittingin your armour-
plated chair”. The otherlineis: “You'reall alone without a telephone”. »
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Imean, Godisn'tgonnahaveatelephone.ldon’twanttelephones, sohe
ain’tgonnawantone,ishe?

It'sveryhard, because one never knows outwardly howpeoplelookat
things.Imean, Iwasn’tthe “electricwarrior”. Electricwarriorisathing
outofastorylwrote, anIce Agewarrior.Ididn’t feel itnecessaryto explain
topeople thatfactbecause atsome point thatstorywill come out. Imean,
what’s “Tumbling Dice” allabout? Y’know, ifa guitar sound oralottabass
drumdoesn’tturnyouon, thereisn't much pointinlistening anyway. If
someone doesn’tlike whatyoudo, it’sreally tough; they shouldn’tlisten.

Orjustbecause oneissuccessful thatdoesn’t mean they should
necessarilyfeelinclined to dissectwhatyou do. Donald Peerswasvery
successfulin his time, Ibelieve, but thatdoesn’t

guitarand playitwell; that’senough ofamessage. There are many tracks
onmyalbumthatare, shallIsay,autobiographical. “Ballrooms Of Mars”,
that’sonetrack.

Doyoueverlisten to Slade, Black Sabbath, the Faces, and your other
contemporaries? Sure, [ checkeveryone out. Ilisten to everything.
Iknow Sladeain’taboutto be competition. Have you heard the new
McCartney? He'slost, man, he’slost. He’'snoideawhathe’s gonnado.
RingolIlove, becausehe’sfineand he’llneverletme down.Ionlysee
George occasionally. I don’tknowmuch abouthim. We’re not overly
attracted to each other, buthe seems quite anice cat. LennonIgetonfine
with, buthe’ssad, justsad. There'sagreat

meanI'vegottogooutand buyallhisrecords
andstartdissecting. Nodowneronhim!

Doyou-like Lennon, say—usemusicas
ameans of putting across some form of
message? [ have done onthenewalbum. Every
songisamessage, butit’sveryhardformeto
describe... And, personally, Lennon’s thing for
mewasslightly too political. Rock’n’rollis
basically anup, andIlike musicto think to,
obviously,andIdon'tlisten tojustanything,
butIfounditslightlydepressingasanalbum.
Itwould slightlylimit the timesIwould play the
record. Rock’n’rollis enoughifyoupickupa

“Have you
heard the new
McCartney?
He’s lost, man,
he’s lost”

sadness abouthim.

Doyougettheimpression that the Faces and
Rod Stewartbacked offfrom competingwith
you?I'mnotaware ofthematall, actually.
Honestly. I'm aware of Rod 'cos he had a big
record. I neversawany competing goingdown
—andIknowwhen someoneis competingwith
me cos Igetworried, you getafeelingdown
here, of excitement.IknowInever considered
thatwith him, butwe might compete for the
media. Whoeverisbehind himwas trying
hard. Remember that phrase? “We don’'twanna
putsingles out, we onlywannamakealbums.”

. Ly,

T Rex in concert

SPECIAL GUEST STAR

JACKIE LOMAX
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Thatseems to be the overall approach. And
thensuddenly theymakesinglesagainayearlater when theyaren’t
asbig.Ilike all the Faces verymuch as people, butInever... Rod’s
albumsare better, obviously, much better than theirs.I've felt that
much moreinAmerica.

Tellme, whatis yourreal strengthin America? Verynew, butvery
big. We've gota gold single now for “GetIt On”, and thatalbumis
goldthisweek. “Telegram Sam” camein at61 the firstweek. It did
250,000 the first three days. Yousee, whatwe haven’tdone, and I
hope the peoplerespectit,iswe made no attempt to hypeit. Imean,
there are so many groups—and Iwon’t mention the names-that
Iread somuch aboutand are supposed tobe bigthere. Thatsingle
gottoNumber Eightin the singles charts after sixmonths, and the
album’sbeeninthe charts, Ithink, 40 weeks.

Whatclinched itin the States foryou? The tour, really, butall the
good promotion aswell. Iwanted to find out whathad gone down
and the peoplejustweren’taware of whatwashappening. Iwent
round all theradio stationsand said, “Howcome?” Theyhadn’t
reallyheard “GetIt On” there, butslowlyitjusthappened. We never
hypedanyone there, either, yousee. Butevery concertwe played
wastotally sold out. Thatlast tour wasincredible. We did 100,000in
aweekonthealbum after thattour.

The audiences were much less primed there, yousee. We'd never
been on television. They didn’treally knowwhat welookedlike.

It’s growing very fast there for us, because theyre veryinto the
commercial thing. They can see what’shappened here.Ithink, if
thethingis done correctly, it could be phenomenal there. Ijust
didn’twannasay, “Hey, we're T. Rexmakingitin America,” and all
that—'cosit’sbeen done somanytimesandIdon'tthinkitmeans
anything. Ifsomeone doesn’thave theintelligence tolook at
Billboard and Cashboxand see the placings, well... Butin America
Iletthemseeall the Number Ones here, and keep seeing them, till
suddenly they couldn’tdenyit.

Y’know, I keep all the music papers everyweek, asI'm sure many
peopledo.I've got papersfrom '62.1've gotagreatroom full of
music papers! ButIonlyever goback onanythingmonths, years,
later.Tused to referback towhat guitar someone had in the old days
—Istilldo, actually.It’'snormallypictures.I'm veryinto pictures,
and hand movements, all thatsortofjive.I don’'tdoitany more,
that’sthesad thing.

WhenIhadfiveyearsin Tootingorwhereveritwas, [didn'thave
much else todobutdrool over Les Pauls. At9.30 every Wednesday
morningIusedto go to Tooting Broadway to pick up the music
papersandIusedtohavea coffee.Iwasveryembarrassed about
goingplaces—stillam, actually. ThenIused to goandread 'em on the



trainhome. [twasbliss, man. Heavenlybliss.
Butgoingto America gotme outofthe habit.
When “HotLove” came out weleft Britain
whenitwas Number One and came backwhen
itwas Number One. For the first timeIbeganto
realiseitall goes on withoutyou.Ithoughtwe'd
go away and be totally, instantly, forgotten,
5,000 miles away. We came backand itwas
exactlythe same.I'd alwaysfeltthathad Inot
read my music papersitwould be all different.

How’syourrelationship nowwithJohn Peel?
Fine.Fine.IseeJohnnolessthanIseeanyone.
Mostofthe people thatare my closest friends
Ihaven'tseen formonths, especiallywhen
they’reworkingaswell. It'shard toliaise. The
lasttime IsawJohnwas three months ago,and
thatwasfun.Isend himalottapostcards.

There’safeelingthat there’ssome
estrangementbetween the two of you? My
relationship with John was always strange.
We're notreally compatible people, although
welove each other verymuch. Wehaveabond
whichisunbreakable, basically, as we started
virtuallyunknown together and both attained
success from nothing. We always had
differences of opinion. We're both over-
sensitive towards each other.Imean, just our
tasteinrecordsisverydifferent. Thereare
many things. Butwe’ve never lied to each other.
We've always beenverystraight.

Yousee, any timeIgetoffatallnowItendto
stayathome on myown, justbecauseldon’t
wantto see peoplein general, not necessarily
John. Normally, the times when youdo wantto
seethe people they’'renotaround. OftenI've
rungJohnandhe’sbeen away. He understands,
ofcoursehe does. Atthe beginningJohn helped
meincredibly,and whenyou see something
like thishappen... Iwouldn’tsayhe feelsleft out
oranything, butthe thinghas grown much
bigger than any of us ever thought. Times have
justchanged, youknow. The thingaboutJohnis
thathehasagreatmind and areallygood head.
Hewillalwayssurprise everyone, always will.

Haveyouchanged, doyou think? Well, 'm still
thesamelittleboyIwas.Istillgetoffreading
music papers. Istillget offon guitars. There’s
thisgreatblock, yousee, between thekidsand
the pop star, which doesn’texist, man, in
reality. Idon’tthinkI've changed sinceIwas
fouryearsold.IthinkIwashipper whenIcame out, whenIwasborn, than
whenT'llgoback. Youjustgetsadder. Yousee more painand suffering.
Lifeisloving people, screwing people, having affairs with people, seeing
old friends, goingback to your old home where youused tolive, goingto
school... butyouend up disliking yourself most of all, probably.

You'rethe onethatinthe end youdon’tlike. Everyoneis cool butyou.
Your deficiencies bugyou: thefactthatyour ears mightbealittle bigand
youwannachop 'em off. Asakid you getinto those things. Chicks—all this
stuffhangsyouup, whichisrubbish, butthat’s the one thingin the end that
consumesyou, andifyougetover thatoneitbecomesamental thing: the
factthatyou're too quickwith people, oryoudidn’t give someone a chance.

)
“Allthiswillbe classedas
aphenomenonalongside
the otherphenomenons™:
T.Rextasyinfull effect

Whatdoyou thinkyouwillhaveleftbehind asan artistand musician?
I'minclined to thinkitwillbe more than people will give me credit for,
becauseIdon’tthinkI'veactually done mythingyet. It probablywon't
bemusic. Writing, Iwould think, in 10years’ time. All thiswill be classed
asaphenomenon alongside the other phenomenons, asit’sbeing now.
Ispanalotofspectrums.'mrightinthe middle ofitall. I've written some
veryfinemelodies, I think. “Cosmic Dancer” wasaverynice melody.Idid
astringquartetrecordingjustformyself,anditsounded veryfine.Iwas

veryimpressed, much more than
Iexpectedtobe.Andthereare
manywordsI'veliked onsongs.I
think peoplewillalways pick pieces.
They pick the “newspapertaxis” and
allthatstuff. There’salinein “Rip
Off”: “I'ma creaturein disguise/ There’s
amanwithawhip on hisssilver hip/
Livingbetween myeyes”.1think that'sa
veryrelevantline.Iveryoftenflashonit.

You think, therefore, that people will pick up
onthelyricsand theimageryrather more than
themusic? People tend to. Yeah, [ tend to.

Iknow that the musicbusiness thinks that through yourock’n’rollis
boogyingagain? Sure, I thinkso, too. But, y’know, all the musicis exactly
thesame. Everyone thinks the same thing. Itjust depends howyoudoit.
We'reallflesh and blood, supposedly. Atleast, so therumour hasit.

Chris Welch and Michael Watts o

REX
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“This iS'@*boob...”

JUNE 24 Slade yobbo Dave Hill proves an astute critic
of the latest sounds. “l keep tabs on everything,” he says.

mgn

Free FROMTHE
ALBUM FREE ATLAST,ISLAND

It's Free. The style of the lead
guitar and the singer’s voice
givesitaway. Is this their new
album? From the sound of it
they arebackinto the Free
kind of music. | would like to
gettoseethemonstage.|
have never actually seen them,
but their musictomeisvery
similar. Everything they dois
pretty much the same.

Roxy Music
FROMTHE
ALBUMROXYMUSIC,ISLAND

This sounds like something from
Crimson. That sax player from
Crimson. It'sthe samesstyle. |
don’tfind anything in the voice,
but thereis something aboutit,
though. It'sa “Jumping Jack
Flash” kind of beat, a Stones/
Crimson sound. Very unusual.
Therearealot of influencesonit.
That was a Beatlesriff from “Day
Tripper”. Thismustbe avery

mixed-up band.|don’tknow who
itisbutit’s very interesting.

Beach Boys

FROMTHE
ALBUM CARL AND THE PASSIONS -
“SOTOUGH", WARNERBROS

The Beach Boys. | love their
music. Surf’s Up was their best
album.Is this their new album?
It’s very typical of the material
from Surf’s Up.It’slikea
continuation of that album.
Virtually everything The Beach
Boysdois good. I think they are
more arecording group than

—— SINGLEs

1979

tometobetoo difficult to
performlive. They are one of
the greats, though.

The Who

TRACK

The Who. | keep tabs on
everything, you know.
Thisis the thirdtime|
have heard this single and
eachtimellikeitmore. To
me The Who never have to
be as good as their next
single. They are established.

Creedence Clearwater Revival
FANTASY

Idon'tlike thisatall. The
backing isinadequate.
Creedence? Ireally never
thoughtitwas them.Itisn’t
the kind of rocking material
you expect from that group.
They have done some
incredible tracksin the past
butthisisaboob. They've
blown it with this one.

Jackie DeShannon
ATLANTIC

It'sagoodsong.lhaven't
caught the voice. It could be
someone | know really well. On
the first hearing it sounds
good. A pleasantsongbut|
don’tknow whoitis.

aliveact. Theirnumbers seem

Marc Bolan

TRACK

Isitachick? Melanie? It sounds
abitlike Bolan, butthere are no
riffs. This mustbe an oldie
re-released. It sounds dated. It
sounds like something from his

Tyrannosaurus Rex days. It will
be ahit.

Jonathan King
UK

Thatintro sounds like Betty
Wright's “Clean Up Woman”.
There’sachange of key there.

It don’tgonowhere, man.ldon’t
hateitbutitdoesn’tknock me
out. It’s got acommercial touch
aboutit.

Neil Young
REPRISE

Youdon'thave to tell me who this
is.| have always liked Young’s
voice.Some of the songs on his
Goldrushalbum were great.He
writes linesinto his music which
arereally commerecial. | like this,
butitsounds similar to “Castles
Burning” or whatever it was called
[“Don’tLetItBring YouDown"].
My favourite of hisis “Only Love
CanBreak Your Heart”.

Roger Cook
REGALZONOPHONE

A nice voice. | know that voice but
Idon’tthink I've ever heard him
sing so high. Roger Cook? I like it.
Heisbreaking away from the
Blue Mink sound. A nice song. It
willbe interesting to see what the
outcome will be.
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“Sounds like
Topol!”
JUNE 17 Black Sabbath

man Tony lommi recognises
melody, strings and Rolf Harris.

__ NUBUMS —

Galifornia Dreamin’ prose

The Mamas & The Papas (after
afewbars).llikeit. I like alot of
things they do. I like the tune
and treatment. I'll give it five.
The Mamas & The Papasis
anice one tostart with.

I've Never Found A Girl (To Love Me
Like You Do) pve

I've heard that sound before,
butlcan’tthink whoitis. It’s
anicerecord and would do well
indiscos, and it might just
possibly make the chart.

Rub It In coLumsia

I've noideawho this, either.
Dave Clark? Well,it’salot
different from what he has done
previously. It might be OK for
discos. | don't like the guitar
work; it could have been better.
ltdoesn’t sound like Dave Clark
atall, butit does soundlike
something I've heard before.

On Fire For You Baby ua

The guitar sounds like George
Harrison. It’s pleasant, but | don’t
think it will make the chart. I've
never heard of him.

Tutankhamun coLumsia

Rolf Harris (immediately). It
sounds like a theme for one of
those Bob Hope road movies.
Ibet Tutankhamun never thought
he’d make the chart. But this one
might. It'sagood novelty witha
topical flavour, and Rolf has had
previous hits - so this could make
it. Butit does sound like a piece

of film music.

10nly Want To Say
FROM JESUS CHRIST SUPERSTAR

Jesus Christ Superstar... It
sounds like that fellow who did

“If | Were A RichMan” -Topol.
Ilike the strings; they sound nice.
Butldon't care for the changes
inthe middle part. It's very
dramatic, but | don’t think it quite
comesacross. | thinkit’s a bit
overdone emotionally. It would
seem to be more suitable asan
albumtrack than asingle.

Jesahel coLumsia

I've noideawho thisis. It goes on
abit,doesn’tit? There's anice
acoustic guitar sound but it’s a bit
monotonous. Those changes at
theendare abit corny. The
Congregation? | preferred their
“Softly Whispering | Love You".

Swan Lake saF

Take that off! It's spoilt a beautiful
melody. The Cats? Well, they've
gottherightname.

We’re On Our Way AppLE

It's very well produced. | like the
instrumental sound. As far as the
record asawhole goes, whatis
there tosay? | can’t say anything
fantastic aboutit.

Good Time ua

American, isn’tit? Butitreminds
me of an recording made about
five or six years ago - something
from the rock’'n’roll era. It might
dowellin America, butldon’t
think it will do anything special
over here. It's quite pleasant, but
they should have doneit four or
five years ago. The voiceis nice,
but it could have been heard on
something more up to date.

BEVIEW

" R
ALBUMS

Roxy Music ISLAND

Kari-Ann stares, with lustful expectancy, teeth bared and
surrounded by frosted deep-pink lips. Shereclinesona
counterpane of silvery satin in a halternecked pink-and-white
swimsuit, built strictly for the boudoir. There’s a pink rose falling
from one hand. A gold LP nestles beside her.

Andall thatisjust the cover of an extraordinary album, froman
extraordinary group. Roxy Musicis a concept which not everyone
willlatch onto at first, but whichis asrichin performance asin
promise, carefully calculated yet simply oodles of fun. The musicon
their first album consciously displays echoes of pretty well every
style of pop androck, butit’s not a hotch-potch and they’re notjusta
British version of Sha Na Na. Despite their general '50s orientation,
theresultis thoroughly contemporary, and they use their awareness
of earlier modes to inform and reinforce their own unique ideas.

“Re-Make/Re-Model” (the first cut) is a good place to meet
them: over asteady, thudding beat, Bryan Ferry declaims his lyric
with the throwaway insolence of a Lou Reed. Eno’s synthesizer
bubbles and squeaks around him, Phil Manzanera'’s guitar winds up
through the gears to peak revs, and Andy Mackay’s alto gibbers
andjudders. The shortinstrumental breaks contain echoes of
Duane Eddy, The Beatles, Cecil Taylor, King Curtis and Robert
Moog - tossed out as humorous asides.

Ferry's compositions have an almost visual appeal which is
beyond everyone elseinrock these days. “2HB", for instance, isa
homage to Humphrey Bogart (including the famous “Here’s lookin’
atya, kid” line), yet uses thoroughly contemporary means - like alto
with echo-repeat, and electric piano loops reminiscent of Terry
Riley - to build the mood of a smoky Moroccan nightclub. “Sea
Breezes”, too, is startlingly visual - and not just through Eno’s VCS3
wave noises. Ferry’s wistful melody, embroidered by Mackay on
oboe, conjures all kinds of half-forgotten movie fantasies.

“The Bob (Medley)” is a portrait of the Blitz, with fearsome
synthesizer noises, while “Chance Meeting” has a fascinating fade,
the fuzz guitar screaming over lightly skipping bass. “Would You
Believe” developsinto a Belmonts doo-wop groove, with more
raunchy plastic-reed sax and some great singing - Ferry seems to
have half a dozen different voices, none of which sound remotely
like anyone else. Best of all is “Ladytron™: it begins as alittle love
song, with flickering castanets, but soon shiftsinto a“Johnny
RememberMe" groove, all echoing hoofbeats and Manzanera'’s
guitar flying over the top like the horsemen of the Apocalypse.

OK, there's a debit side too. Pete Sinfield's productionis
generally good, but the overall sound tends sometimes towards
mushiness (“Re-Make” has nothing like the energy of the take they
did for Top Gear), and the inclusion of Mellotron strings on “If
There Is Something” diminishes the song’simpact andinvites
totally unnecessary and misleading comparisons with King
Crimson, whom they resemble not one whit. But take it from me:
Roxy Music can bring pictures to your head like no one else, and
they've only just begun.Hold it right there, Kari-Ann - I'm just
finishing this martini, and then... Richard Williams, MM June 24
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TheRollingStoneslaying
downbackingtracksfor
Exile OnMainStinthe
basementof VillaNellcéte,
nearNice,France
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NME

ROMLISTENING TO the entire four sides of the new
album, it’s evident alot of time and great deal of
personal effort went into achieving the somewhat
complex final mix-down. Howlong, in fact?
KEITH RICHARDS: About three months. The backing
tracks were cut very basicallyin the basement of my
housein the South of France using the barest of equipment, so therefore
the mixing was done in the opposite manner, using alot of sophisticated
studio equipment.
AsfarasI'm concerneditdidn’tseem any more complexthan anyofthe
previous Stones albums. Isuppose that’sbecauseit’sadouble album. The
overall process of recordingand mixingjustwent on alittle bitlonger.

Was there much overdubbing done on the original backing tracks?
No, notvery much. Basically, the instrumental workis pretty well the
live sound thatwe gotwhen we recorded the songsin mybasement.
Exceptforlittle thingshere and there, the vocals were the only things
thatwere put on afterwards.

I'venoticed that on theindividual track credits, various members
of the group constantlyswitch instruments. Bothyouand Mick

&S 19103

Taylor playbass, Jagger adds some guitar and producer Jimmy Miller
sitsin ondrums. How did all this come about? Well, making thisalbum
wasamuch morerelaxed affairthanusual. Notbeingdoneinaproper
studio, itwas a question of whoever was around just picking up the
appropriate instruments andlaying down the tracks. Forinstance, I
mightdo the bass partor Mick Taylor might pickitup and play. Then Bill
Wymanwould turnup three hourslater, butwe’dlaid down what we
wanted to, soitwasn'tworth doingitall overagain. Alot of the tracks were
cutwithjustthree ofthe Stones there. Itwasas simple as that.

Onsome ofthe tracks you are heavilyfeatured on guitars, bassand
keyboards. Was thisintentional so asyou would have ashowcase to
displayyourversatility? No, notreally. Again, itwasjustamatter ofwho
wasavailabletorecord atthat time, for the sessionswere veryloose. As
youknow, we cuttherecord atmyhouse, solwas there all the time and
Ijustkeptonblowing. Therefore, on one of the tracks,I've doneall the
guitar parts. Just overdubbing them one after another.

Unlike most guitarists younever appear to push yourselfinto solo
prominence on the Stones records. Seemingly, you are content to work
within the context of the group, only comingto the fore to accentuatea
riffor tear offa couple of choruses.
Doyouprefer this asopposed to
indulginginlengthy guitar
workouts?Idon’tthinkin terms
oflead guitar orrhythm guitar.
Tjustthinkin terms of guitar
players.Imean, onsome of the
tracks on thisalbumwe’ve got four
orfive guitarsgoingand they’reall
playingdifferentlicks and counter
figures. We're notinto thattrip of
“you’rethelead guitaristandIam
therhythmguitarist”.

¢ ol

tumbling d
sweet black

THE ROLLING g
STONES #

On thevarioustracksyou utilise
alotofdiverseguitar tunings—do
you encounter any difficulties
whenreproducing these sounds onstage? Yes, [use alot of
old...alotofold blues tuningsall the time.I'vebeeninto
thatsincelIfirstused them on the Beggars Banquetalbum.
AndsincethenI'vebeenusingthese tunings moreand
more. WhenIusethemonstageIfind thatitcanprovetobe
quite ahang-up, becauselhave tousenoless than five
differentguitarsall with different tuningsand I'm always
forgettingwhich oneis which. Quite oftenIpickup the
wrongone and have to change it very quickly for the guitar
with the correct tuning for thenumberwe’re playing. Also
Thave to contend with the heatand the atmosphere, which
quite often puts them out of tune.

Doyoulookupon the Rolling Stones asbeing more of
a“songs” group, instead of avehicle for everyone’s
individual virtuosity? Yes, we do concentrate on the songs.
We'reinto makingrecordsand we make thebestrecords
thatwe can and everybody plays what they thinkwillbe
thebestthingthatfitsinwith either the sound or the song.

Apartfrom the handlingvocal on “Happy”, haveyou ever
had theinclination to singon more tracks?1did “Happy”
justbecauselhappened tohave thattogether, anditwould
have taken another four or five hours for Mick to have
learned it. Micksaid, “Well, youdo it 'cosyouknowit.” And
soldidit.Imean,Ididsinglead oncebefore onthe Let It
Bleedalbum.

There’s anoticeable similaritybetween both yourvocal
styles? That’s the Dartford accent, you see.

KeithRichards:
“Thetroubleis,
peopleexpect
toomuchfrom
bandslikeus”

Thereare 18 tracks on thenew double album. How many
songsdid youin factrecord duringthe sessions for this
release?Virtually everything thatwe wrote and recorded
isthere.Ithink that there were about three or four tracks
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left over, which we consider more as
demos. Ifwewanted to use those
particularsongsinthe futurewe
would undoubtedly cutthem again.
Theyaresongsbutwe didn’tfinish
them offin terms of complete
recorded performances.

TheoverallfeelingI got from the
albumwas thateveryone was
playing out more and obviously
happywith the outcome. Was this
mainlyanatural progression?
Aprogressioninthatweusethe

ROLLING STONES

astheystop diggin’itthey’ll collapse.
Everyone digsto playjustastheydid
10yearsagoandaslongaswe’ve got
thatkind of spiritwe’llkeep on.

Whatkind of material can we expect
tohear on your forthcoming tour?
Iexpectit'llmostlybe made up of
stufffrom thisnewdouble album,
and probably one or two things

from thelast one, because we've got
BobbyKeys, Jim Price and Nicky
Hopkinswithus.

two horns and Nicky Hopkins
permanentlyintheband.Isuppose themain
difference forusisthatnowadayswedon’t
cutarecord asthefive Stones, butasan
eight-piece band.

Inoticed thaton most tracks Mick’s voicewas
verywarmand infinitelymore authoritative
(Laughs) Yeah...it's probably the whisky.

“IJustWantTo See His Face” isn’t the usual
kind of material one might expect from the
Stones, in thatit’s more orless arepetitive

chantsungagainstapercussion backdrop.

“A lot of the
tracks were
cut with just

three of the
Stones there”

Willyou also use some of the back-up
singers who appear on thealbum?No. ButIdid
heararumourthat Martha Reeves mightbe
kickingoffthefirsthalfofthe showand she
did say thatshe’d singwith us. Thoughnothing
hasbeen fixed yet, we mightalso have Stevie
Wonder withus onthe tourbecausehe now
frontshisownband.Iwouldn’tsweartoit,
because youknowhowthings change, but
itlookslike Marthaand Steviewillgo on the
roadwithus.

Whatimmediate planshaveyou torelease
albumsbyotherartists on the Rolling Stones

Howdid thistrack materialise? [t wasjustone

ofthose things thatkind ofhappened on asession and went on for about
10 minutes. Wejustchopped the mostinteresting partout ofitand threw
awaytherest.

Apartfrom “Tumbling Dice”, there are perhaps some moreimmediate
tracks on the album which would have made an obvious single. Did you
intentionally choose amore subtle songlike “Tumbling Dice” thathas
theeffectofgrowingonyou?lagree, there are some more obvious
singles onboth the albums, butthen that always happens. You'llalways
find those songs thatare very simple and grab youimmediately, then
thereare those thatget you aftera couple of weeks and yousuddenly
realise, “Ah, that’ssoand so’snewrecord.”

Doyoualwaysfinditadifficult task choosingasingle fromall the
material thatyouhaverecorded? Yeah... cos everybodyhas got their
ownideasaboutwhich songisthebestchoiceforasingle. Ifeveryonein
theband drewup alist of their personal choice from the five songs which
asingle should be picked, theyre usually the same five. Soreallyit’s just
aquestion of pulling outwhatwe thinkis the mostimmediate from four
orfive tracks.

Afterbeingso closelyinvolved with thelengthyoverall project-
writing, recording and mixing-do you encounter any difficultywith
regard to programming the tracks for the album? We usuallyjust play
around with the tracks bybunging them on to tapesin adifferentorder to
seehowtheyfeel. Onthis particularalbum, we ended up puttingall the
acoustic-soundingthingslike “Sweet Virginia”, “Torn and Frayed” and
“SweetBlackAngel” allon oneside because theyseemed to fall together.
While onanothersideyou’llfind the more uptempo rock things.

Personally, I feel that on some of the tracks—mainly theuptempo
rockers-youfaithfullyrecaptured thesamekind of intensityand
urgency that theband had when recordingyour first two albums. Was
thisarrived atsubconsciously? It's very hard to say, but Iknowwhatyou
mean. Everythingwasveryloose when werecorded it, because asIhave
alreadysaid, itwas cutinmybasementand notinastudio, soit’savery
basickind ofalbum.Itwas 120 degrees; everyone sataround sweating
and playingwith their pants off. Itwas almostlike arehearsal.

Youdon’trelease asmanyrecords asinyour formative days. Doyoustill
have the same kind of motivation towrite and record, or has it now
becomemore ofan effort? No, I find itjustas pleasurable as ever to get
songstogetherandrecord them. Aslongasthe Stones are diggin’ what
theyare doingthen they’ll putitoutfor everyone to hear.Ithinkassoon

recordlabel?I've gotafewtapes comingfrom
afewnewbandsin England, becauseThaven’'theard what’s goingonin
England for thelastyear. SoI've got thislittlecampaign goingtoheara
fewnewbands. Quite honestlyI'd reallylike to get some newbands and
theyallsound soverymuchalike. 'mhopingthatI'llfind atleastone
band whose albumwe can putoutinthesummer. Theadvantagein
havingyour ownlabelis thatyou can putoutalbumsby otherartists.
That’s thereason why we put out the Howlin’ Wolfalbum and Jamming
With Edward!, butbasically, welike to getareally strongact togetherand
puttheirrecords out. However, you've got to maintain the standard that
yousetwithyourlabel,it'sno goodjust puttingoutanything.

Asaband, the Rolling Stones through their own music have always
acknowledged theirbasicinfluenceslike Chuck Berryand other Chess
Recordsartists. Do youfeel thatalot of artists fail to admit thisand
state justhowimportant these artistswere? Most of those artists, like
ChuckBerry, Bo Diddley, Muddy Waters and Howlin’ Wolf, are still
working. They're stillaround and so if people want to pick up on them
theycan.

YourAmerican touris set. Sowhat planshave yougot for the Rolling
Stonesto appearin England?I'd reallylike to do one of those bigfestivals
thissummer, ifonlyto fuck
up thisbloodyNight
Assemblies Bill, soaswe
couldseewhatthey'ddo
aboutit. Atthemoment, it’s
justamatter of timing. It
wouldbenicetodoLord
Harlech’s thing, but the
timing ofitmightbe abit
difficultforusbecauseat
thattimewewouldbe
rehearsing for the American
tour.Itwould involve flying
fromI-don’t-know-where
tothegig, playingand
flyingoutagain almost
immediately. However, 'm
tryingto talkeveryoneinto
getting thatthingtogether,
sothat’sapossibility. If

not, perhapswe cando
somethingin Augustafter
theAmericantour. »

Keith Richard talks
about the Rolling
Stones April 1972
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MickJaggerat
Nellcote: “Ithink
8 Iwasthereforat
| leastthreeof the
basictracks”

Youundertake approximately one tour ayear. Would youlike to do
moregigsor are there too manyhassles involved nowadays?I'd like to
domore gigs. Atour of Americaisso arduous thatitknocks you onyour
heelsfortherestoftheyear...Imean, thisoneis goingto take two months
and take up the whole of June and July. At the end of it Ivery much doubt if
anyonewill feellike undertakingan English tour. They’ll all feellike
crashing outforamonthorso. ButI'm sure we'dlike to getback together
againintheautumnand tour England and Europe. Thatwould benice.
Thetroubleisthat people expecttoo much from bandslike us. Roy Carr

MELODY MAKER

M ICKJAGGERIS late, of course. But then does anyone expect

him to ever arrive at appointments on time? A chick who was

hissecretary once told me, “Ifhe says he’ll be there on
Tuesday at two o’clock, he’ll be there at exactly that time—-aweek later.”
Itsa great moody. Butin their heart of hearts journalists like the game
of catand mouse. Evenifthey’re sometimes not the cat.

But... “Onlygotback from New York yesterday and I'm still feelin’
zonked.” Jagger bips like some conquering prince across the expensively
white, fleecy carpetin the capacious office of the managing director of
WEARecords (alias Kinney, alias Warner Brothers). He glances at the
surroundings, sniffs, and then flips open his can of beer. It’snotlost on

him thatseveralyearsbackthissame office belonged to Andrew Oldham.

Thebeer, the bigbowl of crisps and the large plate of brown sandwiches
areprovided on the table. For this Tuesday

Whatabout the David Cassidys, I said. “Naaaaah, there’sonly’im, and
‘edon’tsellrecords.” The tone of disdainisheavy. “I've beenlistening to
Humble Pie over there and they're great, they’rereallyheavyplayers. And
[Latinrock group also signed to Kinney] Malo, that’sagood band.”

AndT.Rex?He hesitates, hismouth screwing up at the corners.

“Idunno... E’'salright.Idon'twannaberude aboutthe band;Idunno...
italldepends whatstandardyou'rejudging them by. WhenIsaw’eminLA
Ithoughtthe bestbitwas the acousticnumbers, when hejustsatthere
with hisguitar.Itwas great. Buttheband! Y’see, there’sno popin LA, no
teenybop. You can getaway withitup toapoint. Marc Bolan can getaway
withit, but there’s onlyhim. Ifyoudon’thave agood rhythm section,
forgetit. You gottabereasonable, man; to playin front of 15,000 people,
like there was at the Palladium. In the old teenybop days youdidn't ‘ave to
playverylong. S'matter offact,Idon’tthinkhedid.”

Hepulled hard onhisbeer, thenresumed: “Idunno, I don’tlisten to
rock’'n’rollmusicnowadays. There’snothingmuchIlisten to except for
gospel music maybe. Have you heard of Dorothy Morrison [sic, actually
Norwood]?She’s gonnabe on the Southern partof our American tour,
doingAlbuquerque and such. She sends us these greatletters, endin’ with
‘the Lord bewithyou’ and all that. She’sreally sweet.”

Hewentoffinto alongexplanation of one ofher songs, “The Singing
Slave”, soundingunaccustomedly excited. Then he had another thought.

“John McLaughlin!Ilike im. The things McLaughlin does are
fuckinggreat. God, Irememberhimin the old days.[used tosee him
leaningagainst the pillarsin the Marquee, stoned out of is 'ead.” He
made the appropriate motion, asifhe were

afternoon he’srequired to perform beforean
audience of cassette mics and scribbling biros.
“Interviews?Naaah!” herepliesin thatcomic
cockneyaccent. “I've’ad sixmonths of 'emin
LA, aven't1?”

Hesees the photographer shapingup.
“Gonna’ave me pitcher taken, then?” He flicks
hishand throughhishairandsits forward on
theleathersofa. You cansee him quite
unconsciouslyreactinginhisfaceand bodyto
thelens. Asever, he’scompulsive viewing. He’s
talkingabout the musicscenein the States.
“Ah,” hesays, grimacing, “the differenceis
there’sno poppy thingthere, it’sallrock.”

“There’s not
much I listen
to except for
gospel music
maybe”

holdingaguitar.

“ButIlike the stuffhe did with Miles Davis,
whichisthe otherrockbandIlistento.”

Byachainprocess, the conversationarrived at
thename of (violinist) Don Harris. Itseemed he
played on thenewalbum: “He played a few
notes, andIlikedit, but therestof 'emsaid, ‘Oh
no,ohno.”

TherewasDrJohn, too, “doing some great
stuff”. None of thatwent down, either. Butthen,
thereappearstobesomeideathatthere’snot
much of MickJagger on the album aswell. Not
s0, he sayssharply, hislowerlip jutting outin
alarmingfashion.
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“Iwasthereforalotofthe timein France.IthinkIwas thereforatleast
three of the basictracks.”

AndwhataboutFrance? “Ugh,Ididn’tenjoyitatall, fuckingdrag
itwas.”

His expression of disgustis comic. “Everyone else liked it. Butitwas too
hot, and the fuckingfroggies are thieves. Thieves. The only place that’s
nice thereisrightoutin the country, butyou've gotto get there. Isuppose
itwas OK 'coswewere really thrown together. Ifyou think the album’s
good thenitwasn'tawaste of time.”

The album, Exile On Main St, should have been out by now, but they’ve
putitbackto May26.It’'sdown to AllenKlein, he says. Thatwaswhyhe
wasinNew York: “He claimed he had two tracks onit. We said we were
gonnapayhim, butitwasn’tenough.”

Asettlementhasnowbeenreached. “Letthisbeawarningtoall
up-and-coming English guitar players,” he adds, wagging his finger.
Insouciantwas therightword.

Wetalk about the Stones’ albums since Satanic Majesties. If this one s
reallyboogying, he says, thelastonewas “abit London”. “It should've
beencalled ‘Too LongInLondon’,” he mutters.

ItellhimIthinkthe albumshave become successivelybettersince
Beggars Banquet. He shrugs.

“Didyouknow,” hereplied, “that Beggars Banquetand Let It Bleed were
recorded around the same time?

“And thatthereare always tracks notused on one album carried over to
thenext, like ‘Sister Morphine’. ‘Sweet Virginia’ and ‘Shine A Light’ on the
new albumare both from the Sticky Fingers period.” There’s 50 hours as
well ofunreleased material, which he thinks theyre going to putout.

Lookingback, didn’the think Satanic Majestieswas alittle
inconclusively experimental —the Stones’ version of Sgt Pepper? Frankly,
hedidn't.

“Satanic Majestieswas the mood of the times. You can’t play or write
outside themood of the times, unless youlive on amountain-and even
inthe South of France Iwasn’tthatoutofitI couldn’t get the Melody
Maker.Inthose timesitwas flowers, beadsand

Hemadeafaceof mockdisgust. “Ejustgoesin therewithariffand
ifnothing’appenshe goesbackthe nextday. It’s alright for 'im.Thave
towritethetune!”

There weresongs, though, that they wroteindependently. Like
“SympathyFor The Devil”? “Yeah.” Henodded disinterestedly. “Iwrote
that—butit’'sabitofabore going throughwhowrote all the songs 'cosI
have to thinkaboutit. ‘Sympathy For The Devil’, that was abigdrag that
song.” Because of its connotations at Altamont? “Notreally. It's all these
youngrock'n'roll singers who come up toyerand say, ‘Areyoustillinto
thatdevilshit?”

The naughtyreputation again—blackmagic, sexand drugs? Well, he
said, therewere onlyafewreferences to drugs on thisnewrecord. This
wasaveryundruggyalbum for the Stones. There was somethingabout
speed, and oneline about “cough mixture”.

“That’saheavyaspirinsong,” he mumbled, like some Mile End
skinhead. Christ, he’s crackingup me and the photographer.Isaid I'd like
to clearup apoint, and asked him why he deliberately appeared to mix
downhisvocals. On “Tumbling Dice”, forinstance, the words were often
lost. For thefirsttime he began tolook concerned.

“Ithinktheyused thewrongmixwith that,” he said slowly to himself.
“I'msuretheydid.Idunno...” Helooked up. “Well, with the fast ones
Ireallylike mevoice tobe partof theband, butwith the slowonesI
generallylikeitupfrontabit.Ithinkitall started inthe AndrewOldham
days, whenIcouldn’treallysing.” Helaughed. “He mixed itdownso
Iwouldn’tgetbig-headed. It'samatter of tradition.”

BynowJagger seemed to have warmed to theidea of an interview, so
Iputtohimthe conceptofthe Stones, like The Who, being survivors of the
early-'60srocksceneinBritain. “Ugh, it’s ‘orrible,” he exploded, “to be the
Grand Old Men. Ifall thistalk getsanyworse I'llbe getting another band.
Idunnowhy, butit’snotnice to be asked that question. It makes us sound
like survivors fromaholocaust.

“Is’poselshouldbe grateful thatIsurvived the Swinging Blue Jeansera,
butthatwasthe erabefore us,Ialwaysbelieved. Inever feltIwas partofit,
the SwingingBlueJeansand that, doingme Top

starsonyer face, that'swhatitwas.Infact,I'm
rather fond of thatalbum, and Iwouldn’tmind
doingsomethinglike thatagain.”

Sobetweenhim and Richardshe was the more
experimentallyinclined?

“Well, inapartnership one ofyouhastobe.I'm
justasmucharock’n’roller as Keith, but one of
yerhastobethatwayelseit'd be too much for
peopletotake.”

Iwondered whytheyhadn'tbothwritten
outside the songwriting partnership. Naaaah,
thatwasjustanego thing, he snorted.

“Idon’tlike peoplesaying, ‘This oneismine!’

“You can't
play or write
outside the
mood of
the times”

20hitseveryevenin’ onstage. WheneverIused to
seethem play theywerejustall them, standingin
linetogether, doing theirhits.Ithink theywere
somethingelse. We playedin a differentway.”
Therewasthe question, too, about whether
theyappealed to theyoungteenage T. Rex
audience. “Aw,Idon’thave to do everything
twice!” heshotback. “We don’thave to goback
to those people. Why,” helooked sardonic,
“some of ouraudience are much younger than
Iam.Many ofthekidswho digusin America
are 15yearsold. Christ, inItaly theyrenine!
Hereit’s students. That’swho The Who and

Itdoesn'tmatterwhatanyone fuckingsays.
Thenyougetin the position of wanting
tobeknown foryourgreatness. Aslong
asyoucanworkwith someone...

you've got to 'ave someone to bounce

off. You can’tbounce offyer old lady
likeyou canyersongwriter.”

IsaidI'd heardittookthemagesto
writeanumber. Helooked sideways
atme: “Oooyouearing thisfrom,
then?You getting theseimpressions
fromoutoftheair?” He grinned at
hissarcasm. “It’sballs. No, Iwrite
‘undreds every day. Writing 'emall
thetime, [am.”

Therewasalsoanimpression,
materialisingoutof thin air, that
heliked to goin the studiowith
everythingplanned, oratleast
worked upon. “Ah, well, that’s right,
whereas Keith prefers to be more
spontaneous. That’souronly
disagreement.” He chewed on the
thought. “No,Iwouldn’t call it
spontaneousifyou’'vebeen there
for10hoursononeriff.”

Zeppelingetaswell.

“Naaaah, there’snothinghappeningere.
Themusicisnegligible, it'sallnothing.
There’salack of originality,and that’swhyI
don’tcareaboutit.I'mnotinterested in going
backtosmall English townsand turningon
the 10-year-olds.I'vedoneall that.

“We'vealwayshad amuch olderaudience
thanthathere anyway. We played to the
Richmondartschoollot, and theywere 18
to21.T've considered ouraudiencetobe
students, and that’s who was there whenwe
played Manchester, Newcastle and thereston
thatEnglish tourlastyear.”

Whatwould hedoifhedecided tojackinthe
musical business? Films?

“IfIjacked thatin,I'djackitallin.I'vebeen
wantingtojackitin foryears. But,Idunno.”
Hehesitated. “I'd like to do something
completely different. There’s too much
pressure beinginagroup;ifldon'twannado
something, theydoandviceversa.I'dlike to
takeayearoffandstudy.”

Study? “Yeah.” Backto LSE? “Naaaah.I've got
afewprojects.” Helooked reticent. “Ithinkit’s
alljusttalk,” he said finally. Michael Watts o
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ALICE GOOPER, T. REX,
THE FAGES, GENESIS, -
ROXY MUSIC AND MORE

August 3,1972:Little
Richardatrehearsals
fortheLondon

Rock’n’RollShowin
Wembley Stadium

{
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B ldeally we
' do Elvis next

MM AUG 12

of the giant Wembley Rock’n’Roll Show

on Saturday, after 10 hours of music—
while Little Richard blew his prestige with
aflop performance thatdrewboos, jeers
and slowhandclaps.

Said promoter Ron Foulk: “Richard told me
he gave the worst performance ofhislife.
Icouldn’tunderstandit. Forme, Bill Haley
wasthekingofrock'n’roll.”

Billwas obviously knocked out by his
reception, whichwasaccorded arock pioneer
who gave a “musicianly” and unpretentious
performance. Cheersfor “Razzle Dazzle” and
“RockAround The Clock”, with two encores,
were only tobe equalled later by Chuck Berry.

“Obviouslywehad alot of problemsat the
venue,” said Foulk. “The main onewas thatwe
could not offer one-price tickets. There were
several prices. You can’t push people around,
and the stadium peoplerealised thatafter the
firsthalf-hour. We’lldo another concertat the
Oval, Kennington, in September, butwhether
it'sarock’'n’roll show, I don’tknow. Ideally, we'd
like to do Elvis Presleynext, butwe haven'tdone
anythingaboutthatyet.”

Foulkpaid tribute to the fans at Wembleyand
said: “Theytold me therewould be alot of
troublewitharockaudience, buttherewasn'’t.
Iwasveryhappyabout the concert.”

Therewere about 60,000 atthe stadiumtosee
ChuckBerry, Little Richard, Bill Haleyand Jerry
LeeLewis plus others. Said Foulk: “Afilm was
made of the show, butI've noideawhenitwill
beshownyet.”

The Oval concertwillbe on September 16 and
thefollowing dayanother concertwillbe held
atNottingham’s Trent Bridge cricket ground.
“Weplanto puton the same concertatboth
grounds,” Foulktold the MM. “Itwillbea
similarbill to the concertat the Ovallastyear
withtherockacts.” Lastyear The Whoand
Facesheadlined thebill atthe Ovalandraised
cashforBangladeshrefugees.

GHUCK BERRY WAS the undisputed star
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“Thenearest thing to

September6,1972:
singer, Partridge

Familystarand multi-
instrumentalist David
CassidyinLondon

$

ROCKMER

TWO TIME LOSER

the King of rock’n’roll”

NME SEPT 30

HERE ARE AN astonishing two million,
Tworldwide, fully paid-up members of

the David Cassidy fan club. In Britain,
although the club has beenin existence amere
10 weeks, there are already 10,200. With more
thanathousandrequeststojoin per week,it’s
abigbusiness.

One British teeny magazine which was the
first publication to realise the enormity of
Cassidy'sappeal ayearagostartedtorun
a“David Cassidy Writes For You” column. In
the pastyear the magazinein question has
more than doubledits circulation. While all
credit cannot be taken for just the column,
anobvious part hasbeen playedin upping
circulation figures.

Even the hip Rolling Stone carried afeature
onthe “boy wonder”, finding areportedly
tarnishedimage of Cassidy and publishingan
almost full-frontal nude picture. He since
admitstoregretat havinghadittaken. Inthe

article one younglady by the name of Jillwas
quoted asreporting Cassidy “a good fuck”.

Cassidy’s record producer, Wes Farrell,
compareshimto Elvis-

successful. Before thathe had an eye muscle
that was malfunctioning. Another traumatic
experience was the divorce of his parents,
Jack Cassidy and Evelyn Ward, who splitup
when David was seven. His father has since
remarried, and Cassidy’s stepmotheris
actress Shirley Jones -who plays the part of
his mother in the Partridge Family series.

Atthe age of 18 David Cassidy decided to
splitand go to Floridato playinaband.He
never went, however, as mother Evelyn had
been offered apartinaplay entitled And So
To Bed and David auditioned for the show and
gotasmallbit part.

His first “big break” was with a Broadway
production Fig Leaves Are Falling, which was
amammoth flop but whichindirectly led to his
landing the partin The Partridge Family. Asin
thebest fairy stories, he was then “spotted”,
went to Hollywood, and subsequently landed
some TV acting. Youmay have seen David
Cassidy on British TV
before the Partridge
Family TV series-he has
1/ appearedin Bonanza,

’ Ironside and The FBI.

When he firstheard
about the part of Keith
Partridge, apparently he
didn'tlike the idea. He
told hisagent he didn’t
wanttodoitandonly
changed his mind when
he found out there might
" beanopportunityinthe
~  showforhimtoplay

guitar and eventually
make records. Wes Farrell only auditioned him
forasinging partin the show out of “kindness”
rather than anything else. He never expected
Cassidy tobe able to sing. For his audition
Cassidy sang Chicago and Crosby Stills &
Nash material.

Although Cassidy’s official age is given as 22,
rumour (nasty and wicked, perhaps) has it that
heisinfact24. NME’s Pamela Holman, who
interviewed him earlier this year, asked: “Are
youreally 22?” Answer from Cassidy: “Yes.”

EveryactorinaTV series hasastand-inwho
works on the set for him. Cassidy’sis a girl-

23-year-old Jan Freeman.

“He’sthe nearest thing
totheKingof rock’n’roll.”
And professionally Farrell
hasneverbeenregarded
asanidiot.

According to available
information the first
instrument Cassidy took
up was violin, later
discardingitinfavour of

For his Partridge
Family audition
CGassidy sang
Groshy, Stills &
Nash and Chicago

Evidently Cassidyis not the
least embarrassed about
aving afemale stand-in.
Musically his tastes
vary:“llike jazz, blues and
rock,” he says. The singer
he most admiresis Paul
McCartney. Spare timeis
rare, so hislove or sexlife,
whichisreportedly so

guitar and clarinet. His
“favourite” instrument, however, is listed as
piano - until he took up drums, thatis. It's all
very confusing, but evidently he’s able to play
alltheseinstruments.

One of the most traumatic experiences of
his childhood was an eye operation, which was

active, has little time to gain
momentum. There was asteady girlfriend but
sheisnomore-“There wasn’t the time to
develop agoodrelationship,” he says.

And as for hobbies or sports (other than
birds, that is) we do know that in his time
Cassidy has taken up everything from dancing
and tennis to karate. And

Deavid Cassia
-beg (Den

anote forastrology fans:
Cassidy wasbornunder
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“The easiest job
've ever had"

MM JULY 29

three million Americanslike him

enough to puthisnewsingle at the
top of the US charts. Ayearago he was
makingtoilet seats for Jumbo jets. But
now he’sveryfamous, and ratherrich.

He’s BillWithers—abitofa
phenomenon. A 34-year-old “under-
educated, unread” manwho playsa pretty
cheap guitar, and talksalot. Rumour hasit
thatBuddah Records chiefNeil Bogartgave
Withers agold-plated toiletseat to mark
sellingalot ofrecords for thelittle company.
Billdoesn'treally care; hejustwants to sing.
“It'sthe easiestjobI've everhad in mylife.
Man, itbecomes a good world when you get
paidforenjoyin’ yourself.”
WhenIstumbledinto Billhewasbeing

plagued bythe nasties. Hewas swearing, and
cursing, and givingheavytongue toapoor
callowyouth. The youth wasayoung, hip
agentwho’dbooked aload

M AGGIE BELLLIKES him, and nearly

Septembers5,1972:
BillWithers,who
servedeightyearsin
theUSNavybefore
quittingin1965,
posesforaportrait
inLosAngeles

anythingquiteas good asthat?” Itwas
indeed aremarkable album. Withers treats
rhythm and blueslike he’d inventedit. There
wasone track, Nilsson’s “Everybody’s Talkin’”,
Iremember, and thatwasjustimperial.
When Withers came out of the Navy afew
yearsago he decided he wanted tobeasinger.
Hemoved to the Hollywood district, and got
ajobatanaircraftfactory. He saved enough
moneyto getarecordinglicence, and picking
musicians from names on the back ofalbum
sleeves, hemade ademo tape, and tookit
around.Awhile passed, and the demo was
heard. Thenashort

of dates for Bill, and

therefore reckoned he

was Bill'smate.
“Heylook, sonny, you

“Pm a newcomer,
sure, but ’man

meetingtookplaceina
company office. Withers
wastold: “Thisgentleman
hereisBooker T;you're

knowwhereyouhad me . goingto makeanalbum
playin’ on Mondaynight? ﬂld, wise mai. withhim.”
Youknowwhere you ] ” Booker (ofthe MG’s) told
damnedwell ha(}, me I ve seern crap Withershe'd better write
playin’?” Theyouth didn’t T —— some songs. Withers did,
reallyremember. “;"M "'\\ andthefirstalbum

“Well, sonny, youhad me & LEAN-OW e %, transpired. And then Withers
playin’achowhall ata Naval becamefamous.Andthe
AirForceBasein Maine. AMS 7004-A rigmarole thatsurrounds
They’d onlyfinished e AMs 7004  fameiskilling Bill.
serving the guys up chow , i “YouknowIplayed the
whenIgoton this stupid _ifm_m Bitter End the otherweek
stage. There was no public s andIcouldn’tevengoto
there 'costheyweren't E':"E&_'-':‘u: thetoiletbecause ofall
allowedin. Man, Iserved i thegoddamn agents,and
eightyearsinthe goddamn proiucnd DL WITHERS e promoterandrecord
Navy, andIain’'tgonnaputup S Ry ek company peoplejust
with beingbooked into places N\ D AR e ..f/ hasslingaround me. Everybody

like that.

“Look, kid, 'm getting on to be an old
man. Mabelly’sfat,and ma chest’s sagging.
Iain’tcomeinto thisbusinessallwide-eyed
andsilly.I'velived.Idon’twantanycrap any
more.[don’twantagentsand hangers-on
bustin’into my dressingroom and sayin’, ‘Hey
Billy, that’s cool, man. Ifit carries onlikeitis,
thenI'mout, andIain’tjokin’”

The poorkid was shaking, and attempting
tomumble apologies. Buthe couldn’tdoit, so
hesortof made himselfvanishvery quickly.
Thefirsttimeleverheard Witherswason
abeautiful eveninground at Maggie Bell’s.
Sheplayed thewhole ofhis firstalbum, and
Irememberhersaying: “Did youever hear

h""-&:mo—l‘“"

was gettinginto the thing.”
Hissingle “Lean On Me” had sold two
million, wasridingNo 1in the US charts,and
headingforanothermillioninsales.
“Everybodyis trying to getme on some sort of
list. Everyone wants to instantlybagme,
instead of saying, ‘Heylook, thisiswhathe
does.’ Christ, and theyare peopleIlove, they
arereallynice people, butl cannotstickwhat
they’retryingtodo.”

Withers was sweatingwith some sort of
passionand fury. “Christ,'mso goddamn
grateful to everyone.Ireallyam. Christ, I feel
like gettingdown on my knees and thankin’
everyone for getting me to this position, I
reallydo, butI'mnokid, 'mnotgonnahave

some kid fresh out of college booking me into
showhalls, and slapping me on the back. No,
hecanjustgetout.”

He'djustfinished playingasetin Central
Park. He’s soulful, is Bill. He justsits on astool
withaguitarand funks about, while this
goodlybandbehind him thrive on hisenergy.

Lettingasonghang, lettingithangwitha
back-funk, rather than “Yafeel aright?” is the
Withers trick. He simmers a heck of alot, and
teases because he’s got thatlovely magic of
beingable toleave out the obvious—leaving
youtofill thatin, ifyouseewhatImean.

“Isuppose everythingis working outjust
likeIwanteditto, butthe problem’s arising
because the businessis treatingmelike a
youngnewcomer. 'm anewcomer, sure, but
I'manold, wiseman.I'muneducated, butI've
seenlife,andI'veseen crap, and'mnotgoing
totakeanymore.Iknowthat these people who
comeandsay ‘beautiful Bill’ain’tgonnatalk to
meifmynextalbumdon’tsell. Icansee
throughall that.

“Itreallymakesmesick, all these cheaplittle
maniacs hangingaround me just cos they
wannabeseen. Well,Tain’tgonnalet these
catsbeatme down. Thisisstill the easiestjob
I'veeverhad, andifyoucanride theidiotsin
thisbusiness, thenit’sdarned pleasurable.”

It'sallbeenabitstrange for Withers. He
actually gotlaid offat the aircraft factorybut
hismusic madeitjustintime. Nowhe gets to
ridein biglimousines and getsinvited tofancy
dinners,and has somebodyto carryhis guitar.
Andhestaysinflashhotels—buthe’s34,and
heremainsthesameashealwayshasbeen.
Itdoesn’t pay to mess with Withers, because
he’sseenitall.

“Youknow, thisbusinessisjustlike the Army.
You getsome sergeantcomin’ up toyou, and
hesays, ‘Son, you can have three stripes on
yourarmifyougo outinto thatopenfield, and
strafe thoseJaps,and
creep round the back of
‘'emand shoot them up
theass.' Ifyoureawise
manyoujusttell that
sergeantwhere to go.
And thenyou tellhim
thatyoujustwanna

GETTY

beagoodprivate.” .
RoyHollingworth B l
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June 30,1972:
Alice Cooperat
the EmpirePool,
Wembley, for
thefinaldate of
theKillertour
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“On stage

GETTY

™m Mr
Hyde...”

ALICE GOOPER

17 JULY1—

ADIESAND GENTLEMEN, you’ve seen him electrocuted,

you’ve seen him hanged, and nowyou’re about to see him

fired froma cannon. Yes, ladies and gentlemen, Alice

Cooper! The cannon had just arrived from Warner Bros,

Burbank, and stood impressively in the large ballroom at

Alice’s surrealistic Connecticut mansion. Alice fondled
thebarrel, and burstinto a scared laughter.

“I’mabitworried aboutthisone. Gotafeeling thatwhen 'm shot from
this,Iwon’tcomeback, literally
speaking.” Theforever-present can
of Budweiser found itswayto his
mouth, and heswigged, deeply.

Abigroadie picked up ahorrible-
lookingdummyand fedit, legsfirst, into
thecannon.Thenhebegan cranking,
and the massive springs thatrun down
thebarrelwere pulled tight. Then the
barrelwas aimed into the air,and POW! »

ALICE GOOPER
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PETER MAZEL

Thebarreljerked and the dummy shot out, looking grotesque and
deformedinflight, itsarmsandlegsboneless and spare.

Ittravelled forabout20feetand crashed into thefloor, skidding onits
backside foranother 20 orso feet, and came to ahorrible, messyrest.

Obviouslybearingin mind thatthe dummywas soon to bereplaced by
himself, Alice grimaced. “Whenwe first did the hanging stunt, it took
them three days to getme on the gallows. ‘Alice we'vereally gottohang
younow, theykeptsaying. Well,Idon’tknowhowlongit’s gonna take me
toworkmyhead upinto climbinginside that. Still, it'’s going tobe fun.”

Andfunistheessence of Alice Cooper, although this strange, straggly
blackfigureismostcertainlynojoke. Aliceisasuperstar—areal, genuine
superstar. Heis currently enormous business throughout America-
possibly the biggestAmericanrock’n’rollact, actually,and certainly the
moststrikingly different. Heis the complete breakaway from the
sophisticated, lame policy of stateside rock. Aliceis ugly, rude, creepy,
sick, sexuallyinsane, and ascourge and menace to the minds of middle-
aged America.

Andunderneathallthat—he’sabeautiful person.

Greenwich, Connecticut, is per head of population perhaps therichest
communityin America. Asyoudrive down the thicklywooded lanes that
dipand twistaround the town you could well
beinsomelavish corner of Sussex. Incredible
houses peep outfrom behind the trees, and
eventhemailboxesarebuiltwithlovingcare.
Alice’s placeisjustround the corner from Bette
Davis, andJack Warner (nottheloveable
copper) lives opposite.

“Galise” isthename of the place; also the
name ofthe chapwho builtit. From the first
impression, Galisewasan extraordinaryman.
It'sadeadringer foraVincent Price film set.
Builtduringthe30s, itincorporates the
unmistakable style ofamanwithmoneyand
asadlydemented mind. Inthe darkhallway
lurksAlice’slate, lamented Electric Chair, and
nextto thatthe skeleton ofa pinballmachine.
Throughto theleftthe eye catches an ever-so-
slightly swayingbody, hung by the neckfrom anoose
intheballroom.

Immediately aboveinabedroom, lies Yvonne,
seeminglyasleep now, herlong, lithe body, relaxed
andmotionless. Sheisnaked, and almost child-likein
sleep. Butone cansense the menace, power and veins of

HI PRODUCTIONS PRES
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WAS IN ODESSA
IT WAS HOT;

SO WAS ALICE . . .

JULY 15—EL PASO

WITH SPECIAL GUESTS

JOJO GUNNE .o CAPTAIN BEYOND

Tickets $4.00 advance $5.00 at the door
Tickets available until § p.m. at
_ Central Ticket Agency, Great Pant in Cielo Vista
Flipside Records at 6. Tickels available Coliseum Box Office
lolﬂ!ﬁcaoponsds.bmnmﬂ'l.mmut.

ALCE COOPRR

evilrunningthrough herbody. Atany momentshe could awake, and
with one blowkill. For Yvonneis asnake, yousee. An 11ft-longlady,
weighing40 pounds.

Sheliesinaglass case, and shiveringin one corner ofitis alittle white
rat.It'seyes are filled with terror; no matter where it treads, it treads on
snake. Forsomereason Yvonne hasn’ttouched therat, who’sbeeninthe
caseforafewdays. Butitknowsit’sdoomed. Itreallyknows.

Nowalongthe dark corridors upstairs. Everynowand then there is
acreak, and thelightsinthe old candelabras flicker. The sound of crazy
talking comes from oneroom. That’s Alice’sroom. He sits surrounded
by cans of Budweiser, watchinga Marx Brothers film on a very small
television.

“Hello, please sitdown,” he saysinaverybrisk, charmingfashion.
“Found aMarxBrothers film-it’s fantastic.”

He’sdressed inamatt-black zip-up top, and jeans studded with
rhinestones. Thefly-holeisbroken, and held together by two large, white
safety-pins. Alice smiles. “Have you seen the cannon?Jesus, it’s fantastic.”

Without makeup helooks quite normal. His hair’sashaderatty, but
hisvoiceis calmand unaffected. Drummer Neal Smithliesonabed
watchingtelevision, too, as Alice cracks another can open, and gives off
anairofsheer normality. Alice zips himselfup, and trucks
across theroom, hisyellow painted boots a bitwobbly, and
hisnonexistent chest and stoop give the appearance that

Alice Cooperin
December1972:
“Idrinkbeerall
day...Ithelps
mecreate”
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atsome stage he washollowed out, and theynever
putbackthestuffing.

Inamomentwerein thebackofagiantlimo,
purringdown thelanes—Alice wearingablack
cowboyhat, and carryingacan of Bud. “Idrink
beerallday.IdrinkitassoonasIgetup, before

ALIGE GOOPER

theotherbandswerebecomingdreadfullyboring
and samey.

“Itall cameto the state where musicwas the
mainthing; they'djuststand and playmusic. Itwas
inconceivable to them thaticing could be added to

the cake. And even though itwas mentioned,

breakfast,andI'veforevergotanopencan.I
drinkacaseaday—whichisabout25large cans.
Beerputsyouinagoodstate of mind-youdon't
getdrunkonbeer, justsortof permanently high.
It'sanice, safe feelingsomehow.

“Yes, beer helps me create...'cos 'm hooked on
thestuff,” and hebreaks outlaughing.

Thelimo pullsinfrontofarestaurant, and
outwe getin themiddle of Greenwich. It’slike
Tunbridge Wells ona Sunday. Alice clumpsinto
thebuilding, sitsatatable,and orders... guess
what?Hestarts talkingabout England.

“Thereviews, and receptions we gotover there
werereal strange. I thoughtitwas off; I thought

“We seem
to be a vehicle
for people’s
exaggeration
and fantasy”

theyshruggeditoffasnotbeingcool.”

ButAlicekepttohisguns, and atleast people
were leavinghis gigs and notjustsaying, “Yeah,
itwasgreat.” They wereleaving notknowing
whattheyhadseen. “Youcouldn’tdefine us,”
said Alice, “andyoustillcan’t.”

Eventually the audience caughtup with
Alice,and begantobelieve thathe was
actuallyserious aboutwhathe was doing.
Then the change occurred, and suddenlyAlice
wasverybig.

“Youcanonlyhearsomanyguitarsolos, you
know,” said Alice, pickingashrimp to pieces
withhisteeth. “You can only hearso many

the English would be more open towhatwe are
doing.Imean, the English arefarmore cultured than Americans; they've
had theatre forhundreds of years, and there we were with theatre, and
rock’n’roll. Andyettheyseemed bewildered, and afraid of the energy
wehad.”

Energy? “Yeah, Imean Elton John has energy, butit’s not so obvious, not
sopow, ifyouseewhatImean. After Carole Kingand James Taylor there
hadtobesomebodywith aburstofenergy, and that’s Alice Cooper. But
Ijustcouldn’'tunderstand what happened in England. Imean, the biggest
entertainerin England on afamilylevel mustbe DannyLaRue—soIreally
thoughtthey'd digwhatwedid.

“Notthatwe've ever done drag. We are notadragact. Sure, we wore eye
makeup ages ago, butitwas more a Clockwork Orangething. We're a
musical Clockwork Orange, and we'vebeen doingit for eightyears now.
WhenIsawthefilmIreallyflipped.Isaid, ‘Hey, that'swhatwe've been
doingforyearsnow.Itwas greatseeingit.”

Didyoueverimagine you'd be so successful?

“No, never. Whenithappened, itsort of caught us on alow. We’d been at
itforyears, always doingthis theatre/hard-rock thing. Christ, waybackin
’661had abathtub onstage, with meinit. People had always talked about
us; we’'d always made some impression.”

Iknowwhatfinally converted me to Alice-itwasrecognition of the fact
thathewasreallylayingoutgood hardrock. Alice’snewalbum, School’s
Out, sees theband embarkinto fields of music you'd have never expected
from them. There’s aheap more music around, and delicious production
from Bob Ezrin. “We workwith Boblike Elton John works with Taupin. It’s
more thanaproducer/group thing. He’sagenius.

“Whenwewrote ‘School’s Out’ we never reckoned on strings and that.
ButBob putthemin-stringsand horns. He made themjust tasty. They
haven’ttaken a thingoffthe hard-rockapproach. Yousee, we've hitalevel
now that people knowits Alice Cooper.”

School’s Out sees the emergence of anew Cooper concept. After thelast
performance of Killer—in London this week—the new Alice Cooper show
willbetakingto theroad.

It’sgoing to take the form of a Broadway spectacular-10 dancers,
achoreographer, a pitorchestra, lavish backdrops, and touches of West
Side Story.And, of course, the cannon.

“Gutter Cat Vs TheJets” isa tremendous Cooper interpretation
of Bernstein’s West Sidescore. It'sa gason the album, and its
colossal, outrageous stage treatmentlooks set to stop
something.

“It'sadramathing, Ilove drama. People don’trealise that our
greatestinfluences were maybe the James Bond films—ie, the
JohnBarrydramaticscores.

“Ourhumouristhere, and people know our humour. Buton
stage, whatever we do, wemean. SoI'll chop up ababy, and the
audience nervouslylaughsit off-well thosein the audience who
are close enough touswill. We have a strong urge to getacross to
people, yousee. We do things for the public; the publicare
alwaysinourminds.”

Alicetalked about the earlydaysin Los Angeles. Everybody
was doing Grateful Dead, Love, and Jefferson Airplane-
typestuff. Alice sawnoreason toslipinto that—as most of

brilliantguitarist playingbrilliantriffs, before
onedaytheyallstrikeyouasbeing the SAME. Sure, we play thoseriffs—
butlookwhat’s going on top ofthe music. We're entertaining. We keep
away fromall other groups, we keep rightaway. That way what we come
outwith couldn’tbeanybody else butus.”

DoesAlicefeelhehasaheavy, evilimage?

“Mmmmmmmm.Idon’tknow. Somany people see evilinus. At
interviews we’llsometimes go out to insult people. If Glen [Buxton]
doesn’tlike a guy, say, we're all so close thatwe’ll all put the guy down. We
love destroying peoplewe don’tlike. ButifIbelieved everythingI'd heard
aboutmyself, thenI'd killmyself.

“Weseemtobeavehicle for people’s exaggeration and fantasy. They’ll
say they sawusdoing things on stagewhichwe didn’tdo atall. This biting
thehead offachickenbit. Christ, I've never bitten the head offa chicken. ..
Maybealegortwo. Butnotahead,” Alicelaughed.

Therewasalso thetaleabouthim havingkittens on the stageand
hackingthem to bits with asledgehammer. “Whoever thought that one
up mustbesicker than me? Besides I'd use road drills. No, seriously, the
Aliceyousee here, talking to you, is OK. You're comfortable, and eating,
andyou're happy. ButonstageAliceis asexually freaked creature. 'm
two people—on stage I'm Mr Hyde. Everybodylikes to see aMr Hyde.
Everyonewouldlike torelease their Mr Hyde at some time.

“Ireleasethingsfor people.lactout theirfantasies, andit'sagreat
release forme too. Yousee, Idon’thave to answer toanybody up there
onstage; anythinggoes, and anythingislegal. Butwe donot condone
violencein people. Ifthey cansee usup onstage doing violent things—
doingthings for THEM - then theywon’tgo outand doitin the streets.

“There’s gotto be more theatre,” Alice had said. “It’s gotto happen;it’s
allbeentoostillfor toolong. Groups have gotto go outand formanimage.
Christ,images are fantastic. The Beatleshad animage. The Stones have
animage. The people who are makingitnoware people withimages—like
Rod Stewart.

“I'seesomethingmore than most people seeinrock.Iseesomething
artistic, and-althoughIhatetosayit-culturalaboutwhatwe’re doing.
We'reatleastastimulus.”

Alicesmiled afriendlysmile. He’s no fool; he knows whathe’s doing.
Andwhat’smore-he’sabeautiful person. Roy Hollingworth e
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“I held on.
[ knew it

would
happen”

DAVID BOWIE

— NMEJULY 22—

HREE CHANGES OF dress and akiss from
LouReed. Thewaiters were horrified.
Jilland Lyn are 17 and they’re into Bowie.
They’veboth seen David work three times
inasmanyweeks. They’ve both got Ziggy
Stardustand neither ofthemlikeMarc
Bolan. Jill says she likes theway David looks. She doesn’t
necessarily thinkhe’s good-looking; she justlikes theway
helooks. They and me and asweatyhallful of other people
sawDavid Bowie and the Spiders From Mars work Friarsin
Aylesburyat theweekend. The phantom waver of the Ziggy
banner putinan appearanceaswell, anditwasalright, the

“If wehavetheatricality

itcomesthroughfrom bandwere altogether and Ziggy played guitar.

usaspeople”: Bowiein

e E The Spiders are asurrealistic vision ofarockband. Trevor
early Ziggy guise,1972

Bolder’ssilvered sideboardshangseveralinches offhis »

GETTY
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faceand Woody Woodmansey’s hairisan orange
Vidal Sassoon duck’s ass similarto David’s.
Through the showattop speed until thefinal
encore of “Suffragette City”, where David pulls off
hismostoutrageous stuntand goes down on Mick
Ronson’sguitar. David is gonna be huge.
Thedayafterthe gighe’sholdingan extended
press conference at the Dorchester Hotel, held
especiallyfor the planeload of American writers
flownin for the weekend. In the foyer everythingis
frosty, air-conditioned elegance, in slow motion
after the sweltering dusty street. Down the
mirrored corridors of the second floor through the
doorinto asuitably chicroomwhere assorted

andweblewabit. We diditat some of the gigs
where there seemed tobe alotof mods, sowe
thoughtwe’d throwitin...Iad-libbed most ofiit.

Iremember fiveyears ago tryingtorunablues
band and failing completelybecause people
werestandingat thefrontshouting, “Geno!

| Geno!PlaysomeTamla!” Ohyeah, butlwas
agreatsoul merchant, aJames Brown merchant.
I'vealways dughisvery funkythings, butI've
never considered thatIwas capable... 'mnever
gonnatryand playblackmusic, becauseI'm
white. Singularly white!

mediapeopleare eating cakes and sandwiches and
drinkingteaand/orscotch.
LouReedandhisband are there, all the Spiders,

j IS DAVI

e ARG Records and Tapes

There’sadistinctkind of white funk. Velvet
Underground, forinstance. Goingby that
asayardstickoffunkand notAlbertKing,

and curledupinacornerinaBolanT-shirt, eye
shadowandsilvered hairisIggy Pop. WhenIgot
there David waswearing an entirely different
outfit. BeforeIlefthe'd changedintoathird.
David’swife, lithe and crew-cut, is smoothing
things down, gettingtogether drinksand being
assaulted by Lou’sroadie. WhenIarrived, he'd
justbittenherinthe stomach, and asshe’svery
slim, the bitehad gone directto herabdominal
muscles and everybodywasfallingabout.
Woody pours me asumptuous Johnny Walker
BlackLabeland peachjuice. LouReedistalking
quietlyto David. He’swearingshades and
maroon fingernails. Periodically, horrified

“I wish myself
to be a prop
for my songs.
I want to be
the vehicle”

wouldn’tyousaythatwhatyou are doingis
intoacertainkind of funk?Yes,I couldn’t
putmyfinger on whatitis. Oftherock’n’roll
things thatwewrite, theywould definitelybe
inthe Velvetsbag, because that’s mybiggest
influenceinrock’n’roll, more so than Chuck
Berry, thearchetype.

I'dsaythatLouReed was toyouas ChuckBerry
was to the Stones. Yes, verymuch so, that’s
averygoodanalogy, andlagreewithit

entirely. InfactI've said the same myselfon
numerous occasions.

waiters enter to deliveryet more scotch and
wine and sandwiches.

NME: Atthe moment, the most popular rockjournalist words appear to
befunk, camp and punk. Towhat extent do you thinkyou’ve brought
thesewordsinto essential usage?

Bowie: I thinkit’s most probably due to the general inarticulacy of the
press. They'reverysmall-minded. Theydoindeed revolve around those
threewords.

Notrevolvearound. Theycrop up... Yes theydo. Funk,Idon’tthinkIhave
anythingto dowith funk.I've never considered myselffunky. Would you
saythat?Iwouldn't...

Wouldyouwanttobe? Yes. It'samuddykind of thing. Camp, yes1
understand the camp thing. Once upon atimeitwas, Ithink, putdown
inthe category of entertainer butsince the departure ofgood old-
fashioned entertainers the re-emergence of somebody who wantstobe
anentertainer hasunfortunately become asynonym for camp. Idon’t
thinkI'm camper than anyother person who feltathome on stage, and
feltmore athome on stage thanhe did offstage.

Nobodyever called Jerry Garciacamp. No, right, buthe’samusician and
I'mnotamusician. 'mnotinto music, yousee, on thatlevel. Idon’'t profess
tohave music as my bigwheel and there are anumber of other things as
important to meapartfrom music. Theatre and mime, forinstance.

Yousayyoudon’t consider yourselfamusician, but for somebody
who’s producingmusicofaveryhigh grade, Iwould reckon that
you'reentitled tobe called amusician. OK then, I'll shift my emphasis.
Iwouldn’tthinkI'd everbe considered atechnocrat on any instrument.
I'haveacreative forcewhich findsitsway through into amusical form.

Youweresayingyoudidn’t consider yourselfto be amusician. In that
terminology, in thatdefinition: thatamusicianisavirtuoso onhis
instrument? By nostretch of theimagination. I playagood alto, I played
abitactuallyon the Mottalbum, whichis quite pleasing for me, having
nottouched asaxforalongtime.

Youusediton Hunky Dory? Yes, butjust forafewphrases.Tuseditquite

heavily on the Mott thing. [Mick Graham: Youused it on stage] What?
Yeah,IdidaJames Brown thingforacouple ofgigs. We did “Hot Pants”
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Thesecond preconceived questionI came with
was thatrock’n’rollisincreasinglybecomingaritual. Instead of the
verydown-to-earth stance of, say, the Dead, it'sbecoming very much of
aspectacle, veryformularised.'ve notseen manybandswhereI've
noticed that.

Aliceisaveryextreme example.Ithinkyoucomeintoittoacertain
extent.Ithink Bolan does. ShaNaNain their own particularwayalso...
Well, youmustfirstly tell me your feelings on this before I quite know
whatyour questionis...

Ihave mixedfeelings aboutit... Insome cases it works. I thinkitworks
whenyoudoit, butsometimesIget the feelingthat the audienceisbeing
excluded. Yes, I feel thatagreatdeal more theatre doesnotnecessarily
mean props. Asyousaw with us, we were usingno props. We’re notinto
props. [fwe have theatricalityit comes through from us as people, notas
asetenvironmentorstage. Like playinganinstrument, theatre
craftsmanshipissomethingthatonelearns. Thereare goingtobealotof
tragedies and alot of clangers dropped over the next fewyearswhen alot
ofbands trytobecome theatrical withoutknowing their craft. 'mavery
professional person, and Ifeel thatI contribute allmy energies into my
stage performance, thatwhenI'm on stageIgive more to an audience
thantoanybody elsewhenI'm off stage.I've worked hard atit. Iwas with
amime companyandI'vehad othertheatre experience. WhatI'mtrying
tosayisthatit’simportantto knowabout the thingsyoudo and to have
learntit, asitistolearnyourinstrument. As the theatrical expression
evolves, alotofitis goingtobe onasecondary-schoolamateur-dramatics
level. Therewill only be the odd bands who have the knowledge to master
theirtheatre.Iggyhasnatural theatre. It'sveryinterestingbecause it
doesn’tconform to any standards orrules or structures of theatre. It’s his
ownandit’sjustaDetroit theatre thathe’sbrought with him. It’s straight
fromthe street. Rememberwehave onlybeen on theroad for three
months, soit’s still comingtogether, butIwish myselftobeaprop, if
anything, formysongs.Iwantto be the vehicle for mysongs.Iwouldlike
to colour the material with as much visual expression asisnecessary for
thatsong.

One thingI'venoticed is thewayyou use words, like in “Andy Warhol”
whereyou transform theword “wall” into Warhol. Imean, theway
youlisten tospeech and incorporateitinto sound. One cansaya
sentenceto three peopleandit’ll take on an entirely different meaning
foreach ofthose three people.Ithinkifany ofmystuffbecomesatall
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surrealisticit’sbecause that’s the purpose ofit. It’s to give people their
own definitions.Icertainly don’tunderstand halfthe stuffIwrite. Ican
lookbackonasongthatIhavejustwritten and it meanssomething
entirely differentnowbecause of my new circumstances, new this or
that.Iget told by so many people-especially Americans—what my songs
areabout.

Youhad better watch out or you’llhave your very own A] Weberman
rooting throughyour garbage. have one already! He’snot quite at
garbagelevel yet,buthe’s certainly veryadamantaboutwhatImean.
It'sdisconcertingto say theleast. Alarming. But Americais made up of
academics. They're very Germanicin thatrespect. Because theyare so
subconsciously aware of beinganewnation thathasnoacceptedrootsin
the old world, they strive for their own culture as fastand as quickly as
they can. Whateverisn'tneededis soaked up by the mediaand becomes
partofthe Americanway oflife. They're terribly self-conscious about
everything. Thelevel towhich rockmusichasbecome anacademic
subjectisjustincredible.Icould walkinto ashop and seerowupon row
ofbooksaboutanyaspectofrock.Imeanwritersaboutrock. Imean
writers aboutwriters. There are even books on Meltzer. Layer upon layer.
It'sabuild-up. They're making their own culture.

Anotherline of yours Iwanted to askyouaboutisin “Five Years”. You
said, “Inever knew I'd need so many people”. Basicallywhatitmeansis
realising the inevitability of the apocalypse, in whatever formit takes.
Iwasbeingcareful not to saywhat form it would take, because thatto me
would beincrediblysad, andIjusttried to getthatfeelingoverin oneline.
It’slike the things you flash on supposedly when you're dying, running
downthestreetand...

Hiswholelife passed beforehim... Yeah, really, it’slike that, the grasping
forlife.

Doyoufeel worried by people whoregardyouasaguru? 'mnot that
convinced, atthe moment, thatlam anybody’s guru. Iknowthereisalot
ofinterestin whatI'm doing, and we seem to be getting our goodly fair
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share of exposure, butI'mnot convinced thatwe areleadingany
particular cult.

Butit’shappeningalmostinspite of you, people examiningyour albums
almostlinebyline. OK, wellifthisis goingto be aninevitable situation with
the chronicles ofrock, and one must presume thatitwill be, then Iwould
strive to use that position to promote some feeling of optimismin the
future, which mightseemveryhypocriticalrelated to “Five Years”. There
thewholethingwastotryand getamockingangleatthe future.IfIcan
mocksomethingandderideit, oneisn’tsoscared ofit. Peopleare so
incredibly seriousand scared of the future thatIwould wish to turn the
feelingthe other way, into awave of optimism. Ifone can take the micky out
ofthe future, and whatitis goingtobelike...It's going tobe unbelievably
technological. Thereisn’tgoingto beatriangle system, we aren’tgoingto
revertbackto therealwayoflife. That’snotgoingtohappen.It'scertainly
notanewthing. Mygod, Ihaven’tgotanynew concept.Ijuggle with them,
butwhatI'msaying, Ithink, hasbeensaid amillion timesbefore.'mjust
sayingagain thatwe've gottahave some optimismin thefuture.

“FiveYears” struckme as an optimisticsong. Itis, itis. Thealbumin fact
should be taken thatway. “Starman” can be taken at theimmediate level
of “There’saStarmanin the sky sayingboogie, children”, but the theme of
thatisthattheideaofthingsin the skyisreally quitehumanandrealand
we shouldbe abithappier about the prospect of meeting people.

Onthesecond sside of Ziggy Stardust, the songs seem to goin a cycle. But
whenyouplayliveyoudon’tnecessarily play themin that order. Imust
admitIspeculate on the prospectofashowwhich wouldbe Ziggy
Stardust, butthe wayIwantto doitrequiresalotof planningand we
haven’thad timefor that.I'dratherleaveitalone untilit’sgonnabe done
properly.Idon’twanttodoanythingunlessit’sgonnabe done well.

IntheotherroomIsawatapeboxofthe Mottalbum. TheonlytitleI
recognised was “SweetJane”. That's right, Loucame down.I've got Lou
singingitatthe moment.I've gotto putlanon, buthe doesn’'tknowthe
lyricsyet. »

© MICK ROCK 1972, 2016

= July16,1972:manager
P TonyDeFriesbeamsinthe
backgroundashisclients i 2
DavidBowie,lggyPopand
LouReedposefortheUS
pressatthe Dorchester
Hotel,London
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Soyourecordeditwith Lou Reed singing on Mott’sbacking? Lou
phraseditsolancan pickup howitwas.

Howdoesitsound when Mottplayit? Fabulous, it'sreally good. I'll play it
foryou. Thealbumisfabulous. They’'ve neverwritten better stuff. They
were sodownwhenIfirstmetthem.

Theywerehavingtroubles withIsland, weren’tthey? Oh, everything
waswrong. Everythingwasterrible, and because they were sodown
IthoughtIwas gonnahave to contribute alot of material. Now, they’re
inawave of optimism and they've written everything on the albumbar
oneLouReednumberand the “..Dudes” singleIdid for them. Theywere
beingledintoso manydirections, because of general apathywith their
management and recording company. Everybodywas very excited about
themwhen theyfirstcame outand then, because theydidn't click
immediately, it fellaway. When Ifirstsaw them, and thatwasn’tverylong
ago, I couldn’tbelieve thatabandsofull ofintegrityand areallynaive
exuberance could command such enormous followingand notbe talked
about. Thereactionsat their concerts were superb, and it’s sad that
nothingwas done about them. Theywere breaking up, Imean, they broke
up forthree daysandIcaughtthemjustintimeand putthem together
again, ‘cosinfactall thekidslove them.

[Atthis point, Bowie puton the rough tape of the Mottalbum. First cut
was Louand Mott’s “SweetJane”. It sounded the best MottI've heard.
Whileitwas playing, Reed entered theroom. I hoped to gethimtojoin
inthe conversation buthejustcame overandkissed David.]

REED: That’sit. [Exit]
Iwashopingto getatwo-wayinterview.
BOWIE: Thatwas a two-wayinterview.

Nextweek: The mind-shattering conclusion of this glitzy, super-neato
interview. Be there orbe square! Charles Shaar Murray

NME

HE STORY SO far: Lord Ziggy and his pals are holding court
| atthe Dorchester, drinking, looning, doing interviews and

generally having a day of good jolly superstar fun. In addition
to getting her midriffbitten by Lou Reed’s manager Ernie, Lady Ziggy
(alias Angie Bowie) had fun by sinking her teeth into the generously
proportioned left breast of American rock historian Lillian Roxon.
Amongawelter of other happenings which even Lou Reed doesn’t
want to discuss, this reporter (a shy, young small-town kid bewildered
by such extravagant debauchery) continued his epoch-making
interview with David Bowie. We enter the conversation after David
Bowie and Lou Reed had

conducted what Ziggy
described as “the shortest June1s,1972:Bowieand
interview onrecord”. SpidersMickRonsonand

WoodyWoodmansey
perform“Starman”on

BOWIE:Ilike tosee people LiftOff WithAyshea

pretending.

NME:Youretired after
“Space Oddity”; would
youeverdoitagain?
BOWIE:Ican’tenvisage
stoppinggigging for the next
yearatleast, becauseI'm
havingsuchagood time
doingit.I've never enjoyed it
more.Ifeel 'm onewith the
band I'mworkingwith and
thathasn’'thappened before
forme.I'vealwaysfeltIwas
dragging peopleinto doing
things.Thadaband once
before which had thesame
lead guitarist.

Yeah,Isawyouworkatthe
Roundhouse once with
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CountryJoe about two years ago. That Roundhouse gigwas the kind of
thingIcite, inthatIwasinto somethingthere thatthe band wasn’tinto.
Theywere verymuchsstill onlywanting tobe musicians at the time, and it
came offasno more than everybodydressingup. Was that the oneyou
came towherewaswearingasilver superman suit?

Youweren’t. Youdid [Van Morrison’s] “Cypress Avenue”. We did one at
the Roundhouse about the same period when we appeared verymuch
thesameasweare appearingnow, and thatwaswith Mick Ronson. Iwas
inacartoonstripand weall dressed up as adifferent superhero.

Whowereyou?No onein particular, butsuperhero-type figures. We had
silver suits, the thing I used to wear for “Space Oddity”, that silver catsuit
whichisexactlythe sameasthis.Ithasn'tchangedatallin threeyears, if
youthinkaboutit, butit’s different material. Iwasinsilver lamé and blue
silver cloak andsilvered hairand blue hair and the whole thing, glitter
everywhere. Thewhole thingwas on thatscale.

Were theyready to copewithitatthetime? No, theyweren’t. We died
adeath.And, of course, theboyssaid, ‘Look, I told you so, let’s getback
tojustbeingabandagain.’ That’s the period thatbroke me up. Ijust
aboutstopped after that performance, becausel knewitwasright, [Iknew
itwaswhatIwanted to do, and I knewitwaswhat people would want
eventually. Ididn’tknowwhen, though, soTheld on.Tknewitwould
happen, becauseI've always been excited about seeing things thatare
visually excitingand it’s always knocking me out. Ilike seeing people
pretending. Thave agreatimagination. 'mnotavegetable.Ilike toletmy
imaginationrunwild andIthought, ‘Well, ifthat does that tome, ithas to
doitto other peopleaswell, 'cosI'mjustaperson.’ 'm not quite that much
ofasuperman.And, anyway, I'mglad Istuckitout, really.

Could youname four or five specificrecords thatinfluenced you early
on?Yes, “Alley Oop” by The Hollywood Argyles—justafeeling that came
fromit.I'mafraid 'mnotverytechnical on thingslike thatand alllcan
say, atbest, isthatitwasafeel thatThad an empathywith.Idon'tknow
whatitwas, whetheritwas the zaniness of therecord, orwhat.

Isthatthe one about the caveman? Yes, and that was Kim Fowleyas
amatter of fact. Hewas the Hollywood Argyle thatdid it, and Iloved
parodybecause...

Zappa?Yes,ladmire Zappa, but there
againIprefer Charlie Mingus. Ilike my
parodytobealittle softerbecauseI'ma
pacifist person bynature and hostility
inanyform, even onamentallevel,
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Ifind notendearing.Ithink Zappamayhave a problem with feeling that
hewasnotaccepted onaMingusleveland he had to find himselfan
audience.Idon’tthinkhe’s ever forgotten that.

But “PithecanthropusErectus” is not quite the same as “Brown Shoes
Don’tMakeIt”?Well, that’s the strength of myview on parody.I'm
asofter personbynature. 'mnothostile. I don’tbelieve 'm an aggressive
performer either.1like the situation that seems to develop with the
audience, whichis generallyonaveryhumanlevel and they're quite
friendly. It'sneither screamynorrebellious: itjusthas agoodfeelingtoit.
Ilove myaudiences. I thinkI've notbeen to too many gigs where the
feelingisnotnice. It'saverywarm feelingI get from audiences.

CorrectmeifI'mwrong, butisn’t there one cuton The Man Who Sold
The WorldthatisaparodyofMarcBolan? Ohyes. Yes. Thatwas “Black
CountryRock”.IBolanisedit.Ido thattoalotofpeople.

Apartfrom the obvious one, “Queen Bitch”, which of the others are
notablyparodic.Idid alotof Newley things on the veryfirstalbum
Imade, Love You Till Tuesday.

That’saverystrangealbum. Hasitbeenreissued? It will be. It'sbeen out
once. TheybroughtitoutwhenIhad “Space Oddity”, butitdidn’tdo so
well.Iexpectthey’llbringitoutinafewweeks’ time.Iguarantee they’ll
bringitout. Other songs—d’youwantsome more songs? Of course
“Waiting For The Man”, I'll have to say thatone. Infactalot of Lou’s
material. Especially thatonebecauseitsumsup alotofhis earlywriting
and hiswritinghas changed considerably since those days. I thinkhis
new material on the album thatwe're gonna dowill surprise alot of
peopleaswell. Itsmiles different from anythinghe’s ever done before. On
“Waiting For The Man” I think Lou captured, forme better than anyone
else, thefeeling of New York, that particular area of New York that he was
livingin, and those times.

Theother great New Yorkrecord of our timesis

David’s alright, youknow. Hemay even be the “shining genius” hisads
sayheis. Whatever, he’sagas. Longlive Ziggy Stardust! We needed him.
Charles Shaar Murray

DISG

¢ YOU CANASKmeifI'mbent,” said asomewhat subdued
Spider From Mars, “butI'll only say no.” Notlookingin the
least bit bent, Mick Ronson had lately suffered at the hands
ofaninterviewer who apparently was interested in such matters and
was prepared for the worst.

The Spiders From Mars are the musicians who workwith David Bowie,
andwhoare everybitas outrageousinappearance andstyle. David once
said thathehasone of the best-dressed bands around, and hewasn’t
exaggerating. Now, hisideasin dressare being copied fast. Gary Glitter
and Sweetare only two of the bandswho havejumped onto theidea, but
neither seem to have the panache or the grace of Bowie and his boys.
Whenallthreebandsappeared onlastweek’s Top Of The Pops, the
Spiders and David underplayed theirhand to fine effect, so that they
retained the auraofbeingthereal thing, and notan overdone paste
glitterimitation.

Neither do the Spiders come over as stooges for David. They are talented
musiciansin theirownright, and the band workas a team. Mick Ronson,
like therestoftheband, comes from Hull. He came to London two-and-a-
halfyearsago, afterhe and Woody Woodmanseyhad bothbeen playing
inaregularbluesband called The Rats. Mick heard that David was
lookingforaguitaristand so came down to see him. He was asked to play
onDavid’sappearance onthe John Peel show, although he didn’tknow
the music, and as things worked out, he stayed. David has much to sayin
praise ofhisband, who've been working with him nowsince Hunky Dory.

“Ididn’'tknowalotabout Dave beforeIcame down, butThad heard
‘Space Oddity’, of course, and I liked that.I'd been playingin this blues
band andjustbeingaserious musician. I'mstill serious about mymusic,
butnotinimpressingjustasmall group of people.I'm outtoimpress

everybody, makeitashowand give them their

“Summer InThe City”. Yeah, I agree with that.
Iwasadevoted fan of the Spoonful.Iloved
them. Anotherrecord was the Mingus Oh Yeah
album, particularly “Ecclesiastic”, whichIdrew
anenormous amount of pleasure from. I felt it
very 1990s—very2001 —thatwhole album.I'was
into thatsortofjazz. Before Santana came, Iwas
into the English sceneand Iwasneverable to
relate to that stuffbecause of my earlier interest
in Coltrane and Mingus aswell. Alot of Zappa’s
thingsflatten me, actually.

“It’'sa very
warm feeling
[ get from the

audience”

money’sworth.

“Wedid splitup forawhile, lastyear, because
everyone was battlingagainsteach other
musically, butnowit’srunningverysmoothly.”

Bowie’'sappearanceswith theband aren’tjust
like any other group’s set, as you'll know if
you'veseenthem. Heand the Spidersmakea
production out ofit, each personintegral to the
movementand music. “We get to agigvery early
tosetup thesoundbalance, and thelights, then
we eat, takingit steady, then put on the makeup
andthenroll onstage atthelastminute. Itall

AnyofZappa’s stuff make itwith you? We're

Only InIt For The Money, because ImeanIsawhuge potentialin thatarea
for Zappa, butI don'tunderstand Zappaand I'mnot thatintrigued by him
totrytounwrap his problems or trytofind out why.

Wereyou ever tempted to getinto James Taylor thing of
autobiographical songs? Yeah, [had aspasm of that, butthank God I got
outofit.

Out of all your material, with which songs doyou feel most
comfortable? D’you ever listen to any of your stuffand think that

you could have doneitbetter ifyou’d doneitlater? Oh yes, lots of times.
Alotof Man Who Sold The World, although thatwas one of the best
albumsImade. Itwasawhole traumatic period.

What’sgonnabe the next post-Ziggy development? Have you started to
thinkaboutanewalbum?No, notatall. 'mstill totallyinvolved with
Ziggy.1probablywill be forafewmonths, gettingitentirely out of my
system, and then we’lldon another mask.

Thanksalot,andThopeyouand Ziggywill be very happy together. Oh,
no.IThopeYOU and Ziggywill be veryhappy. Ziggy’s my gift to you.

Ithad beenthelastinterview ofalong day of raps, zapsand varied
craziness, and Iwas keeping David from animmediate departure to
enjoyafortnight’'sholiday. So we shookhands and said our farewells.

takesaboutfourhours. We build upnicelytoit.”

Itwas David who put forward theideas on clothes to the group, and
although theymighthave been a bit doubtful atfirst, they haverealised
theimpact the costumeshave on the audience: “When we were first
talkingaboutit,IThad afewdifferentideas, butI thinkIwas caughton
anoff-time.Thad aloton mymind then. I can get pretty stubborn at
times, butonce they were madeitwas fine. Some people think that
we’rebentbecause of the clothes, but thatdoesn’tworryme. People
justlike somethingto talkabout. Ifyouwantto be successful, you've
gottobepreparedto do thingsyoumightnototherwise do, taking the
roughwith the smooth, and be prepared to be talked about. You can'’tlet
itaffectyou.

“Actually, itmakes me wantto be more outrageousifanything.Ilike
shockingpeople. Ifwe didn’t want people to talk about us then we’d come
onstageinjeans. Wewantto excite kids, make them feel good, and make
themfeel theycan'ttake theireyes off the stage.”

Itwould appear that this policyis working, as the band get bigger
audiences everywhere, with hundreds being turned away, and Bowie
finally getting the praise he has deserved for solong. All the adulation for
David doesn’taffect the feelings of the Spidersatall.

“Itdoesn’tworryus Dave getting the limelight. He’s the draw, it’shis
show. Basically the people come to see Dave and he’s good. Heisan
outstandingshowman, atrueartist.'mlearningalotfromhim. Hehas
taught me howto presentagroup and howtokeepittogether. Ifitwasn'’t
for David I'd still be arun-of-the-mill blues musician. We're all very close,
butnotascloseashasbeenrumoured!” »
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Ithasalsobeenrumoured thatwithagradualfading of T. Rex publicity,
David and the Spiders could ablyfillagap in the entertainment quota.
Although notsimilar to Bolanin musicalsstyle, theyhave the same
confidence and showmanship thatmake the grade: “Well, Marc Bolan
hadalotofdedicated fansand heis Bolan, aswe’re the Spiders. 'd love itif
wetook offlike that.Tadmire what they have done. Bolan has gone out of
thewayto give thekids music they canrelate to, with simple sequences.
I'dlike to thinkwe could be different. It's an older audience that we have.”

Apartfrom the group work, Mickand David have been co-producing
LouReed’snewalbum, followingReed’s seeming dissatisfaction with his
last, whichwas produced by Richard Robinson. Both Mickand David
havebeeninto Lou’s musicforalongtime.Ihave beenblasted more than
oncebysamples ofhis sounds while visiting the Bowie.

“Weare concentrating on the feelingrather than the technical side of
the music. Heisaninteresting person, butInever knowwhathe’s
thinking. However, aslongaswe canreach him musicallyit’salright.”

It'snotsettled ifMick or David will be playing on the album; they are
puttingall their energiesinto the arrangements.

Theyhavealsojustfinished working with Mott The Hoople on anew
singleand aretobegin arrangements on an album. David and the Spiders
have cutatrackthatmightwell be their ownnewsingle, butitwon’tbe
released until “Starman” has climbed ashigh asit’s goingto. Asit’sjust
goneintothe USchartsandissellingalothere, it maybe some time before
we hearthenewone. Rosalind Russell

MELODY MAKER
¢ H E’SAREALSstar. Notin asortofrecord business style,

notaRod Stewartstar, ifyou like, or a Cat Stevens, but...

aMarlon Brando or James Dean-type star. [ see him more
inthat category oflarge-scale untouchable. It’slike he doesn’t quite
belong here. You know, he’s got those odd eyes. It’s very curious.” (Tony
DeFries, David Bowie’s manager).

“I'mnotcontentjusttobearock’n’rollstarallmylife. ThereasonI'm
tryingto be one at the momentis so thatI can get off. Even now, I've got
onto other things, great massive plans for the future!” (David, a protégé of
Mr DekFries).

“OnenightI'm goingto turn up ata Bowie concert. I've known him for
alongtimeandall ofasudden he’slikeIshould getdown andkiss his
feet.” (Rod Stewart).

The momenthe hits the stage of the Rainbow thisweekit will be
apparenttooneandallin thataudience that David Bowie is much bigger
than Homer and the Monuments ever were. Notjustbecause from the tip
ofhis spiky, carrot-coloured hairto the soles ofhis shiny silver boots he
looksastar,and notjustbecause he’smadeitvoguish to be theatrical.
Listen, theboy’sgot talent. He’s come along way from the Bo Diddley beat
and heavyharpworkon “Unwashed And

backstage, and eventually ended up doing productions, too. And then
hewrote “Oddity”.

“Itwas my own idea of protest. Iwanted to be anewspaper.Ithink
Istillthinkalittlelike that.Ididn’tactually wantto give too many views.
Iwanted to present the images of today, the images by which we set our
standardsandlive,and Iwanted to presenttheminasong.

“Yousee, the emphasis placed on what people are saying, and whether
they're profound ornot, annoys me alittle, 'cosIdon’twant to be
profound. Theaim ofanartistisjusttoinvestigate. That’sallIwantto do:
investigate and present theresults.”

Thefactthat therecord gotashigh asNumber Onehere (and was an
underground classicin the States) had aparadoxicallynear-disastrous
effectonhislife. He'd previously been doing the folk circuit, but was now
suddenlybooked into ballrooms and such venues as made money for a hit
artist. The environmentwaswrong. Hewas appearingatMeccasin front
of teenage kidswho wanted whatever the currentbigartist was.
Unfortunately, the happening thingwas David Bowie’s “Space Oddity”,
butnobodyrealised David Bowie was afolk singerand “Oddity” wasjust
afreaksongthatheputinhisact.

“Itwasveryhard. Itwas 1969, and Iwent onin front of these gum-
chewingskinheads. AssoonasIappeared, lookingabitlike Bob Dylan
with this curlyhairand denims, Iwaswhistled and booed. At one point
I'had cigarettes thrownatme. Isn’tthatawful? (A biggrimace) Itturned
me offthe business. Iwastotallyparanoid and I cutout.”

Hedecided, hesays, tojustexistasapersonagain,and notaperformer,
and gotinvolved withanartslab, held atthe Three Tunsin Beckenham
High Street, nearwhere he nowlives. He was dogged, however, by his
image, which pursued himspectre-like in the shape ofaudiences who
turned up essentially to peruse apop star.

Itwas suchabad period, he explains, that he’sblanked most of it outin
hismind. The awfulness was compounded by his father dyingatroughly
thesametime. The steadyslide into public oblivion was halted by Tony
DeFries, ayounglawyerwho has subsequentlybecome hismanager. He
consultedhimin 1970 to seeifhe could straighten out the tangled
financialsituation in which he found himself.

Bowierecallsthe occasion well: “He said I can getyououtofthat,and
TIjustsatthereand openlywept.Iwassorelieved thatsomebodywas so
strongabout things.

“I'wasalways stronger than everybody else around me, more
determined and wanting to do more things, and everybody else was
mousy and didn’twantto take anyrisks. Itwaslike goingup ahill trying
todragkids withyou-“Oh, come on, willyou!” (Hemimes dragging
someoneby thearm) —and nobodywould go with you. And there was this
pillar of strength. Itwaslike everythingwas going to be different.”

Anditwas, of course. He made The Man Who Sold The World for
Mercury, and then the tworeally gotinto their stride. DeFries negotiated

anew contractwith RCA, and then earlylast

Somewhat Slightly Dazed”, whichis second
track, side one, of David Bowieon Decca.

We thoughtitan auspicious time to chronicle
therungsoftheladderintheriseandrise of
ZiggyS.Forinstance, hereare somefacts:born
David RobertJones, 40 Stansfield Road, Brixton.
Attended Bromley Technical High School. Left
schoolat 16 with two O-levelsinartand
woodwork. Isan ex-mod. Reads Genetand
Hubert SelbyJnr. Played sax, andled anumber
ofgroups, including David Jones & The Lower
Third and David Bowie & The Buzz, withwhom
hehad aMarqueeresidencysupporting The
High Numbers (“we did my material butIwrote

“I dont want
to be profound.
The aim of an
artist is just to

investigate”

yeartookhimonapromotional tour ofthe
States. He cut Hunky Doryand Ziggy Stardust,
whichisexpected to breakin abigwaywhen
hetoursAmericain September (he plays
Carnegie Hall on September 28).

InBritain the forthcomingconcerton
Saturdaywassold outso quickly they're staging
another the following day.Iunderstand both
showswill belarge-scale production events
with dancersand mime.

Inthisscheme of things his public persona,
withits overtones of camp, hasbeen decidedly
crucial, althoughIthinktheatricalisamuch
moreaptadjectivein the contextofhisstageact.

verymuch like Pete Townshend”).

“Ispentall those formative teenage years,” he says now, “adopting
guisesand changingroles. One momentIwas a musician and performer,
thenextamod,justlearningtobe somebody.”

Beforehemade “Space Oddity”, infact, which sethim on the course
alongwhichhe’s currently progressing, he was a directionless soul
movinginanartisticlimbo. Hehad hisown mime troupe, Feathers, with
anacousticguitaristnamed Hutch and aballet dancer called Hermione
(“Letter To Hermione” is also on David Bowie).

Forayearand ahalfhewasalsoamember of the Lindsay Kemp Mime
Company. He'd gone alongto one of the performances and found one of
hisalbumswasbeingused asinterval music. Hefeltso flattered he went
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Hesayshedidn'twanttohavetodressitup,
butunfortunatelyitdid seem that to make thekind of breakthrough he
neededhehad toinitially putonafew trappings.

“Itwasverynaughty of me on alotof people.Iknow.” He doesn’tlook
abit contrite, allthe same.

Tothisend he has gradually simplified hisappearance, dispensingwith
thelong gown thatwasfeatured on the cover of The Man Who Sold The
Worldand cutting offthelonghair. He'd set something in motion, he says,
and hewasn’treally quite sure which way this monster was developing.

Little bylittle he has stripped himself down to become a performerwho
couldn’tbe copied, unless by outrightimitation. “Itwaslike Top Of The
Popsthe othernight. Everyone came oninwhat they thoughtwas David



Bowie, and David Bowie came on and he was none of those things.
Hewasjustapersonwho performed.”

Butthe campness?

“I'mnotincredibly aware ofit. I've always been camp since
Iwasaboutseven. That’snotapose, really. Iwas outrageous
then, onlybecause myinterests weren’t centred around obvious
seven-year-oldinterests, like cowboys and Indians. My things
were far more mysterious. Iwould pull moodies and say things
like, TthinkI'm dying, andsitthere for hours pretendingI'was
dying.I'maperformer, yousee, but people only thinkin terms of
camp thesedays.”

Had hisavowed bisexualitymade any difference to his
publicreception?

(Much laughter) “The only thingitever did was to sellalbums!As
soonasyour article came outin Melody Maker peoplerangup and
said, ‘Don’tbuy the paper. Youknowwhatyou've done? You'vejust
ruined yourself. Theysaid, ‘You told him youwere bisexual.’ Isaid,
‘Tknow, he asked me!” Nobodyis gonnabe offended by that;
everybodyknows thatmost people are bisexual.

“AndIboughtthe paperanditlookedalright. Butfromthenon,
thewaythe other papers picked up onitandjusttore
atitlike dogs at meat! They made this enormous
thingout ofit.”

IsaidIthoughtmuch ofhisappeallayinhis
sophistication. But thelast thinghe wanted, he
replied, was to be sophisticated. Heknew peoplelike  [SEFEIEH
that, and itwas one thinghewasnot.

Bygeneralrock’'n'roll standardshe was, though,
surely? Well, he said, he'd never been involved much
withrockpeoplebefore,and he didn’tknow their
attitudesuntilherecentlystarted to meet them.
Therewasall this stupid, exaggerated studiedness
thattheyobsessed themselves with.

Bolan, hesaid, wasn’t camp, he was prissy. Prissy
and fey. But thatwasrightfor the age group hewanted
toappealto, ‘costheywereallfey. He'd beenfey
himselfatthatage, poutingand mincingaround.

Hehadn'tseen Marcsincehe’d become T. Rex, buthe’d known him
quitewell before because he’d mimed on a Tyrannosaurus Rex tour.
They'dbeenterriblywaryofeach other, herecalled; embarrassingly
wary, he’dimagine, to peoplelookingon.

“We'dsitatopposite ends of theroomjustlookingateach other. Itwas
averykindamoodything,Isuppose, onaninfantilelevel.”

Buthe'd seen asparkthere. He knewBolan would be enormous one day.
“Wewerejustterribly polite to each otherall the time.I'd never say we are
competition to each other’cos we're at opposite ends of the spectrum. We
mightjusthave happenedin the same period.”

Hebroke offasalittlereminiscence struckhim. “The funnythingis,
hemadeSteve Currie gethishair cutassoonasIgotmine. Marcwas
furiousbecause Steve and the rest of T. Rex came to see me at the Central
Polytechnicand theyaskediftheycould come tomypartyafterwards
to tellme howgood they thoughtwe were. Marc was mad about that.
AndthenTheard aweeklaterthatMarchad made Steve Currie gethis
hair cut! (Great laughter)

“Marchasalways dealtin extremes, youknow. Hehashis ownfantasy
worlds, hereallydoes, inwhich everythingis extreme. He’slovely. He’s so
terrificallyaware ofimage. That'swhatImeantby prissy. Hereallyis
engrossedinhisownimage.”

Another thoughthithim. “June [Bolan’swife] had itin forme the first
time we met, youknow, and sherealised [ was makingrecords. She hated
itthatMarcwas playinglead guitar on “Prettiest Star”. She came along to
thatsession, satonachair, and said, Tthinkit’sawful. Ithink the song’s
adrag.Idon’tthinkMarcshould be playingon thisatall. He’s gotsomuch
workto do, youknow, hereallydoesn’thave time to do your sessions.’ This
war’sbeen going on for fouryearsnow!”

Helaughed again. Hereally can be delightfullymalicious attimes—
unexpectedlyso, because he’smainly gentle and somewhatvulnerable.
Iasked himif Bolan, though, was more committed to his music than he
wasto his. He paused, looked serious and finally said he thought that was
trueinaway. “Yousee, Marc only hashismusic, Ithink that’s probably
the difference. He’sseen me asamime aswell, he knows myareas stretch
out, and so my conviction for music probablyisn’tasstrongashis. He’s
totallyholding on to his music, a totally convinced performer. Ican’t see
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myselfalwaysbeingarock’n’roll singer.

Talkingof otherrocksingers, he said he'd gone to see Presley at Madison
Square Garden. Theyhadn'tmetbecause he couldimaginewhathewas
likeasaperson... “averynice, uncomplicated kind of guy” —and that
wasn'tthe Elvis Presley he wanted to meet. Itwas theimage.

He thoughtitwas superb forhim to have come outofice and all that.
Although, hereflected, he’d neverboughtanyofhisrecords. Little
Richard had alwaysbeenhisidol, asfarasrock'n’rollidols went.

LouReed, whose second album he’s currently producing at London’s
Trident Studios, he’d metata party. Hewas fascinated by his stories of the
streets, whichwaswhyhe also adored Jacques Brel. They both worked on
asimilarlevel. Itwasverybasicstuff.

Louhadsaid thisfantastic thingabout Andy Warhol, heremarked-he
waslaughingagain. Hesaid they'd once thought of designingan Andy
Warhol doll. Youknow, youwounditup and it did nothing. He thoughtit
wasapretty goodjoke, Bowie. Hehadn’tactuallymet Warhol himselfuntil
afterhewrote thatsongabouthim. He’d always been fascinated by his
artworkand hewanted toseeifhe could getnear to his characterwithout
meetinghim. Afterwards, he said to himself, he didn'tdoabad job.

Buttherewere shadesto him thathehadn’tbeen aware of before. Lou
had toldhim hewasincrediblystrong. Once he’d wanted Nico to tickle
Lou, sohe’sgrabbed Lou’sarms behind his back and got quite abuzz out
of gettingherto tickle him. “Louisawell-built guyand he couldn’tbreak
freefromhim. Hesayshe’slikeademon. His strengthisincredible.”

Bowie’smeetingwithhim had been verypeculiar. Foranhour orso they
hadn’tsaidaword, and when he played the song to him, he walked out of
theroom. Warhol eventually camebackand said, “Well, thatwas great,
thankyou.” He putonataperecorder and sat taking pictures with his
Polaroid, peelingthem offand leavingthem on the table. Then they’'d sat
lookingateach otherforabitand all these other people began talking,
untilsuddenly Warhol caught sight ofhis shoes, a pair of Caterpillars, and
hewent, says Bowie, bonkers about them.

“I'dforgotten thatheused tobe ashoe designerbeforehewasa
commercial artist,and he wenton about that, and that broke theice. It
was fascinating. Hehasnothingto sayatall, absolutelynothing. And he
has thiswhite, puddingface. Helooks slightly out of this world, really
inhuman.” Michael Watts o
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JULY - SEPTRMBER

“I could buy
your house,

man. So
be careful”

JULY 22 Marc Bolan wrestles with
his first post-superstardom album,
The Slider. “Pm not promoting it,” he

says. “It doesn’t feel it’s like my Imagine.”

lunacy; I'm not doing any business.

‘ C I "M JUST DOING what I did before the

RETNA

Imake a point of walking down the
streets now, which I never did; even though
Igetabithassled sometimes, it'snice. Iwent
down Petticoat Lane the other day, where I
used to work when I'was about eight, and it
was weird butso nice.Iwas heavily disguised.
IThad my hair up like a samurai warrior, with
aknob on top and chopsticks through. It’s the
new phase, man. Iwentinto my grandma’s
teashop and had a cup of Rosie.

“OnereasonThaven’tdoneinterviewsfora
timeisI'vebeenveryworried thatevery time
Iopen mymouth I'm having to defend myself,
againstpeople thathave done things without
myknowledge. NowitseemsIhaveto cleanup
allthe messthatwentbefore me.Inowguard
mywords, whereasIdidn’tbefore. Ibelieved
peoplewouldn’t print 'em, whichiswrong’'cos
they're gonnahave to. Ishouldn’thave said
theminthefirstplace. It'sjustteasing. I'mgiven
tomakingextravagantstatementsall the time.
I'veneverbeenruthlessin mywholelife, ever.
I'mhonest. Not Honest Harry, buthonest by my
standards. No onelknowthinksI'mruthless,
butIonlysee myfriends, soIdon’tknow.

“TheonlythingIdon'tlikeaboutall this crap
isthatit confuses therecord-buying public,
who don'twannaknowany of that stuffabout
me, other thanwhat’sin thatplastic theybuy.

“Youknow, Idon'tknowifI'dratherjustgive
thewhole thingup. Seriously. That courtcase
businessreally destroyed me. I had two weeks
whenIwassuchamess, cosI'dneverfeltlike
thatbefore.Iwas changingmanagersatthe
timeandIwasveryemotional. 'mavery
emotional person.
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“I'dcutallthe tracks for Sliderand Ijustsaid,
‘Screwit!’Idid aBrian Wilson.Isaid, ‘F-——the
album!Don’twannaputitout.Ijustdon’t
wannarecord everagain.’

“AndIwentaway for aboutaweek, came back
and played the tapes, and thought theywere
great. Sothereyou go.'m not promotingit. It
doesn’tfeelit’slike my Imaginealbum.It'sthe
onlyalbuminwhichI'vesaid whatIthinkIam.

“Things change around youwhenyou
becomesuccessful.I'venotchangedasa
person.I've never spoken to someone.Ididn’t
sack [publicist] BP Fallon-heleft. He had
nothingtodo. Hewanted toleave verybadly.
Hefelthe’'d donewhathewanted to do. We'd
beenthroughthebeginning

— ALBUMS —

REVIEW

— 1912 —

beingable to getfive suites at the Hilton,
means something. Irememberonce going
therewhenIwas 15toseeafriend, an actor,and
the doorman threwme out-and atthatage,
especially, thatgetsyou.Iwentbackrecently
and theywouldn’tlet meinagain, either.
“Isaid, Twantthe manager,’ and pulled out
a$100billandsaid, ‘Youdo take American
money, don’tyou?’ —made himhold it, went
and gotthe manager and justsaid to him,
‘Tunderstand exactly whatyoudo. You think
I'msomelittle punk, whichIprobablyam,
butmeanwhileIcould buyyourhouse, man.
Sojustbecareful.’ Andhewentallredand
apologised. ButIdidn'tgetin.It’sirrelevant,
because nextweek someone

ofthethingtothe growth,
and hewasjustlike coming

“l went down

elsemightgoinand hemight
lettheminwithoutdoing

inandsittingdownand H thatnumber.

talking to the Sheffield Pettlcoat I-ane the “Thebusinessneeds

Standard or something. rock’n’rollfromanybody; me
“Itwasrightthatheleft, 0ther_day " I_had my andBowie, of course they’re

‘coshewasvegetating h a"' up Ilke a tryingto playusoff! They can

almost, and he’sanactive
youngman. ButIwasvery
sad.Itwasnotanartist-press

samurai warrior”

dowhatever theywant. If
DavidandIdidaconcert,I'm
overthereand he’sover here.

agentrelationship, whichis
whyIdidn’treplace him. Everyonearound mel

consider personally beforeIeven shoutat them.

Istillsee him. Of courseitwould make himsad,
‘cositalwayslooksveryeasywhenyou'reinthe
middle ofawhirlpoolmadness. Whenyou're
suddenly outside, nothinghappens.
“Ibelieveit’sasmall thing, but thatthrough
beingaMarcBolanoraMickJagger one does
change things, insofaraspeople can’'tdeny
you. For me to come from the backgroundIdo
—apoor, working-class background-and now

“Obviouslywe’revery
much bigger because we're twoyearsahead of
him, andit’snot the sameriff, either. Him and
Iwould meetinthe middleand haveajam
anywhere, and thatprobablywould be the best
partofthe evening. Whatever theywant,Idon’t
care. TheysayDave Clarkis goingto topple The
Beatles—that’sasbullshitasyou possibly get,
yetitwas played up, even nationally, press-wise.

“Nowthat’sbad, almostevil, to do that. And
that’'swhyIwelcome David, ‘cos atleastI know
he’sacool cat. He’sahip dude, whichis groovy.




It'sgood to have good people about. Alllwantto
seeisgood hitrecordsinthe chartsand good
albumsbygood people. Butifit’s full of Ericand
hismilk cartsthenIdunnowhat’shappening.

“There’salways The Beatles and Stones. Butat
themomenttheyaretryingto getsomeoneto
runalongside T. Rex, whichIthinkisadmirable.
Davidisinto awholedifferentschool to us.

“IthinkifAlice Cooper ever happens, David
Bowie would be much stronger, ‘coshe’samuch
betterwriter.I've always said he should stay
thereononeline, buthetendstoloseinterest.
Ifhe canhangoutlongenoughhe’llbefine. I
think ‘Prettiest Star’ isone of the best thingshe’s
ever done. [twasdaringat thattime, ‘cos after
‘Space Oddity’ itwould’'ve been easier to put out
somethingwith astrange Mellotron sound. But
I'mpleasedit’shappeningforhim. He’s suffered
thefate of peoplelike myselfand Rod Stewart.
Peoplesayforeightyearsyou're goingto happen
andyouneverdo.It'shorribleifyourelivingin
Balham orsomewherelike that.I'vealways
wantedrockstars tolookgroovy. Youcaneven
wearadenimjacketifit’sgotan Apollo’shead on
theback. ButIneverwear clothes onstage that
aren’tfunctional. That'swhy Pete wore aboiler
suitforyears;it’s easierto play.

“Nooneeverwore thatglitterunder their eyes
before. Soit’sbecomingtheatrical, butitalways
was. The thingistheartistsare doingitnow,
whereasbeforeitwasdictated bymanagers.
Ha, IseeJaggeriswearingglitternow. Butin
twomonthsit’llallbe over, cos everyoneis
looking the same.I've done mybitand that’sit.
Onthelastfour gigsIwasdressed veryplainly.

“Despitewhat’sbeensaid, Ishallnever give
up gigs; because that’sthewayIneed to
communicate with people.Ineversaidit,
anyway. Isaiditwas gettinghard toworkand
we'dhave torethink the waywe diditsecurity-
wise, in terms of working outastructure to play
in;notbefore 5,000 people getting crunched up.
I'dlike to playin a big stadium and charge about
25pence ahead, maybe afootball ground.

“And thenI'dlike to use other people on gigs:
another drummer, back-up singers—Howard
and Mark, or maybe a couple of black chicks;
Iwantto spread out.I'dlike maybe to find
another guitaristto playunison things, to get
offon each other.Istilldon’tbelieve we've even
started, butyoucheckitout—everytimeasingle
of ours getsbelow Number 12 on the charts,
someonesays T. Rexhave passed their peak.

“I'mnotajournalistwhenIwrite.Irecord the
eventsinmylife. Ifyousee somethingon the
news, you'reseeingitall thetimeandIdon’t
think onereallywantsthe same coveragein
rocksongs. LouReed?I've onlyheard several
tracksatparties.Ineverliked The Velvet
Underground. The singer always sounded like
abad copyofDylan tome.

“Therewasaperiod whenIcovered
everythinginaverypoeticstyle. Theimages
were poetic. They’renoless now, but theyrelate
topeopleratherthanthelandscapesofmyhead.

“AskmewhatpoetsThaven'tread? Beowulf...1
wasreadinghim whenIwasnine. ButRimbaud
wasthefirstpoetthatreallyrocked me. WhenI
read himIfeltlike myfeetwere onfire,and that,
infact, altered mywhole hairstyle, ha!

“I'mtold allromantic poetshave adeathwish,
andI'm definitely aromantic poet. Letme sum
up:Ifeellikearock’n’roll starwho’s writing for
thepeopleaslongastheywanttolisten. Ifthey
don’twanttolisten, I'llbecomeapoet.”
Interview by Michael Watts
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Metal Guru

“Metal Guru”is
aFestival Of Life
song. | relate metal
gurutoall the gods
around.lbelievein
aGod, butlhave no
religion. With “Metal
Guru”it’slike someone special; it mustbe a
godhead. | thoughthow God would be; he'd
be allalone without a telephone. | don’t
answer the phone any more. | have codes
where peoplering up at certain times.

Mystic Lady

“Mystic Lady” haslinesinit about Bobby
Dylan.Inthe lettersinyour paper they were
sayinghe was dead. | feel close to him'cos
he’s anice man.| met him two months ago at
someone’s house. | didn’t expect him to
know who | was.

Rock On

“Rock On” was writtenin a Cadillac going
between gigsinaplace called Chevy Chase,
outside Philadelphia[it'sin Maryland].

The Slider

The album was originally gonnabe called
“Rabbit Fighter”, which is one of the other
tracks, but this came through. “Slider”
sounded much more sexual, sort of raunchy
young man. | wrote some of the lines when

I was about eight, actually: “Allschools are
strange”. Lyrically, I really like it.

newLP

see page 'Zg 7

Baby Boomerang
“Baby Boomerang” was writtenin New
York.ladore this. Thistomeis
like writing a Dylansong:
“You're talking with your
boots/Andyou're
walking with your
mouth”.It's one of
the best things|I've
written thisyear.

Spaceball Ricochet

It’s totally apoem about
my life: “I bought a car/It
was old but kind”.In the
film we used a200-quid,
beaten-up 1948 Cadillac,
whichislying outside
Ringo’s house some-
where. | boughtit off him
and | haven't picked it up.
It'sthe only car I've ever
driven.ldroveitdownan
aerodrome whenwe
were shooting.

Buick Mackane

“Buick Mackane” is like
ZepRex.It'slike yer
heavyrock, it's one of
those. It's dynamite.
Buick Mackane is a chick.

SINGLES & ALBUMS

“It's a song about me’

If youwanna getinside a chick, man, it’s
gottabe called Buick Mackane to get off
with me.

Rabbit Fighter

“Rabbit Fighter” has got the best guitaring
I've ever done onarecord, | think.

Ballrooms Of Mars

Avery personal song.Dylanand Lennon get
inthere, and Alan Freed. “I'm talking 'bout
night-time/When the monsters call out”. |
believe Bob Dylan of all people knows about
that night-time thing. [t comes throughin
“Johanna”. There are noreal monsters, |
believe, but | think one can make them.I've
manifested creatures when | wasinto magic,
butit comes from here, baby;it’s up there.
The Lyceum always looked groovy, and this
is that barren landscape, like a big Lyceum
ballroom made of silver. All the astronauts
getup there andleave the whatsit, the
module, andit’s like “dum da dada da” - all
thisjiving and riffing going down. What
would happen to the world? Rock’nrollis
here to stay, mothers.

Chariot Choogle

“Pasolinitoad” - Pasolini is dynamite, man.
Yousee, | do getallthe journalismbitin, but
Idoitinadifferent way.

Main Man

“Main Man" is asong about me: “As a child
Ilaughedalot... Now it seems [ cry alot”.
I've never cried so much in my whole life as
thislastyear. “...giraffesinmy hair”. That’s a
Top Of The Pops flash about having giraffes
coming out the top of my head. | thoughtit
would be funky. I'm weird, man. Let’s go.
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October30,1972:the New
YorkDollsbackstageatthe

EmpirePoolduringthe
~ WembleyFestival of Music
-(I-r) BillyMurcia, Johnny

Thunders,DavidJJohansen,
Arthur“Killer” Kaneand
SylvainSylvain
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MELODY MAKER

HEYMIGHT JUST be the bestrock'n’rollband in the

world. And whether you believe that or not, you're going

to have to take notice of them... The New York Dolls.

Musically, they hurt, because they don’thave any

manners. They can’t play very well. They pout, and

swank, and shake their bums with the hellish rhythm
thrown up by their drummer, who wears driving gloves and smacks
aboutlike amadman.

Thessinger, alovelyyoungreplica of MickJagger, shouts as though each
word were aswearword, and therock-a-boogie swears on to meetits evil
end. These are young New Yorkers, seemingly unimpressed with the
switchesand swatches of progressive music—asis their growing
audience. Notfor them anyboring, endless singer-songwriters; not for
themany polite soberingup in the quality ofrock.

Not for them any attention to what old men are flogging offas hip. No
class, little discussion, just stuffwild and unsubtle. And itmakes
wholesome sense. The New York Dolls are a five-piece with no manager,
norecord company, no publicity unit, and preciouslittle equipment, and
yettheir questmustbelogged.

Forinthem, and theirkind, lies therebellion needed to crush the
languid cloud of nothingness thatrolls out from the rock establishment,
andfallslike endlessdrizzle on the ears. Theyare growingup within the
hotswathe cutbyAlice Cooper. Theyhave
picked up ontheremnants of things that

Singer David Johansenis ayoung, bubbling spotofJagger, butinstead
of straight copying, he just camps naturally, and shoutslike a bitch.
Thentherewasstrange, supine bassist Arthur Kane, blond, and with
white makeup, tights, high-heeled shoes, and amouth full of surly
posing. He struckloud patterns, while drummer Billy Murcia drew
savage percussion.

Youhear thisband foraminute, and there’s one thoughtinyourhead
—youwanttodance.

Andthepeople atMercerleaptup and down, sideways and wentwell
crazy onthefloorasThe Dolls’ music gotlouder, and sawed about the
room. It's simple music, justrock and blues, but it’s played right, and
played with monsterarrogance.

Theylookyoung, too.Nolazy, bored 30-year-old injeans, picking notes
and theirnoses, butkidshavingagreattime, playingheavyrocklike it
hadjustbeendiscovered. They're goingto make greatsingles, are The
Dolls. Now theylivein an attic, juston the Bowery, in a dimlylit, seedy
area, where activity consists of poolrooms, and standing withlittle or
totallylostambition onstreet corners. Bo Diddleywas on the stereo, and
acouple ofbig dogsfilled thesstaleairin the atticwith doggy smells.

Acoupleofladies are busyin dark corners, and the toiletis asink. For the
Dolls, moneyishard come by, buteven with alittle, luxurieslike cans of
Budweiser canbe bought.

Theywere formedinJanuaryofthisyear. “Three of uskneweach other,
two ofusdidn’t,” said Johansen. Their first gigwas a political benefit
party—theydon'tknowwhatpolitics were
involved-butan adin The Village Voice,

havebeenmisused. Theysoundlikeacross
between The Deviants, Pretty Things and
very early Rolling Stones.

Inotherwords, the circlehasindeed
turned. Theneed forwildnessand
arroganceisbackagain, asmuchasitwas
duringthe ’50s. Aneed to enjoywithout
inhibition. The Dolls are one of the possibly
manybands-mostlyveryyoung-who

plusashoddy picture, launched them.
Therewassomethingaboutthe “ad” -
alittlemagic maybe.

“Ithinkweall felt somethingwaslacking
an inmusic. Itwasn’texcitingany more to us.
' Everyonewashangingaboutonstage,
beingmoroseaswell... Wedidn'tdigthat.
Wereckoned whatbandswerelackingwas
- P1Z7ZAZ7.Weknewwehad PIZZAZZ, we

are crawling out of the shadows castby 2 knewwhatwe wanted to do. Wewanted to

theireldersand, with sneaky cheekand New York DO“S playrock,” said Johansen.

brash egos, pullingnotes of scorn against Invite You Iqoﬂ the Valley Beingyoung, whathad theypicked up

the establishment. .wmwhum on;inotherwords, whatwere theirroots?
Theirmusicmay soundlike drivel, but PR ol e e topriey “Well, we picked up onanybody that was

whateveritis, itisindeed alive—and you 108 Wert &3 Strvet mﬂ_’g_lﬂl:_',-}g,,,. really good. The Stones, Kinks, Pretty

cansee anaudience dance themselves

Things, Pink Fairies. Oh, and James

dead andblur theirminds crazytoit. Arock
musician maybelikened to afootballer. He’s at
hisbestwhenyoung. The matureyears over 25
meet for morestylish eclectic play—-thestingin
thetailbecomesawise glowin the eye. After 28,
thestylebeginstodim, and then evenbeing
wise cannot match theimpactofyouth.

Androckmustbeyoung.

Beingwisealso fails to throwup anysort
of ugly, butfiery, ego. Confidence becomes
asubstitute for that character, but egos, no
matter howsickeningwith theirarrogance,
make for colour. The Dolls and their like have

“We don't try
and offend
people, but

somehow we
do offend”

Brown.Andsoourmusichasalottodo
with the waywe were broughtup. The time is
rightfor some goodrockagain... Some good
thingsare goingtohappen.”

Did they everimagine that people would
actuallylikewhat they played? “No, notreally,
whathashappened hasbeen prettyamazing.
Imeanwehaven'teven gotany equipment,
exceptguitarsand harmonicas.”

Afewweeksagosomebodydescribed the
Dollsas “subterranean sleazoid flash”, which is
maybe getting quite close to the core.

“Ithinkthat, onasociallevel, wetry tobe

colour, the colour thatis nowbeinglightly
paintedinpastelshadesbytheirelders. The
youngsters paintwith blood.

It'sratherlike changing one’shobbyfrom cock-fightingto chess—
growingold, thatis. The music follows suit—watching the New York Dolls
islikewatchingnotjustacock-fight, butadog-fight-in drag.

Theydon'thave anythingto say ofimportance offstage. Theyaren’t
talkers, they don'thave anyamazing concepts to drawl on about,
theyjustwantto playwhatthe people want to hear. Really, it’s as simple
asthat.

ThefirsttimeIsawthemwasat Greenwich Village’s Mercer Arts
Centre, and theydid everythingright. They played Bo Diddley’s “Pills”
inaverybrashway, dressedinavariety of clothes, women’s shoes and
vampy makeup.

GuitaristsJohnny Thunders and Sylvain Sylvain were high on treble
and big, fast chords—fewriffs, justrockand blues, nicely out of tunein
places, and evil. Itowed nothingto therespectelectric guitarhas gotover
thepastfewyears.
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inoffensive—butitdoesn’'twork. We don'ttry
and offend people, but somehowwe do offend.

“Yousee, we don'twantnobodylaying down anyrules. We don’twant to
getinvolved with corporate enterprise. At the moment that makes for
hardliving. Where do we get money? Well, basicallywe hassle. We've
been pickingup aboutfive dollars for the gigs at the Mercer.”

Fivedollars?

“Yeah, and sometimesless,” said Johansen.

“Alice Cooperis possibly the better of the top bands, butreally the music
scene tousdidn’thave much going forit—except money. Sure, there was
money, but there wasnovitality. IknowifIwas 13,I'dbe offon Alice
Cooperlike crazy. Alice tome would be the greatest.”

Offershave been pouringin from all angles to sign the band. “We
haven’'taccepted any. We're waiting to hear the whole situation on
everything. What’sagoodrecordlabel?”

Thunders cutsin. “Yeah, nice people beinginterested—the more the
merrier. Youshould have seen uslast night, we were justflawless. You
know, everyone was dancing. Rather than have themsit therelistening,



wewantthem dancingon the floor, we want them
getting offto us. We'rerock’n’roll.

“Sure, we have few technicalities about our music,
but, myGod, wehave feel. We don’tattempttobea
type of Segoviawith guitar work, butwhen we play,
everyone casts theirshackles aside and dances.
We're playthings; kids wantto haveus.”

Johansen: “The thingaboutrock todayisthatyou
have toimpress somebody, have torelate to them. It
lostalotwhenitbecamejustlike that. Theyforgot
thatyoualso have to entertain people.”

Andwithacouple ofgigsaweek, the Dollsare
entertaining. “Isitacrimeto fallin love with
Frankenstein?” is aline from “Personality Crisis”,
one of their self-penneditems. “Thelyricsarehigh,”
Johansentellsus.

New York, says Johansen, has alotofgood
musicians. “Butthey somehow find difficultyin
playingtogether-inagroup. Wedidn'thave any
trouble atall. Wewere agroup fromthe start—
aproper group. It’sgotto the statewhereit’sall
wewanttodo.”

So the nextweek down the Mercer, the crowd was
twice asbigand there were twice as many people
dancing. The Dollsare makingitin an old-fashioned
way. There’sno hype-they’rejustthe bestnew,
youngbandI've everseen. Yes, young. Roy Hollingworth

MELODY MAKER

EDNESDAY 10PM, THE Mercer Arts

§ ; ; ; Centre, Greenwich Village: and now for

something completely different.

The Mercerisan extremely comfortable Arts Lab
thathas thrown up several names, including Dustin
Hoffman. It consists ofamaze of concertroomsand
extremelymodern theatres. Wayin thebackin the
OscarWilde Room, astrobelight flicks slowly,
pickingoutastage that contains onlyonemicand
threekeyboard machines.

Thereareahandful of peoplein
theroom. Theydon'ttalk, and the
strobejustflicks. Itselectrical flick
ishypnotising.

Then two figuresappear—oneis
dressedlazilyin casual clothes, the
otherisdressed tokill. Hisfaceis
coveredin glitter. His clothesare
shoddyandblack, and on the back of
hisleatherjacketisjewelled Suicide.

Yes, thisis Suicide, a two-piece that
makeappearances everynowand then.
Theyare appearances toremember.

The onlymusic-assuch—comesfrom
themanipulation of thekeyboards.
The power and effectisstartling. First
adrone, keepingboth there, and then
ingeniously spinningmorewebs on the
top. It'sloud—butneedsto be, forthe
songaboutto bedelivered consists of
onlytwo chords.

Itisaheady, starktrip. The starkest
trip'veever seen. The singer stalks the
stage, and atfull volume shouts words
aboutlove through the speakers. The
chordsjustoozeupand down, and they
aresludgyanddirty, and the texture
gainedissorightastoberichly exciting.

It'slike havinga clawrip downyourback. Itlurks onwards, and the
singer jumps offthe stage and crawls over the floor. “Iloveyou,” he sings

inthisevilvoice.

Afterabout 15 minutes of this same number, somebodymade toleave,
washarassed by the singer first, and finally fled through the door. The

Suicide’sAlan Vega
performs“APunk
Mass” atthe Project
of Living Artists,
GreeneStreet,New
York City,May1973

doorshouldhavebeenlocked for full effect.
Itwashellinside there.

Onebyone, peopleleftasthedirge grew
onwards. Itwas a pleasurable case of just
howmuch could be taken, of possibly the
mostfrightening blend of music going
around today.

Itwas fascinating—howtwo people
could createsuchathickwall of sound
and atmosphere was an unbelievable
achievement.Itroared, and groaned, and the
singer smacked himselfon the head with the
micacoupleoftimes, and thenfellinaheapin
acorner—andwhimpered.

Was this the end of music asweknowit?

Ooooooh!Itwas creepy.

The nextnumberwassovicious thatI putmy
handsovermyears. Itclawed into theairwith
suchmalice. So dramatic, sowell done. Really,
itwasincredible.

Suicidewere certainly the mostawful
sightever—andyet,in themostbizarre way,
itwas a therapyfor the mind.

Whathasrock created? In New York Cityithas created things that
reach from the pinnacle of obscenity, throughhapless-lazyrock'n’roll,
toboredom, and to sheer musical vomit.

It'slikeitbeingin asewn-up sack.Itdoesn’tknowhowto getout, and it
mostcertainlydoesn’'tknowwhereit’s going. RoyHollingworth e

© PAUL ZONE
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Peter Gabrielin
1972:“Thereisan
elementof escapism
init,butthereis
nothingto do with
the drugculture”
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GENESIS

“We've

They failed as pop
songwriters. As a

theatrical rock group
with elaborate
lighting requirements,

are doing

very well indeed. “The
energy flowsin,” says
Peter Gabriel, “and
we push it out”.

GETTY

started
totake
control”

MELODY MAKER

ETER GABRIELIS a quiet and nervous chap. He sits
twisting his hands while his eyes bore from a high
forehead that mightindicate supreme intelligence, or
is simply the result of shaving part of his scalp.
Heponders awhile, then out comes arush of sentences,
amessage to the outer world. Getitdown quickly;
because transmission maysuddenly cease, and Peterwill be winding
himselfupinsideagain.
“Trybeer,” Isuggested. “Ithelpsyourelax.” Peter shook hishead.
“Coke,” hesaid faintly. “I'llhave a Coke.”
Notbad going, because Peter, the flute player who will take on amotley
audience with menacingverbiage, had thricerefused refreshments,
evenwhile his fellow musicians
were gladlyabsorbinglager. o
Itnever ceases to cause surprise JOHN & TONY SMITH in association with
thatthe most extrovert characters MOTHER MANAGEMENT present
onstage prove to bemild-

mannered, gentle soulsawayfrom
theglare offootlights and strobe.
There wasJimiHendrix, P] Proby,

Arthur Brown, Keith Emerson, all

ablurofflamingguitars, ripping GENESIS

trousers, blazinghelmetsand

flashingknives whilston public » RAB NO AKES

Bth Oct. Top Rank, Watlord
Thes. 1o Oct  Trenthem Garden, Stoke-on Tre
Fri. 201 Oct  Top Rank, Bristol
Sat., 215t Oct New Theatre, Oxford
Sun, 22ndOct.  Public Hall. Oreton
. e e  Guildhell. Portemouth

Tues, 3rdOct.  City Hall, Sheffield

Wed., AthOct. Music Hall, Aberdeen

Fri. 6thOct.  Green's Play House, Glasgow
Sat. TthOct.  Empire, Edinburgh

Toee  10th Oct.  Free Trade Hall, Manchester
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display. Butbehind the scenes—just plain old-world courtesy every time.
AndPeter Gabriel, who canhold an audience with hypnotic ease,and
launchinto the most powerfulflights of fantasy, hasnone of the
brashness normally associated with the hard-gigging rock musician.
Peter and Genesis have come alongway since their debut album under
the auspices of Jonathan King, who produced them backin the dark ages.
Theirmusicand attitudeshave changed, improved, and progressed,
untiltheyhavereached that mostexciting time for all groups, when they
haven'tquite cracked the publicitybarrier, but are enjoying the much more
worthwhileandrewardingacclaim of genuinely appreciative audiences.
For Genesis have their fans, who knowabout the music, and the lyrics
andtheact, and plottheir course through the clubs and corn exchanges.
They cheerwhen Peterlaunchesinto a brief

“Itchanged when Phil came alongand Steve joined on guitar. And it
will change again, because we will be doing all new stufffor our next
album. It'sthe only time we can get to write—when weworkonan album.
WehopetohaveanewshowbyJanuary, which willbe acomplete
musical presentation.”

Said Phil, “We’llbe usingback projection with abigscreen behind us.
Whatwe've gotatthemomentisverybasicasfaraslights go. Alot oflight
shows are justrubbish, with pretty patterns playing on the band. We went
throughaperiod when one of ourroadiesleftusand thelightsjustdidn’t
happen. Itwasbad karma. Butwithlights—anything dramatic thathelps
themusicisvalid.”

Peterbegan tomuse. “Originallywe tried to do folk-type numbers, and
it’sallworked up toa crescendo. Nowwe’ve got

resume of the plot of “Musical Box”, one of their
mostemotive pieces. And theyleap to applaud
when thelights explode to the music with
brilliant timing.

Whatstruckme mostabout theband, after
nothavingseenthemforayearorso,wasthe
strange aura they managed to sustain, even
within the municipal confines of the Watford
Town Hall. They seem to be super-relaxed,
or floating, which probably stems from the
habitofthe guitaristsinsittingdown to play.
Evendelays betweennumbers donotseem to
matter. The audience knows the next piece will

“It was hard
to get across
on a single
what the band
is all about”

anactwe'vestarted to take control of the
audiences. Inthe past, webodged ourway
throughthings.

“Isupposeitstarted foruse atthelegendary
Friars, Aylesbury. That'swhere peoplefirst got
toknowus.It’sall builtup mostly through gigs
rather than publicity. People seem to know our
numbers, and those who dislike our music the
firsttime, pickup onuslater.”

“HappyThe Man” wastheirlastsingle
release, anditdidn’tknockme out. Butafter
hearingitlive, it’sasongl constantlywhistle, in
tuneless fashion. Said Phil, “Itwas hard to get

beequally complex.

Thestrongestinterplay seems to come
between theirremarkable drummer Phil Collins and Gabriel, probably
becausePhilhasastrongpersonalityand Peter used to be adrummer. In
fact, Petestillhangsontoasolitarybass drumwhich herapsfromtimeto
time, between singingand fluting.

Thefeelingand excitement of aband thatishappening musically, and
knowsit, isonlyrarely experienced. Ithappened for Led Zeppelin, The
Nice, Jethro Tulland afew others when they were just starting outas
supportbandsorlocal clubattractions.

Thatfeelingishappeningnowwith Genesis, although they are not
entirely convinced thatsuccessisjustaround the corner. Howdo they
feelabout “success”, howwill theband evolve? And how do theyfeel
aboutsuch contemporaries as Alice Cooper and David Bowie? Peter, Phil
and guitarist Steve Hackettassembled to talk thisweekin London, just
priortoalightningassaulton Holland.

“Yes, our stylehas changed alot—evolvedin thelastyear,” said Peter,
sinking onto an uncomfortable stool and wobblingslightly.

“Welike to create amoody,
dreamlike qualityinthe
music”: Genesisin1972-
(I-r)Mike Rutherford, Tony
Banks, Phil Collins, Steve
Hackettand Peter Gabriel
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acrossonasingleinthree minuteswhatthe
bandisallabout.”

Sowhatisthebandallabout?

“Idon’tconsciouslythinkaboutitallasanact,” said Peter, whose stage
movements have aballetic quality that could earn him an audition at
Covent Garden. “Alot of itis based on fantasies, without them taking over
from the music. Thereisalot of freedomin the music. Nobodyhas to
compromise too much. Inourwriting, weare tryingto dosomething that
hasn’tbeen donebefore, and thatis towrite acombination of sections
thatmatch.

“Wehave anumber called ‘Musical Box’ thatis composedin thisway.
It's quite acomplicated story—about
aspiritthatreturnstobodily form
andmeetsaVictoriangirl. Hehasthe
appearance ofanold manandthe
relations with the youngladyare
somewhatperverted, so he gets
bumped offinto the never-never.”

enesis

hajhy the man

/ Seven stones
o



Who'’stheleader of the group? Peter?

“No!Wejustsquabble. We have ademocratic system.
Therearefiveinthe group and threerepresentsa
majority. Whenwe are on stage, wereallyfeel the energy
comingoff-man.” Peterlaughed. “Thatsounds
American. The energyflowsin,and we pushitout. We
needsuccessto getthebandinto thenextstage. And
anyway, thebandis£14,000in thered at the moment.”
Chris Welch

MELODY MAKER

PARTICULARQUALITY OF certain
Asuccessful groups has been their ability to

create moods, to take an audience alittle
further than the surface excitement of an insistent
rock beat. Their entire performance is calculated to
one end-to grab and disturb listeners, to play upon
their emotions.

Genesisare such aband, and asaresultof abundant
ideasandnovel approach, theyhave gained an almost
fanatical following, who enjoy the jokes, delightin
perversityand willboo the band thelength of the
motorways. During two years existence of their present
lineup, theyhave gradually developed a personality
thatappeals strongly to connoisseurs of eccentric
Englishrock. And when Peter Gabriel, partially shaven
lead singer, coolly suggests thatloyal fans might care
tobarrack performances, instead of giving vent to
the usual standingovation, they oblige with good
cheer—andboo.

Thehistory of Genesis is nowfairly familiar. Suffice to
say for thosewho knownaughtof theirworksthat the
coreoftheband came from Charterhouse school, where
Peterand friends had daydreams of writing hit songs for
Dusty Springfield. Theywere encouraged by an old boy
whoused tovisit the school-Jonathan King.

“Therewere four of us songwriters,” says Peter; “Tony
and Mike of the present group and Anthony Phillips.
Butoursongwritingwas marked by a tremendouslack
of success. Wewerewriting straight songs. I thinkwe
had one coverversion thatwasrecorded by Rita
Pavone’s brother.

A touch of
Gilbert &
Sullivan

MM SEPT 30

Genesis

CHARISMA

Onceinawhilethereisaneventon
the album front, an occasion when
anew releaseis greeted with eager
anticipation, and notjust perfunctory
acceptance. Foxtrotissuchanalbum.

A milestoneinthe group’s career, itis
also animportant point of development
in British group music. For Genesis
have reached a creative peak with this
collection of songs. The lyrics are
absorbing, andrange from the social
comment of “Get’Em Out By Friday”,
to amixture of myth and fantasy.

Thereisakind of gripping menace
in the combination of Phil Collins’ and
Peter Gabriel's vocals, while the band
interprets the themes with great care
and ability.

The creation of moodsis the basis of
Genesis, and they have managed to
transfer those in highly successful
fashion from their stage art. Tony
Banks’ Mellotron and other assorted
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keyboards play agreat
partinsettingup the

atmosphere, while Phil Collins’ fine
drumming holds the arrangements
together and pushesthemalong.In
somerespects there are detectable
similarities to Yes in their concept, and
one theme in particular reminds me of
“Sweet Dreams”.

Butin the mainthereisgreat
originality in their work, and pieces
like “Time Table” have a quality of
beauty. The lyrics of “Get’Em Out”
are particularly good: “Irepresent a firm
of gentlemen who recently purchased
this house and allthe others inthe
road/In the interest of humanity
we've found a better place for you to
go-go-go”. Thereisatouch of Gilbert
&Sullivan and Victorianirony
evident here.

Between them the band summon
up aremarkable array of instruments
which give a sweeping grandeur to
the sound. Chris Welch

“Wetried to getaband together asavehicle for our songwriting, and
thatalso failed. Wewent flogging our wares around the business, and
mostpeople turned us down. The Moody Blues showed an interest,and
thenwe met Strat (manager Tony Stratton-Smith). There was atime
whenwe heard of an American group called Genesis, and we changed
ourname to Revelation. We then heard theyhad disintegrated and
switched backto Genesis.”

The grouprecordeditsfirstalbum with Jonathan Kingin 1968, butit
borelittle resemblance to the present-day Genesis and so theylike to call
theirlatestalbum, Foxtrot (Charisma), their third, althoughit’s their
fourth. “We tried towrite some structured songsin those days,” recalls
Peter, “but the publishersdidn’tlike thematall. This was before we went
ontheroad, and wewere playing for our own pleasure. [ suppose our
ideaswere fairlyidealised and abit over-romantic. Initally the band was
avehicle forwritingandithas developed aswe have gained experience.
Westarted outwith a small, hard core of followers, who gave usagood
welcome wherever we went.”

Howdid Peter explain theirappeal? “It was the flights ofimagination
and thelyrics probably atfirst. Nowit’s abit different as we have amore
extremestageact.It’'sall been there for two years, butwe have tried to
improveonit.”

Peteremphasised thattheideasin theband came from each member.
“They’renotallmine, youknow-it’saverydemocratic system.”

Partoftheirdevelopmenthasbeen anincreasingly clever use oflighting
inthe desire tomake their showvisually exciting. “We have a fairly
integrated lightshow thatrelates more to the music than most. Lights are
often trimmings and they getin the way of the band. They don’t convey
the different moodswith different colours.”

ButGenesis planto changeall that. “We’re goingto get two light towers,
twoonstage and twointhe audience. And we wantawhite circular

backcloth. It'sa petidea of mine to have semi-circular backclothwhich
willhopefully giveus alargereflective surface.”

How close were Genesis to theiraudiences? “Wehad a greatnightat
Aylesburyrecentlywhenwe asked the audience toboo instead of cheer.
Thenlastnightwe played at Greenford and itwas easy torecognise the
Aylesbury contingent—theywerereallyabusive. Theyreallyareagreat
audience! Theylike the conceptof our music and we like people tolike us
—it’sverysimple.

“Welike to create amoody, dream-like quality in themusic, and we use
ourstageacttoenhancethe moods. We don’tappear to have much

humourbutthereare thingswelaughatand we
are puttingmore humourand more subversion
into themusic. Thereis an elementofescapism
init, butthereisnothingto dowith thedrug :
culture, whichIdon’tlike. We should be able ;
to create and sustainmoods on anaturallevel. B AN

Idon’tthinkdrug-induced states are valuable.
“Sometimeswelike to say that the audience
enjoys the music, butreally the music enjoys
theaudience. Personally, Ilike to seeany
response that people want to give. If people
wanttodancetheycan.Ithinkthat’sgreat. On
thewhole, people areinhibited, myself
included. Any expression to musicis pleasure.
Genesis brings express relief. Well, it works for
me.Icangetcompletely engrossedinthe
music. Rhythm for the body, and stufffor the
mind. The power of musicis unlimited. Inthe
future, musicwillbe used to heal, whereas
nowitoften makes people sick.” Chris Welch ®

BOOED
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RoxyMusicatthe Royal
College Of Art,London,
July5,1972:(l-r) Andy
Mackay, Paul Thompson,
BryanFerry,BrianEno, Phil
ManzaneraandRikKenton
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LMOSTAYEAR ago to the week, Bryan Ferrysatin
acouncil flatin Shepherds Bush and explained his
timetable for the next year. He had this band called
Roxy, and he said that they were going to make it “in
as civilised away as possible.”

Allhewanted was the best management, the best
agency, thebestrecord companyand alarge bagofgold coins—andifhe
gotthem, heknew theband would beverygood, and very popular. One
year later, theirmanagementis EG, their agency Chrysalis, theirrecord
companyIsland-and theirfirstalbum’s at Number 29 in the MM chart.
They're playing the best gigs (with Alice at Wembleylast month, Bowie at
the Rainbownext), and in November they’re offto the States. Their first
single comes outthisweek andifitdoesn'tmake the chart, thenit’llbe the
firstthing that’s gone wrongin 12 months. For ifRoxy Music go very much
further, they’llbe one of the greatsuccess stories of modern times.

Oneimaginesthatcountless hard-gigging pros, up and down the
island, are swearingtheir heads offat the way Roxyhave taken off. After
all, onlyacouple of the band’s sixmembers have anyreal experience of
lifeontheroad. Dues paying, asfaras Roxyis concerned, hasbeen
virtually eliminated by acombination ofimaginative excellence and
intelligent strategy. And these two adjectives—imaginative and
intelligent—prettywell sum up where they score over the muddy morass
of mediocre pickers truckin’ nightlyup and down the M1.

Alarge partinthe success hasbeen played byJohn Peel -who, with his
producersJohn Muirand John Walters, has given themregularairtime
sincetheveryearlydays. They’re playing Crystal Palace this Saturday,
with Edgar Winter, Osibisa, Stone The Crows and others. Certainly, many
new listenerswillbecome ardentfans through exposure to their blend of
wittyvisual styleand Ferry’s strange, compellingsongs. There canbe
little doubt that they’re moving the music forward, stylistically and
aesthetically, whilereaffirmingthestrength and validity of itsroots.

BryanFerryiswearingasomewhatdistracted air these days. His
album’sinthe chart, he’smovinghouse, he’s trying to write some new
songs—toomuch tobetakeninatonce. Howdoesitfeel, Bryan? “Couldn’t
tellyou.Ifeelinacompletevoid atthe moment... very unsettled. It'l1 get
betterwhenwe go to the States. .. the travellingwill be more interesting.”

Facts:he comes from County Durham, is 26 years old, and studied Fine
Art (paintingand sculpture to you) at Newcastle University. Started
singingin soul bands, notably Gas Board, and thenreturned to painting.
Wonascholarship from the Royal College OfArt, exhibited his ceramics,
andveered awayagainin the winter of 1970, whenhe began teaching
himselfto play piano, and started a period of intense writingwhich
produced most of the music Roxy Music plays today.

Theirsingle, “Virginia Plain”, exemplifies hisapproach to writing,
which freely criss-crosses between the visualand aural arts. It'sbased
around a painting ofthe same namewhich he did yearsago, and whichis
itselfa three-way pun. The name, of course, comes from abrand of
American cigarettes—and the painting consists of alarge cigarette pack,
with themotifofagirl, placed at the end ofa plain; so the cigarettes are
VirginiaPlain, the girlis Virginia Plain and the plainis Virginia Plain.
Howittranslatesinto the songisrather more complex. “The paintingwas
asortofthrowawaywatercolour,” he says, “and the songhaslots oflittle
images and throwawaylines. The paintingwas donein’64, and although
thesongwaswritten thisyear, it reflects the feeling of that time—Iwasup
inNewcastle, livingwith aguywho’d helped Warhol to make the Marilyn
(Monroe) silkscreens. It’sawhole
American Dreamthing, livingup
thereyetconstantly thinkingabout
Warhol’s Factory and BabyJane
Holzer. It's gotsome other thingsin
itnow: Vegas, Nevada, Route66...”

Thesharp-eared will catch theline
“BabyJane’sin Acapulco/Weare
flyingdown to Rio”, whichreflects
howBryan can translate cinematic
referencestosong (ashedidinthe
album’s “2HB”). There’salso afew
seconds of motorbike noise-shades
of “Leader Of The Pack”.

“It’sabid to geton Top Of The Pops,
actually... justawaytomeetPan’s

Koy /i [‘“"E
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People.Ithinkasingleisnecessary; afterall, mostofthe best
thingsin pop have been donein thatmedium. We've always
wanted to make them, and I don’twant people to thinkit’s
acop-out-that’ssilly. There’snothingwrong with being
commercialifit’sgood,like The Who and the Stones. I'dlike
oursingletobethoughtofinthatarea.”

Willitbe ahit? “It could be much stronger. We did alive
version for the BBC yesterdaywhich was full of power—
thickand rough. Buttherecord has somefinebits. Oh, I
don’tknowwhatto think ofthingsany more.”

Bryanwants to make their second album much quicker
and cheaperthan thefirst—whichitselfwasn’t expensive
tomake. “We’lljustdo a couple of takes on each number to
geta ‘live’ sound... There weren'tenough mistakes on the
firstalbum.It’llbe muchwilder.” He’s frustrated by the
factthathe can’thear properlywhat theysoundlike on
stage— “and people saywe're much betterlive than on
record. I never expected that-Ialways expected thatwe'd
bearecordingband, really. ButI'mreally pleased aboutit.”

AndyMackaywould have made a greathipster,had he
beenborn25yearsearlier. Almost over-endowed with
cool,he’dbegreatinazootsuitand anaked-ladytie. As
thingsare, Andyaddsalot to RoxyMusic, in terms of style.
Hisplayingisn’'tsecondary, though.
Asbefitsafancier of King Curtisand
EarlBostic, his contributions are
trenchantand memorable.

Hebeganmusicallifeasateenage
oboeistinthe London Schools
Symphony Orchestraand didn’t take
up the saxophone untilhe went to
Reading University, where he took
apleasant coursewhich combined
Musicwith English Literature (How?
“Old English madrigals”). Unusually
forareedman, hehadnojazz
influence whatever and playedin
acollegesoulband called Nova
Express, aswellasjoining the
university orchestra. He alsobecame heavilyinvolved in avant-garde
musicand began to organise concertswith guestartistsfrom London.
Amonghisinfluencesat this time were Morton Feldman and John Cage.

Leavingin 68, hehungaround London forawhilebefore splitting to the
East, which “was the obligatory thing to do thatyear”. Comingback, he
did odd jobsbeforeleavingagain, this time for Italy. He stayed ayear,
practisingand writing music, and teaching English. Returning, he met
BryaninJanuary'71.

“TknewIhadtobeamusician,and Iwanted tobearockmusician. I
supposelcould’'vebeenaclassical oboeist, butitdidn’tseem free enough;
andIcouldn’thave supported myselfby playingelectronic music—also
theaudienceisverylimited, the onlywayIcould beamusicianwasin
rock—butwith peoplewhohadalotofideas. The way we tackledit... we
could have gone ontheroad and played all the colleges, but very early on
wedecided to doitthe other way, to do onlywhatwe wanted. Beingon the
road for the first timeis great—I haven’t enjoyed myselfsomuchinyears.”

Andyisverymuchinvolvedin theband’s visual style. “Last yearI'd have
beenverysurprised tofind thatwhatwe’re doingnowissomuchin
fashion. Itseemed veryremote then—
butnow, it'safeelingthat’saround that
we happentorepresent. We'd gotitall
worked out by the middle oflastyear,
soit’snotjustsomethingwe’ve
jumpedonall ofasudden.

“Ifthe singleisasuccess, we'llattract
differentkinds ofaudiences and we’ll
befreertodomorethings. Already
there’s pressure, because people are
expectingcertain thingsfromus...
TIjusthope thatit’s pressure to come
upwithcreativeideas.”

While therest oftheband were
mixingthe B-side of the newsingle,
Brian Enowassittingin the control
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boothwithasetoflogtables, anotebookand arapidlyblunting pencil.
“Iwokeup thismorning,” quoth he, “with atheoryabout prime
numbers.” The column of numbersin the notebook grew apace.

With stripey-dyed hair and pallid maquillage, Eno operates the band’s
synthesizer, prepared tapes and other electronicaids. He also does anifty
lineinback-up vocals. Having spenthis early yearsneara USAF base, his
interestinrockislong-term (“We used to get the new Americanrecords
fromthe PXstores”). AtartschoolinIpswichin the mid-'60s, he
discovered the properties of the common, domestic tape recorder—and
within three or fouryearshad amassed noless than 30 such devices.

“Irealised thattherewere certain areas of music you could enter
withoutactuallylearninganinstrument, which atmyageIcertainly
wasn’taboutto do.” AtWinchester School Of Artbetween '66 and '69, he
made himselfpresident of the Students’ Union and spent the union funds
onhiring prestigious avant-garde musicians to come and lecture—
mostlyto himself. He also collaborated with some of the famous men:
Cornelius Cardew, Christian Wolff, John Tilburyand Morton Feldman.
Influenced by Cardew’s piece called “Schooltime Composition”, Cage’s
book Silenceand the Systems Artists (“Theiremphasisis on the
proceduresrather than the end product”), hewas brought to Reading
Universitytolecture by one Andrew Mackay.

Yearslater, when Andyhad just met Ferry,

Roxyworkingonsecond
album For YourPleasure
withproducer Chris
Thomas(farright)inAIR
— Studios,centralLondon

thesound of the otherinstruments. You getanice quality-the skill of the
performer, transformed by electronics. Neither the player nor [Iknow
whateach otherwill do-~whichmeansyougetsomenice accidents.”

Apartfrom possessingone of the finest drum kitsI've ever seen, Paul
Thompsonwas, until the arrival of Rik Kenton, the onlymember of Roxy
Musicto have been through therock’n’roll mill, and towhom life on the
road wasn'tsomething ofashock. Paulis from Newcastle, and started
playingbefore heleftschool. He worked in ashipyard forayear,and then
played with variousbands—The Influence, Yellow and Smokestack
amongthem. He came down to London with Smokestack earlylastyear.
“Butitfelltobits afterawhile, and Iwentbackhome and did nothing.” His
determination rebuilt, he returned to London afewmonthslaterand
worked onabuildingsite whilelooking around foraband.

Heand Roxy Musicmet each other through anadin the MM. “Wonder
drummerrequired for avant-rockgroup,” it said, and after an audition he
wasin. Ontheface of, itdoesn’'tseem aband any self-respectingheavy
funkmerchantwould associate with. Not, infact, drummers’ music.

“I'mnotinto drummers’ music,” says Paul. “I'm into group music,
somethingthatcomesoutofaunit.I'd never played anythinglike it
before, butI'd always wanted to do something outof the ordinary.Ican’t
stand theheavybands thatjust playriffs—only Led Zeppelin are good
enough to getawaywithit. [ tryto play

Andyand Enobumpedinto each otheronthe
tube, and Enowasinvited tojoin the group,
playing Andy’s VCS3 synthesizer. Nowhe uses
fourtape machinesathome, transferringthe
results toan Ampex cassette machine for gigs.
Soonhe’llbe gettinganew synthesizer,
incorporatingamemory circuitwhich will
retain any sequence ofnotes, up to256infact.
It'llalso have various custom devices, including
phasersand phase shiftersand “a device which
givesthe effectof quadintwo speakers—honest!”
He’salsoabouttoacquireaspeciallong-delay
echounit, with arepeat ofup to 15minutes. “At
themoment, I'mmostlyinterestedinmodifying

“There’sa
feeling around
that we
happen to
represent”

melodicallyaswellasrhythmically, andI'try

to create my ownlicks. Forinstance, when
drummers gorightround thekit, they almost
alwaysdoitclockwise. Itseemstobe thenatural
way. Solsometimes tryitanti-clockwise—and
itsoundsreallyinteresting.”

Atfirst, Paul wasratherreticentabout
wearing makeup and strange garb on stage,
havingbeen broughtupinthejeans-and-
sweatshirtschool. “Iwasabitreluctantatfirst,
becauseI'mbasically shy—ahh!-butI'velost
thatasthe group’s gotbetter known. Withall
theotherbandsI'vebeenin, whenwewalked
onstagenothinghappened. With RoxyMusic, »
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theaudience takesnoticerightaway. There’sanimmediateimpact.”

PhilManzanera’s association with Roxybegan when he was invited to be
the group’ssound mixer. Soon hereplaced David O'List—and his bejewelled
shadesarenowanintegral partofthe group’steenappeal. Bornin London,
hespenthis childhood moving between Cuba, Hawaiiand Venezuela,
which ensured he was exposed to the youth culture of North America.

“Thefirst451everhad was ‘Teenager In Love’,” he says. “Iwas
brainwashed, andI've neverrecovered.Iused towatch all the old Shindig
showsonTV,andIstarted playing guitarwhenIwas 12— ‘Wipe Out’and
thingslike that. Nothing too difficult. Iwas completely sweptup by the
Beatles/Stones thing. That provided alot of the impetus forme.”

He camebackto go to Dulwich College, and formed a group with bassist
BillMacCormickand drummer Charles Hayward. It was the psychedelic
era, theywere known as Quiet Sun, with a heavy Soft Machine influence,
because Bill's mother knew Robert Wyatt’s mother, and theywere into the
Softsright from the “Love Makes Sweet Music” single. “When we got Dave
Jarrattin onkeyboards, we started experimentingwith time alot. Butit
fizzled out—nointerest from outside, and nowork.” MacCormick, of course,
isnowwith Wyatt’s Matching Mole. Phil auditioned for Roxy through the
famous MM ad thatalso attracted Paul Thompson, but the band was
lookingfor O’'Listand found him. Phil saw them play a party, though, and
wasstillinterested —so they planned he should mix their sound at gigs. He'd
never done itbefore and was completely baffled by the mixing equipment—
butfortunately O’'Listleftin time and Philwasinvited tojoin.

Hisinfluences on guitarwere originally George Harrison and Chuck Berry
—morerecently, RandyCalifornia, Lou Reed and Jimi. “McLaughlin’snotan
influence-atacertain pointI decided I'd neverreach thatstage of technical
ability. Roxy Musicfitsinwith myideas of playing guitar,and with my
limitations. Ithink people are getting fed up with long guitarsolos, because
veryfewpeople can maintain thatlevel of creativity for any period of time -
those who canare mostly playingjazzanyway. Perhaps after playingwith
QuietSun foralongtime, 'mreacting the opposite way—gettinginto songs
andsimplerock’n’rollmusic.Ilike tobe economical,and I'd rather play two
barsofsomethingnice thanhalfan hour ofsomethingmediocre.”

Thompson’s drums to provide a tough, tight platform over which the

instrumental lunacies of the front line can stretch unworried. Rik started off
playing organ and guitar in Nottingham about five years ago, withlocal bands like
Woody Kern. It was mostly soul music and jazzy blues, untilhe came to London in
’69 to audition for a band called Mouseproof, on bass for the first time.

“Thatband wasn’tfarawayfrom what'shappening,” he says. “The guywasinto tapes
andstuff, buthe wanted a three-pieceband and it wasn't that successful. I played with
them foralongtime-theirmanagerwasJack DeJohnette’s brother-in-law, by the way.”

From Mouseproofhejoined Armada, meeting crazed American tenorist Gary Windo
—“who taughtmealotabout the technology of music. Just playingwithhim wasan
experience, he’s quite amusician.” Armadawas anotherjazz-influenced outfit, and
through meetingvarious newfriends, including ex-King Crimson drummer Mike
Giles, Rikbegan to getinto the aspects of bass playing exemplified by the great Richard
Davis. The band lasted 18 months and then he met Leigh Stevens, formerly guitarist
with the American prototype heavy band Blue Cheer.

“Leighwasabiginfluence because he was aside ofrockI'd never metbefore. I played
with him forabout three months—we didn’t do any gigs, though. Itwashard to geton
becauseLeigh didn’tseem towanttoand, althoughhe’sverytalented, he didn'thave
any confidence. Thatfinishedlast Christmas, and whileIdid alot ofauditions, I couldn’t
reallyfind whatIwasafter. EventuallyI got together with Roxy through knowing Pete
Sinfield and the people around the King Crimson scene.I'd heard the albumandIliked
Bryan’ssongsand voice, and Andy’s oboe-playing. Sowhen Graham left, [joined!”

Nerve-rackingly, his first gigwith them was the Lincoln Festival on May 27. “Being on
theroad hasgiventhebandalotofsoul,” he says. “From the outside it maynotlooklike
amusicians’band, butitis—itgives mealotofscope, because the musicvaries so much
andI'm called onto do different things. There are fourlead instruments, soThave tobe
carefulnotto overplaywhenI'msupposed tobelayingdownarhythmfeel, butat
other times there maybe onlyme and Phil playing. As Bryan gets more confident on
piano, it'llloosen up even more!” He’s agreat admirer of melodic bass players—
McCartney, some of Jack Bruce’s work and the Motown session men in particular.

“Ikeep makingdiscoveries about the Motown guys. Alot of bassists forget about
dynamics—-forinstance, the pinnacle ofaphrase should belouder than therest.It’salso
somethingto dowith playingnear the bottom of the fretboard, to giveacertaindepth.”

Rikbelieves that Roxy’s greateststrengthisitsall-encompassingattitude. “In Bryan’s
voice, we've got something that’sidentifiable straight away, sowe haven'tgot to keep
themusicstraightin order toretaina ‘Roxysound’. That’s one of thereasons why
there’s plenty of room for the band to grow. It’s very stimulating.” Richard Williams e

RIK KENTON’S ROLE, as Roxy’s bassist, is generally to mesh with Paul
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So man
from the past have
been forgotten”

MM JULY 1

ashuddering halt as Eno’s synthesizer simulated

the sound of Firestone Wide Ovals being pushed
past their limit around a fast curve. The short final
chord was almost obscured by the cheers and
clapping. This was last Sunday night at the Greyhound
in Croydon, South London’s answer to Manhattan and
SpaghettiJunctionrolledinto one.

It could have been several places over the past few
weeks, because almost everywhere they’ve been, Roxy
Music have been greeted with the kind of warmthall
new bands crave, but few ever achieve. To those who've
watched the band’s progress closely inrecent months,
it comes as no surprise that audiences are taking to
them without being told to. Roxy’s brand of skiffle is
altogether too good for anyone to miss -alovely blend
of surprise and satisfaction. They seem to combine so
many good thingsinto one tightly compressed
package: good writing and playing, humour, dazzling
visuals, and shocks galore. Anyone who puts themin
arock-revivalistbagis missing the whole point.

Bryan Ferry, writer, singer, pianist and embryonic
cultural superstar, explains: “Only two songs on the
album - ‘Would You Believe?’ and ‘Bitters End’ - use
elements of '50s and '60s music. And ‘Bitters End’is
quite serious - the ambiguity of the doo-woppingin the
background, which gives people a certainimage,
against the words, which are strange and not at all the
kind of thing you'd usually find in that musical context.

“Actually,‘Would You Believe?’is the most
restricting thing we do - far less satisfying than the

PAUL THOMPSON’S TOM-TOMS groundslowly to



rest-becauseit’saveryset thing, alittle
cameo withnoroomforimprovement or
interestingimprovising. It's very much
something we have to act through, andif we're
notinthe moodthere’snotmuchwe cando.”
Therestof the songs abound with references
to earlier pop - like the “quotes” on “Re-Make/
Re-Model” or the Joe Meek-style production
touches on “Ladytron”. Ferry says: “It seems to
be nice to have something thatisrichinvariety,
and so many things from the past have been
forgotten. It would be terrific, for instance, to
have real violins on stage playing like the
strings on ‘Will You Still Love Me Tomorrow'.
“We're eclectic, certainly, butit’snot somuch
cribbing -these elements are used witha
point,and that’s the strength

abrilliant debut albumbehind them, they're
playing Wembley’s Empire Pool tomorrow
night (Friday) as the sole support to Alice
Cooper. “Sofar, everything we've tried has
been fairly successful,” Bryan says.

It’s particularly enjoyable for the three
members who haven’tbeen on the road
before:reedman Andy Mackay, electronics
manipulator Eno and Ferry himself. Ferry’s
responses are coloured by his experience as
apainter and sculptor: “It’s strange to do
somethingand be cheered for it,whenyou're
used to acool reaction to anything you've ever
donebefore. It's much nicer this way, and the
audiencesreally do seem to appreciate the
fact that we perform, rather thanjust play.”
The songsin their current

of the group.” What'sreally
surprised himis the way
these back-referencesare
going down with an audience
whichis presumably too
young to have heard them
thefirsttime around: “At
some placesthey've been
veryyoungindeed, but the
reaction has been amazingly

“We want to
get through to
different people
on different
levels”

repertoire come almost
exclusively from the period
between September’70and
May '71when Bryan wrote
agreatdeal.Butnowhe'’s
having trouble finding the
time and space to write.

“l can't work while we're on
theroadand| can't write at
home, because | work best

good. Wewant to get
through to different people on different
levels,so whereas one person, maybe a
Hampstead intellectual, would say,‘How camp?’,
akid would respond by saying, ‘That’s weird!’
The kid would probably get the bigger kick.”
Obviously, it’s allbeen happening very fast
for the band. Only four months ago, they had
nomanager or agent, and had played only a
tiny handful of generally abortive gigs. Now,
with abrand-new bassist (Rik Kenton), and

late at night and the
neighbours go spare. What | need is a semi-
detached bungalow in Esher and afew weeks
off to absorb some information from outside.”
Bryanrecognises that life on the road canlead
tothe kind of introspection that manifests
itself in so many supremely boring songs.

His official biography states thathe names
Duchamp and Warhol as two significant
musical influences. Bryan thinksit’s too bald
and sounds pseud, and elaborates: “Someone

July5,1972:performing
attheRoyal College Of
Artvideostudioin
Londonwhilemaking
theirfirstpromo film

GROYDON
—— GREYHOUND ——
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like Picasso develops astyle and then flogsiit
to death. Marcel Duchamp was a kind of will-o*
the-wisp of art, lending his hand to all kinds of
activity - which one would wish to emulate.
Warhol'sideais to make art with as little effort
aspossible -he’sanideas man, really. And if
youhave faithinanidea, it is easy to make it
happen. The main thing about our musicis still
its surprise. [t would be terrific to have the
second album sound nothing like the first.
We're not the kind of band to find aformula
and thenstick toit. That's deathly!”

Future plansinclude their first single,a Ferry
song called “Virginia Plain”, to be produced
(like the album) by Pete Sinfield this month.
The song'sbased on one of Bryan’s paintings,
inturninspired by the cigarettes of the same
name and by former Warhol superstar Baby
Jane Holzer. What about success then, Bryan?

“There are so many unknown and
uncontrollable factors. Most of the band have
thisapproach of inspired amateurism, and as
long as we canretainthat we'llbe alright. The
Rock Machineis quite atough beastand very
conventional. We've
gottokeepupthe
energy to question
how things are, and
shift themaroundto
how we feel they
should be, into our
overall scheme. But,
atthe moment, ljust
think goingup and
down the Mifor
thefirsttimeis
very enjoyable.
Richard Williams

BRIAN COOKE/REDFERNS
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August19,1972:atthe
Rainbow TheatreinNorth
London, the Ziggy show
becomesafulltheatrical
eventinvolvingBowie's
formermimeteacher
Lindsay Kemp, dancers,
filmprojectionsand
pre-recordedtapes
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DAVID BOWIE

“He lelt
the stage
- g, Olant”

inspires adulation
with his Ziggy show -
becoming the authentic MELODY MAKER
star many inthe press TWAS RAINING the night Jim met Phil. They were total

strangers to each other, but Philhad asked Jim for a

suggested he might be. cigarette,and well... one thingled to another. They've

become very good friends. Phil still recalls howJim’s hands

Gorrespondents from had trembled, though,
They’d gone alongto see David Bowiein Dunstable. Great
Me,Ody Maker and N ME fans of Bowie theywere, and Jim had almost to pinch himselfwhen he
firstheard suchagrand personwasactually comingto thatplace. He

ﬁlﬂd thﬂlr reports. hateditthere. Privately, his mother confided thathe found it difficult

tomake friends at work.

“ He has Stllff gOi “g ThatWednesdaynighthe was there, though, clutchinghis copy of

. thenew David Bowie album, The Rise And Fall Of Ziggy Stardust,
for hl m that most which he hoped David would autograph after the show. Hewas DUNSTABLE
wearinghisred scarf, flungnonchalantly over his shoulder, —— CIVICHALL——

’
people haven t eve“ and hisred platformboots. His hairwaslong down the back

1) but cropped fairly shortontop so
thought Ofyet. am thatitstuckup when he brushed his
fingers throughit. He hated thatit
was darkbrown. He'd promised
himselfthatwhenhe eventually
splitto Londonhe’d haveitdone
brightblond. Hewasjustturned 19.
Philwasoneofthefirsttoarriveat
the CivicHall. He'd stoodin the
queue foranhourand ahalfto get
aticket,sowhenhewasinsidehe
rushed quickly to the frontand
stood beneath the stage. Hewaited
patientlywhile the Flamin’
Groovieswentthrough theirset. He
wasto saylater, infact, that they
were quite super, butafterall, he’d
really goneto see Dave, hadn’the?
Hewasso excited, Philcan’t
remember exactlywhat Bowie
came outwearing, buttowards the
end of the performanceitwas
certain thatthe outfitwas white
satinshirtand trousers, thelegs »

LIVE!

—— JUNE2I ——
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tuckedinto glistening, thick-soled white boots. Helooked like Vogue’s
idea ofwhat the well-dressed astronaut should be wearing. Dareitbe
said? A delicious space oddity.

Alesser hunk of glamourmighthave beenupstaged by guitarist Mick
Ronsonwith hismaroonsequinnedjacket, red lipstickand hair dyed
peroxide asa’50sstarlet, butthough oohsand aaahswere directed his
way, teenage hearts went fluttering out to David; for can anything dim the
splendour of thisravishing creature whom all Britainislearning tolove?

Thenewspaperswere toreportsubsequently thatthis performance
was one of the major turning pointsin David Bowie’sincredible success
story. The man from United Artists Records,

David and his group, and although mutual admiration societieslike
thisare often disappointingego trips, an electrifyingheat came across
thatstage as David and Louroared into “White Light”, “I'm Waiting For
TheMan” and “SweetJane”. Their obvious admiration for each other’s
stylewas great to watch. Bowie did the back-up vocalwork to Lou’s
hauntingsinging, and though his words were hard to pick up, Reed’s
presencewas terrific. In black-sequinned top suitand gold shoes, he
stood with feet trippinginto aneat criss-cross movementatthe breaks
inhissongs—ratherlike The Shadows used to doin thatmuch-mocked
leg-crossing stage movement.

Therewassomethingbeautifully earthy, cool

who knowswhathelikes, was quite sure of that.
Hesaid afterwards that DB was definitely the
biggestthingaround.
Tothosewhohadseenhisactbefore thisyear
theformatwasnotnew. That’s to sayhe started
thesetrockin’ like abitch before coolingdown
somewhatwith “Changes”, asongof mixed
tempos, and then the darkling, apocalyptic
message of “Five Years”, which owes something
lyricallyto LouReed (“IthinkIsawyouinanice-
cream parlour | Drinking milkshakes cold and
long”).And then the acoustic passages with
MickRonson (“Space Oddity” and “Andy
Warhol”), culminatinginasolo version of

“Can anything
dim the
splendour of
this ravishing
creature?”

andallknowingaboutLouReed, and the crowd
who had come mainly to see Bowie were
obviouslyinlove with the memoryofLou’s
Velvet Underground history. Reed nowneeds to
strengthen hissimmering popularity here with
afull-scaletourofhis own. The timeis now.

Butthis concertstillbelonged to Bowie, legs
astrideaswideas possible, his face painted
incongruouslyto projecta Danny La Rue profile
and hisdiction quite splendid. His music
naturally comes mainlyfrom the Ziggy Stardust
hitalbum, butlittle on thisrecord equalsthe
canny “Changes” from the Hunky Doryset, or
the classic “Space Oddity”. At the start the

“Amsterdam”, afebrile accountofrough trade,
asdelightfully coarse asnavy-blueserge.

“Nowsome golden oldies foryou.” Heannounced the number as
written byJack Bruce and Pete Brown. All his fans, of course, needed no
telling. “IFeel Free”, ripped out of the stereo PA system, choreographed by
theflickering strobelighting;it'snotwhatyoudo, it’s the wayyoudoit.
My, howthey clapped and whistled.

Thebandreturned foranencore. Itwas “I'm Waiting For The Man”. But
somethingrather strange washappeningup there onstage. During the
instrumental break, Bowie began chasing Ronson around the stage,
hustlinghim, tryingto presshisbody close. The attendants at the exits
looked twice to seeif they could believe their eyes. The teenage chickies
stared inbewilderment. The men knew but thelittle girls didn’t
understand.Jeees—us!Ithad happened.

Itshould berecorded that the firstact of fellatio on amusical
instrumentin the British Isles took place at Dunstable Civic Hall. How do
youtop that? Youdon't. You get off stage.

After the showwas over, scores of people were stillmilling around. Over
theloudspeaker system Hunky Dorywas playing. The autograph hunters
were crowdinground the dressing-room door, buthe wasn’t seen to
emerge. Moist-eyed boys stillhungaround. After awhile, Jim and Philleft
the placetogether. Michael Watts

MELODY MAKER

HEN ASHOOTING star is heading for the peak, there is
& ; & ; usually one concert at whichit’s possible to declare:
“That’sit... he’smadeit.”

For David Bowie, opportunity knockedloud and clearlast Saturday
atLondon’sRoyal Festival Hall-and heleft the stage a true 1972-style
pop giant, clutching flowers froma girl
whoranupandhuggedandkissed him
whileathrongoffansmilled around the
stage. [twasan exhilaratingsight.

Bowieisgoingtobean old-fashioned,
charismaticidol, for his showis full of
glitter, panache and pace. Dressed
outrageouslyin the tightest multi-
coloured gearimaginable, Bowieis
aflashbackin manyways to pop-star
theatrics ofabout 10yearsago, carrying
onadetachedlove affairwith this
audience, wooing them, yetnever
surrenderingthatvitalaloofnessthat
makes himsslightlyuntouchable.

On Saturday, the magicwasboosted
byanunadvertised appearance by
LouReed. The Americanjammed with

LouReedisa
surpriseguest
attheRFH
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sound wasimperfect, butonce this settled
Bowie came over powerfully, oozingwith histrionic confidence, with
MickRonson turninginapotentlead guitar.

“StarMan”, “Five Years”, “Andy Warhol”, a straight solo on “Amsterdam”
andasuperb encore, “Suffragette City”, were the high spots ofashow
which sawBowie dressed in two outfits, obviouslyrevellingin stardom,
strutting from mic tomic, slaying us allwith adeadly mixture of fragility
and desperate intensity, the undisputed king of Camp Rock.

The concert, presented by Friends Of The Earth to save the doomed
whale, also featured Marmalade and theJSD Band. Itwas Hughie
Nicholson’slastnightwith Marmalade and he will be sorely missed.
DeanFordissinging extremelywelland the group knits together
now even better than theydid on the momentous SongsLP, but
Nicholson’s guitarworkhasbeen abrilliant cornerstone, helping their
musicacross the bridge from straight pop to something more
adventurous. Plagued by sound problems, Marmalade still made it
through asplendid show, with anewish songcalled “Save The Whale”
showingtheirpunchandverve.

Surprise of the night were compere Kenny Everett’s latestraves, The JSD
Band. The commercial presented them as the most exciting discovery
since early Fairportor Steeleye, and so greatwas theirimpact thatno one
will quarrel. Theywent down a storm with their unique mixture of
Scottishreelsand hardrock, and Lindsay Scott’s violin was staggering
initsspeedallied toideasandrockingattack. He
mustbe thebestrock/folkfiddlerin theland.

Bowie, Marmalade and the JSD Band puton
asuperbnight’smusic, because all of them

haveroots. Like Marc, Bowie hasbeenalong
time coming, butamore certain Bolan-
chaserIneversaw. Atthe end, two “Ziggy”

ROYAL FESTIVAL HALL
LONDON ——
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bannerswere extended by fans over the
balcony. Bowie hasarrived—aworthy pin-up
withsuchstyle. Ray Coleman

NME

OING TO THE Rainbow these days is
Gdefinitely anouting, an excursion,

somethingofatreat. Unfamiliarity
breedsrespect, and though the cheerful
hippieswho used to sell you hot dogs and
guide you to your seathave been replaced by
bored-lookingusherettes, there’s still that
thrill as you wait for showtime. Mr and Mrs
FirstNighter... thisis your life.

David Bowie’s showis definitelyaspectacular
inthe grand tradition. ABowie concertisyour
realold BusbyBerkeleyproduction. Bringonthe
dancinggirls—orrather the Astronettes with
LindsayKemp, wheel on the dry-ice machine
and putsome mystiquebackinto thewhole deal.

OpeningactLloyd Watson proved thatthe
bluesdoindeed go on,and on, and on, and on.
He’sagood singer and plays fairslide, buthis
original compositions arereallydire. Harsh
thoughitmaybe, I'mafraid that Lloyd does not
have theweightto playagiglike this. Allhe did
was to ensure that the bar did good business.

With their performance at the Rainbow, Roxy
Music proved that they arenowin amajorband
notjustintheeyes of publicists, friendsand a
fewpartisanjournalists, but to audiences as
well. Starting outwith their glitzy teenage hit
single “Virginia Plain”, they played a tight, neat
setofsongs from their spiffyfirstalbum. Each
number earned asuccessivelywarmer
response, and PhilManzanera’s guitar temper
tantrumwent down especiallywell. They
closed with “Re-Make/Re-Model” and went off
toastandingovation—well, afew people were
standingup to clap and lots more were calling
foran encore. Onwards and upwards—and
here’slookingatyou, kid.

LouReedlater described Bowie’s setas
“amazing, incredible, stupendous—the
greatestthingI've everseen”. While Louisnot
exactlythe mostimpartial of observers on
things Bowie, heknows agood showwhenhe
seesone, and thiswas perhaps the most
consciouslytheatricalrockshow ever staged
—and, by the by, itmadeAlicelooklike a third-
form dramaticsociety. With amulti-level stage,
alight show, sawdust on the floor, the Spidersin
alltheirgloryand abackstage Matthew Fisher
playingpiano, itcould hardlyfail, anditdidn’t.

Right from his entrance, walking through
acloud of dryiceup to the microphone to
sing “Lady Stardust” (while the face of Marc
Bolanwas projected onto ascreen by hisside),
Bowie provided a thoroughly convincing
demonstration ofhis ascendancyoverany
othersoloistinrock today.

With perhaps the finestbody of work ofany
contemporarysongwriter, and theresources
to perform thiswork to its utmostadvantage,
therereallyisn’tanythinggoingthattopsthe
current Ziggy show. Other, more basic
performances have got me off more and higher
—Hendrix, the Dead, Berry, Winter, Steeleye
and the Crows toname a handful-butDavid
Bowie hasstuffgoing for him that most people
haven’teven thoughtofyet.

Andhe’s gotnicelegs, too. Charles Shaar Murray ®

DAVID BOWIE =
ZIGGY STARDUST

]

Hlourishing
theatricality

David Bowie

RCAVICTOR

The cover of Bowie’s new album
hasapicture of himinatelephone
booth looking every inch the stylish
poseur. Style and content have now
becomeinextricably tangledin
Bowie's case. Campness has
become built-in to his public
persona.lmean that, however,
inafar from derogatory sense.

The main preoccupation of

David’s work is not directly gay
sexuality, though that element
isthere, as with a flourishing
theatricality and dramatic sense.

On Ziggy Stardust thisis
apparent even with asong like “Five
Years". Ostensibly about the death of the
world, Bowie turnsitinto a “performance”
by virtue of his gift for artful mannerism
and by creating a convincing mise-en-scéne
(acopkneelsat the feet of a priest and
asoldierisrunover by a car afteritis
announced onthe news that the Earth has
five yearsleft). It would also go some way
towards explaining why this album has such
aconceptual-sounding title.

Thereisno well-defined storyline, as
thereisin “Tommy”, say, but there are odd
songsand references to the business of
being a pop star that overalladdup toa
strong sense of biographical drama. Onone
track, “Star”, he sings about playing “the
wild mutation of arock’n’rollstar/l’d send my
photograph to my honey/

K.WEST
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itwillbe much more
commercially successful than

the last, because Bowie's bid for stardom

isaccelerating at lightning speed.

Michael Watts, MM July1,1972

David Bowie

RCAVICTOR

With most of his material either dealing

with the flashier style of city living or

looking far into the future, Bowie must

rate as our most futuristic songwriter.

Sometimes whathe seesisjustalittle scary,

and perhaps there’s abit more pessimism

here than on previousreleases, but they're

still fine songs.

Like the first track, “Five Years”, about

theimminent death of a decayingworld, isa

real downer to start with,

AndI’dcomeonlikea
regularsuperstar”). Then
“Ziggy Stardust,” the title
track, is about a guitar
superhero who “tookitall
too far”.(“Making love
with his ego, Ziggy sucked
up into his mind”).

The final trackis simply
called “Rock’n’Roll

“Bowie has this
uncanny knack of
turning a whole
albumintoa
torch song”

but Bowie bringsanew
approach to the rather
overworked theme.
Certainlyallthe
tracks, written by Bowie
with the exception of
RonDavies' “It Ain't
Easy,” are never less than
entertaining. “Soul
Love” features some

Suicide” - it speaks for
itself. In the space of three songs he thus
suggests the ascent and decline of abig
rock figure, but leaves the listener tofillin
his own details,and in the process he’s also
referring obliquely to his own role asarock
star and sendingitup. There are many
layers to Bowie the artist, but he has this
uncanny knack of turning a whole album or
stage performance into atorch song.
Ziggy Stardustis alittle less instantly
appealing than Hunky Dory, basically
because that album was written with the
intention of being commercial. This one
rocks more, though, and the paradox s that

withdrawn sax from Mick
Ronson [sic], “Ziggy Stardust” deals with the
destruction of arock star, while “Hang Onto
Yourself” isareal little sexual gem. Also
includedis Bowie's current single, “Starman”.

Mick Ronson (guitar), Trevor Bolder
(bass) and Mick Woodmansey (drums)
handle the backing all through.

Of course, there’s nothing Bowie would
like more than to be a glittery superstar,
and it could still come to pass. By now
everybody ought to know he’s tremendous
and thislatest chunk of fantasy can only
enhance hisreputation further.

James Johnson, NME June 3,1972
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“ltwasn’teasy”:in
London,LouReed
reflectsonhispre-Velvet
Undergroundpositionas
anin-house songwriter
forPickwickRecords



LOU REED

“1just like

PHOTOSHOT / MICHAEL PUTLAND

rocknroll”

MELODY MAKER arrives
HE BIG SPEAKERS at the far end of the small, narrow In I'ondon to make

room are about to burst. Guitars wash across them, a solo album. While

while a kettle drum cracks and a gong explodes in slow

motion, like a flower opening, aaaaoooommmmm! there’ he accounts

Inside those speakers,amanisgoingmad. LouReed

leans forward, lights a Marlboro, and empties a glass of for the fﬁrces

beerintohisface. “Someone’s gottaspeak for those people,” he says.

LouReed madehisfirstrecord when he was 14. His group was called th at m ade hi m
The Shades, changed to The Jays when they found out that somebody else ’

alreadyhad thename. “Ourlead singer couldn’treach the microphone- a"d the novel - Iike
theyhadtoputhimonastool,” hesays. “We played shopping centre

openings, thingslike that. Typical teenage hoodlumband.”
TheJayswerein the tradition of the New York vocal groups of the '50s. StPUCtu res Of

“TheRavens, The Diabolos, The Cleftones, TheJesters... Iused to go crazy Ve Ivet underground

forrecordslikethat, the street-group sound.”

Oneofhisall-time favourite, he says, was only ever popular on his block. reco rds_ M i ght he

Itwas called “Why Can’tI Be Loved,” by Alicia & The Rockaways, and he

proudlydrags thewords out ofhismemory: “Why can'tIbe loved/ Why re-form the ba“d?

doesn’t someonetakemel/IfI've been asleep!/ Won't somebody come and

awakeme’, “You couldn’t

“IfalldownwhenThearthoselyrics,” hesays. “Idon’tthink thatalot of

our contemporarypoetlaureates are nearly up to songslike that.” rec reate wh at we nt

For The Velvet Underground’s fourth album, Louwrote asong called
“IFound AReason” whichwas based on thatold sound. Iteven had on then » says Lou.
asolemnspeakingbitin themiddle. And on hisnextalbum, which he’s ’
finishingrightnowinLondon, there’satune called “Love Makes Me Feel e It,s dead »

Ten Feet Tall”,whichisanother attempt toregain the directness of the -
sound ofhisadolescence. “Ijustlikerock’'n’roll,” LouReed says.

Afterschoolhebecameaprofessional songwriter. They’d tell him that,
beforelunch, theywanted five surfing songs, five hot-rod songsand a
coupleofballads. “Itwasn’teasy,” he says.

Itcouldn’tcontainhim, though, and he wroteasongcalled “The
Ostrich” one day, when he was stoned. “I decided to make up adance, so
Isaid, ‘Youputyourhead on the floor, and have somebody step onit.’ It
wasyearsahead ofits time.”

The dayafterwritingit, hewas reading the fashion pagesin the old
Herald Tribuneand noticed that ostrich feathers were thelatestfad. “An
actofGod!” Soherangup Vogueand told them about “The Ostrich” and
they, beingintrigued by people withlonghair, photographed the group
Louhad puttogether for the occasion, which alsoincluded anewfriend
calledJohn Cale. Theyrecorded the song, and evenlip-synched it on Dick
Clark’s TVshowinPhiladelphia. Butitneverhappened.

What came out of the association between Reed and Cale, though, was

ATELLITE 7~
TheVelvet Underground, inallits eventual legendary splendour. It wasn'’t S II - I l ; | ’ 2 T
long, of course, before Andy Warhol picked up on the sound, O :

and made them aspoke in hiswhirlingwheel.

Reedremembers those days, in’66 and '67, with considerable n
affection. Andywould be asked tobringapiece ofhisarttoa ce

showinagallery, and he’d surprise hishosts by cartingalong
the Velvets. They'd play for the art patrons, says Lou, and »

the lines
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The most gifted
writer in rock
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REVIEW

Lou Reed RCAVICTOR Ty p—

Isknowledge necessarily beneficial? That's
the question this album poses for me. If
“Walk On The Wild Side” hadbeen cutin’66,
whenldidn’thave aclue that “Jackie” is Jackie Curtis and “Candy” is Candy
Darling, would | have been as helplessly beguiled as | was then (and stillam) by
“All Tomorrow’s Parties” and “I'll Be Your Mirror”? Thisis no longer the first
Polaroid print from the New World: nowadays, we've all got maps.

But Lou Reed s still the most gifted, personal writerinrock, and anything he
doesis necessarily of greatinterest. Transformer hasits ups and downs,and I'd
say that the general levelis rather lower than hisinitial RCA solo album, but it
obviously does its appointed task of reflecting where Lou’s brain has travelled
during the past year or so. “Upfront” is the key phrase this time: nothing needs to
be shrouded in metaphor or obliquely alluded to. If Lou wants to write a gay lib
song, as he does with “Make Up”, he can be completely explicit: “We're coming
out, out of our closets”. Theresultis heightened by the use of carefully crafted
arrangements (using strings, voices, tuba, Dixieland band, etc), and some may
think that the settings are, indeed, too neat and precise. “White Light/White
Heat” was so surprising because art was couched inside a matrix of rock,
whereas now he's taken the Bowie route and gone all out to create art-rock.
They're two very different things. Nothing much against Bowie (“Jean Genie” is
terrific), but whatever else he may have achieved, he’s never proved himself
capable of making really satisfyingrock'n'roll; all too often he simply titillates,
and the Bowie/Ronson production work here lures Reed into the same trap.

Louisarocker and the role now chosenillbecomes him, however liberating he
may find the new surroundings. The beat tracks here are “Andy’s Chest”, which
has alot of the old mystery and menace, areally cutting vocal, and afade-out
(“Swoop, swoop... Ohbaby, rock, rock”) whichis the album’s finest moment;
“Satellite Of Love”, a very humorous'50s-style group song which reminds me of
an old doo-wop classic called “Guided Missiles (To Your Heart)”; and “Walk On
The Wild Side”, abeautifully controlled production number (here, the
“gimmicks” like the string bass and baritonic sax solos coalesce in a valid way).

I'm unhappiest about the rockers: “Vicious” is a parody of former glory, while
“Hangin’ Round”, “Wagon Wheel” and “I'm So Free” simply never take off - oh
for Clem Cattinior Les Hurdle! “New York Telephone Conversation”is, at1.31,an
amusing skit on the behaviour of the girls who frequent the back room at Max’s;
“Perfect Day” is pretty and nothing more and “Goodnight Ladies” attempts to
come on like Kurt Weill or Cabaret but ends up plain boring. Of course, you
should buy Transformer - after all, it’s still the second-best Lou Reed album of
1972 (not counting the Velvets’ live LP). But it seems to me to be an album for two
kinds of people: David Bowie fans and those who heard about Lou this year
(sorry,maybe that's one kind of person). Anyone who's heard “Heroin”, or
“Femme Fatale”, or “Here She Comes”, or “I'm Set Free”, or “Rock And Roll”, or
“New Age” knows that he can - and will - achieve something of greater worth
than this, whatever he might be thinking at the moment. Richard Williams

LouReedisrareamonghis
contemporariesin thathe’ll
actuallyadmitto the content of
hissongs. Heknows thatthey
have secondarylevels of
meaningand thatmany of them
connectup,andwhensome
listener comesto him and asks
him, say, ifthe thirdalbumwasa
complete story, he positively
glowswith affirmation.

“I'venever knownwhetherit
worked for other people. There’s
beenalimited amountof
feedback...T'vebeenkindaisolated.I've always written with
theideaof puttingsongsinto concepts so that theyrelate to
one other; I always thought of these thingslike chaptersin
anovel, and thatifyouplayed the firstthreealbumsallin
orderitwouldreallymake huge total sense.

“No one ever seemed to pickup on the that,and why should
they?Idon’t putoutthatmanyalbumsanyway, so by the
time Chapter Threearrived, youhad to gorunningback to
thearchives to find where Chapter Two left off.”

Hiseffortswere also sabotaged by poorrecordingon the
MGM/Verve albums. On the third album, forinstance, the
crucial “Murder Mystery”, withits parallel vocals splitby the
stereo, isvirtuallyunintelligible.

“Thewholeidea ofitwasthatone person’s saying one thing
ononeside, and the other person’s giving an example ofit, or
doingthe opposite. So thatif one person’s sayingsomething
funny, and the other person’s saying somethingsad, you
mightlaughand cryatthe sametime... whichwould really
befun,ifyoucould doit.Itried mydamnedestto getitsoyou
could hear thewords, but most people have told me that the
trackdoesn’twork. We never did learn to record as amatter
offact.”

The odd album outis Loaded, which was edited and mixed
after Louhadleft the group during their stay at Max’s Kansas
Cityinthesummerof1970. He hates the overall sound, and
thesevere editing of trackslike “SweetJane” and “NewAge”
(“TheytookasongthatI'dworked onforayearandruined
it”) butevenworseis therandom sequencingon the tracks.

“There were some people there, who were veryintelligent,
who picked the order of the tracks so they didn't make
sense.” Hisbitternessis old, now, butit’s still evident. After
all, thealbumwasapiece of himself.

Reedtalks ofhisformer colleaguesinthe original band
with greatfondness. “Nicois thekind of person thatyou
meet, and you're not quite the same afterwards. Shehasan
amazingmind, and The MarbleIndexisjustone of the
milestone albums. It'slikenothingelse youeverheard.

“AndJohn (Cale)—well,Ionly hope that one day John will
berecognisedas...the Beethoven or somethingofhis day.
Heknows so much aboutmusic, he’ssuch agreatmusician.”

Oddly enough, the three of themare allin Western Europe
atthismoment; LouandJohnin London, and Nicolivingin
Paris. Butthe thought ofareunion concert meetswith a

within a couple of minutes halfthe people would haveleft, by the nearest
exit. Buthalfstayed, transfixed.

Wastheartcrowd attracted to them by the sheer outrageous grotesquery
ofthemusic? “Nonono.Itwasnever grotesque, I thoughtitwasbeautiful.”

Veryfew people, he adds, managed to come out of the Warhol scene
with their ownidentitiesintact, because Andy’s presence was so
overwhelming. “It’snotsomethingI'd have missed, ifI'd been outside of
that, and had seen whatwas happening.I'd have cut myarms offto be
partofit. Itwasjustso fantastic...”

Littledid heknow, he adds, thathe’d have to spend the nextfive years
establishingthe factthat The Velvet Underground could existin its own
right, without the crutch of Warhol’s patronage.

“Nowthere’snomore Velvet Underground, soIdon’thave to work at
establishingthat.”

Butwhataboutthe groupled by DougYule, which came over to Britain
lastyear? “Idon’tfollow ’em,” he mutters.
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smallshake ofthehead. “It'saniceidea, butyou couldn’trecreate what

wenton then.It’'sdead. Even Max’sis dead, full of people who shouldn’t
bethere. Somenights, I guess, somethinghappensand the magicstarts
again... people do strange things. Butit’s over.”

Louisworkingin Morgan Studios, in thewilds of Willesden. “We came
forachange of pace. We thoughtit'd beinterestingto getout of the New
Yorkthing...alsowewereveryimpressed with the sound of certain
Englishrecords. Itwasa certain sound we werelookingfor,and welistened
toalotofrecordsmadeindifferentstudios. Forwhathe heard, Morgan
fitted. Weknewwe'd beisolated... like nobody comesinto the studios here,
there’sno greatparties goingon.It'sjustmakingarock'n’rollalbum.”

The continuity from the previous albums will be there but, he says, less
obviouslyso. “Idon’tfeellike doing Chapter Sixany more, and Idon't feel
like doinganother Chapter One. Theyvaguelyrelate, and that’senough.”

He’sused British musicians: Caleb Quaye, Steve Howe, Rick Wakeman,
Clem Cattini, Paul Keogh, Les Hurdle and Brian Odges. He’s really



LOU REED

pleased with what they’ve done, and as the tracks are played back, he
pointsoutlittle guitarriffs and bass runswith genuine delight. And his
fansneedn’tworry. Thealbumisrichinthekind of content we expect
from Lou, each trackalittle photograph of someone we once knew.
“Oneofthesedays, I'dliketodoanalbuminwhichall the characters
frommyalbumsmeetup,” he says, suddenly.
Behind the camera-lens, hiseyeissteady... steady... Click.

NME
44 Q LICE COOPERREALLY doesn’'t make it as adrag queen,”

says LouReed. “Imean he’s so ugly. Iggy, nowIggy’sreally
very beautiful, and so’s David, butAlice...”

The former mastermind of The Velvet Underground shuddered
delicately and inspected hismaroon fingernails, which were chipped
around the edges. Talk to Lou Reed, theysaid. Since his outward
appearance was rather forbidding, and two previous encounters had
proved slightlyless than productive, theideahad been that, instead ofa
formalinterview, asumptuouslunch with plentiful alcoholwould induce
thesaturnine, taciturn Lou Reed to give forth with intimate revelations
concerninghislifestyleand music.

Whatactuallyhappened was thatwe all got pissed.

“Whenhe’snotbeingtroubled by things around him, he’savery
generous person with time and conversation,” waswhat David Bowie had
said of Reed, and with these wordsringingin my ears, we went out tolunch
ataplushItalianrestaurant. Louhadjustboughtsome clothesatLiberty’s,
andwasenthusingabouthis “newdrag”. “Isn’titheaven?” he drawled.

Once ensconced atacomfortable table by the window with RCA’s genial
GeoffThorntoactasreferee and pay the bill, things moved into high gear.
Reed was determined thatwe would getinto theliquors, and getinto
themwedid. Itisonlyrecently thatthe songs Lou Reed wrote five years
ago for The Velvet Underground have become noticeably influential.
David Bowie and Roxy Music have paid their dues to Lou, and the

“Isawthebook (by Leonard Sacher-Masoch) and justthoughtitwould be
agreatideaforasong. NoweverybodythinksIinvented masochism.”

Despite the ads, Reedisnot goingtoreturn to Kingsound—the King’s
Crossrockvenue. Hedidn'tlike the hall, and found the dressingrooms
cramped and crowded.

“You'reintheretryingtofind a place to change into your dragand put
onyour makeup and people keep coming up to youand offering you
joints and rappingtoyou, and it’sjustintolerable.”

Lou’sgirlfriend is coming over from the States soon, and he’slooking
forward to seeingher, because things are gettinga mite chaoticathis
Wimbledonresidence. Seems that some ofhis friendsbegan smashing
up thehousebuthislandlady didn’t mind. She thought he putsomelife
into the place.

Asthemeal grew progressively more and more bizarre, we switched
tograppa, usingchablisasachaser. Lourecalled thetimewhen, asa
hitchhiker, he turned to desperate measures and laydown across the
centre of theroad. The first car to stopwas a police van, and far from
gettinghislift, he gotbusted. “Ifitd been me in the car, Iwould have kept
rightongoing,” hesaid. “They’d never catch me, and the experience of
runningsomebodyover...”

Ipointed out thaton the Velvets' live album, Lou told the audience they
didn’tplay “Heroin” anymore, butthathe playeditatKing’s Cross.

“Oh,wejustdidn’tfeellike doingit that night. Besides, Inever mean
whatIsay.” What? “Oh, Ineverkeep to thingsunlessIactuallypromise.
I'told somejournalist thatIwas veryhungup on cowboys.IfIsawhim
todayI'd probablytellhim Iwasreallyaggressive and thatall cowboys are
abunchofassholes.'mreallyveryinconsistent.”

Afterthat, analmosttotal disintegration setsin.Iremember Reed
drawling that Englishmen were really sexybecause they didn’thave hair
ontheir chest, and Geoff Thorn opened his shirt to prove the contrary.

Unlike atthe Dorchester with Ziggy, Lou’s outrageous clothes and
painted fingernailsleft the waiters at the restaurantrather cold, but then
theyweren’t Lou’s type anyway. The following dayIwasstill drunk. Alot

tortured, violentguitars of Reed and Sterling
Morrison have taught manyto extend the
boundaries of theirinstruments.

“WhatIwaswritingaboutwasjustwhatwas
goingonaround me,” says Reed. “Ididn’trealise
itwasawhole newworld for everybodyelse.
Everybodyelseisnowatthe pointIwasin 1967.
Makes mewonderwhere they’llbeinfiveyears’
time. Come to that, makes me wonder where
I'matnow.”

One of Lou’sbestknownis “Venusin Furs”
from the Velvet Underground & Nico album.

“I never keep
to things... I'm
really very
inconsistent”

ofpeoplehavelearned alotofthings from Lou
Reed, and there’s astrong possibility that they
canstilllearnawholelot more. Hisnewsingle
“WalkItAnd TalkIt” isaremixed version ofa
trackfrom hisalbum, andwouldn’titbeagasto
see thaton Top Ofthe Pops?

IfZiggyisn'ttoo outrageous for the BBC, then
it’sabout time we saw Lou. Afterall, hewas the
manwhostarted thatbrand of outrage way
backinthe swinging’60s. We may even see
where everybody else will be atin five years.
Charles Shaar Murray ®

“I'dliketodoan
albuminwhichall
thecharactersfrom
myalbumsmeetup”

PHOTOSHOT / MICHAEL PUTLAND
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HEN THENEWS was firstreleased that David
Bowie had written and produced the single
“All The Young Dudes” for Mott The Hoople,
reactions were mixed. Some people were
knocked out with the whole concept, while
devout Mott fans wondered whether they

had “sold out”.

Did Mottreallyneed Bowie, thelatter factionreasoned? The simple
answer (and the correctone) isyes. Without Bowie there would be not
Mott The Hoople today. Withouthis help their very fine newalbumwould
perhapsnothavereached suchahigh standard. And overand above
everythingelse, Bowie has given Mottanew confidence in themselves
andinjected anew enthusiasminto their music.

Lead singerIan Hunter was delighted with the newalbum whenImet
himattheirnewrecord company CBS—whereitwasblaringawayin the
turntable. (“Itshould be playedloud,” says Hunter.)

“You can'tcompareitto our other albums—this oneishowMottshould
have sounded allalong. Davidlikes avery perfectalbumand this oneisso
much cleanerand clearer—after the mugginess on previous albums. In
thepastwejustdidn’tknowhowtorecord.Ithinkwe could have done
thisalbumayearagoifwe'd had theright producer.”

Hunter talked tome abouteach track... startingwith “SweetJane”, the
LouReed composition—and other than Bowie’s “Dudes”, the only track
notwritten by theband: “About the same time as ‘Dudes’, Bowie played
usariffand weleaptonit, wantingtoknowwhatitwas. It turned outtobe
‘SweetJane'.

“Mommas Little Jewel”: “Overend wrote this with me while we were still
atIsland. Werecorded it then butitwas too fast—it’s one of David’s best
tracks. Hereallyhas gottheknack ofknowingwhat to do-justalittle
thingmakesall the difference.”

“AllThe YoungDudes”: “There’sajerkin the tape herejustbefore it
starts—Ilikeajerk, it’s cute, makesyou think.”

“Sucker”: “Idon’tthink anyone has noticed Mick Ralphs.Tknow certain
peoplewho play guitarnotice him, butifpeople can’trelate to the guitar
soloon ‘Sucker’ then there’s somethingwrong. It’s funny, with guitarists,
the emphasis often seemsto be on speed—but characterisimportant,
andIthinkMick’s guitar playingis veryindividual.”

“Jerkin Crocus”: “Thisisaladywhois good at pulling. The title was
taken fromagirl Overend knew. It waswritten fairlyrecently-justbefore
wewentinto the studio to do thealbum.”

“One OfThe Boys”: “Davidliked thisalot. We did it at the time of the
‘Dudes’ session, and towards the end of the second daywe knew ‘Dudes’
would be the A-side. Itwas written just before the Circus tour. Again, Mick
hadariff-and usually that’showit works. We got the phone effect at
Trident—there’sabitIlike where the track dies away and you hearitcome
outofthe phonereceiver.”

“Soft Ground”: “Verden had thisin his mind for three or four months.
Andwhen something’sin hismind it totallyabsorbs him. Helivesit. It
cameoutatrehearsals—justbefore thealbum.”

“Ready For Love” - “After Lights”: “Although on the album theyare two
songs, it'sreallyjustone song. Mickwrote it,and there are two hooklines.
Youthinkit’'sallover—and thenitgoesinto thenexthookline.”

“SeaDiver”: “Writing songsisalmosta perversion. Most writers can go
sixmonthsand notgetasong. Theypanic—and thensuddenly theystart
again. That’swhatthissongisabout.”

Album and single aside, the best thing Bowie did for the band was to
keep them together. Hunter explains: “We were looking for material,
and David sentus ademo of ‘Suffragette City’. Anyway, we splitup in
Switzerland. So Overend phoned David to thankhim for sending the
demo and told him the news. David went quite mad on the phone about t,
and Overend rangme and said Bowie thought the group was greatand
shouldn’tsplit.

“Atthattimewe'd all
heard David’s Hunky Dory
and dugit, butdidn’twant
toformagainbecausewe
were so pissed off. Pissed
offwithbeingtoldwe'dbe
putonhalfwages...and
theywere takingour
lights away.

“Anyway, threehourslater Bowierang Overend againandin that three
hourshe’swritten ‘All The Young Dudes’. He'd said to Overend, ‘Ifyou
want to split, then split—but please do this number first.”

Itwas afteragigat Guildford that Mott came under the management of
Tony DeFries, and Bowie offered his help with the album. “CBS were at
the gigand Tony said he wanted to manage us. And David said, ‘Ifyou
wantme towriteasongor produce you, thenIwill!" Hedidn'twantus as
an extension of his personality. He wanted people to understand he was
helpingand not taking over. He even wanted us to have co-producer
creditsonthisalbum.

Whenitcame to makingthe album David had some numbers and so did
we. We played him oursand he said theywere OK-heliked the stuffwe’d
written. The basicarrangements were done by the band, then David set
aboutembellishingit. He'sbeen a greatassetjustwhen we needed it.”

Forallthe help Bowie has given the band, the mostrefreshing thingis,
asHunter says, the fact that theband are exactly the same as they always
were.lasked Hunterifhaving Bowie as a producer would be a permanent
thing-orifthisalbumwasaone-shotidea.

“Nothingis ever permanentin the musicbusiness, butasfaraswe’re
concerned therelationship with David isamazing, and hewantsto carry
on. He genuinelydigs theband-heneedn’thavehad us; afterall, the
bandwasover.”

Hunter denies any allegations that Mottare nowportrayingacamp
image. “Thelastthingwewanttobe calledis camp,” he says, and
certainlylookingathim swigging backa glass of scotch, amop of curly
hairfloppingaround his shoulders, helooks anythingbut camp.

There’s only one person—-who cando thatwelland thatis David. And
he’snotafairy. It'sjust thatwhathe does on stage he can doinfinitely
better than anyoneelse. We ain'tfairies—not one guyin the band is. And
wefigure we’ve gottolayback abit on stage so that our audience will lay
backonlookingandstartlistening.” julie Webb

MELODY MAKER

44 I HATED ‘JOHN I'M Only Dancing’. We all hated it but David
said, ‘Don’tworry. You'll get to like it” And he was right. David
isaverysage fellow.”

Buffin, the smartly suited young drummerwith Mott The Hoople, has
anengagingsmileandaclear-eyed view ofhisworld. He speaks his mind
withoutmalice and talks about the fortunes of Mottwith refreshing
frankness. Theirrecentsuccess with “All The Young Dudes”, written for
thembyDavid Bowie, has posed problems for Mottaswell as giving them
anewlease oflife. Manyimagine theband are in such close cahootswith
Bowie thattheyhaverelinquished the qualities that gave them original
fanfollowing.

There has been much confusion aboutimages. But Mottare notgoing
“glamorousrock”, an expression whichinitsabbreviated form has
gained currentusage. There wasnorouge abouthis cheeksaswe
conversed thisweek, and there was anotable absence of tinsel from
hisbrow.

“We'reno different from workingwith Bowie,” declared Buffin with
good cheer. “We don'twear earrings and have new hairstyles every
week. And our stage actis no different from whatithasbeenin thelast
twoyears.”

Whathasbeen the difference then?

“We domore quality things now. The main effecthas been that David
gaveusourself-respectback. Overthelastyearorso, wehad becomea
sham. We didn’twanttobejusta caricature of what people thought we
were. Nowour numbers are better—and they are better played.”

How closewas theband to David, apartfrom havingthe same
management?

“Wedon'tlivein each other’s pockets. Whathappened was, we were in
Switzerland when the band justaboutreached the end ofits tether. We
jackeditinand wentto seeaJohn Wayne movieatthelocal cinema, after
ourlastgig. Backhome David heard about us splitting up and he thought
itwasashame, and wanted to help.

“Therehad beennobodyaround theband to give usanyinspirationand
therehad beennolightatthe end of the tunnel. None ofushad such an
egothatfeedsitself. Weneeded tobe helped along. We couldn’teven
write songs becauseitseemedlike there wasnothing towrite about.

“Wekeptaway from the press because there wasnothingmore to be
said after we had bared our breasts to the whole country! And anyway
peopledon’tlike to see groups airing their dirty Y-fronts in public. They



would prefer to hearabout the gloss and glitter.
We don’thate the press, because they have helped
usalotinthepast, even unwittingly by slagging
usoft.”

Will theband maintainits association with
MrB?

“Itwas greattohaveahitsingle, but
nowthe group wouldlike to have a hit
with one of our own songs. Wedon't
wanttolose contactwith David. As
aproducer, heis magnificent.

“Guy Stevens [their first producer] was
inspirational, buthe wasso erratic. He
wasincredibleatstartingthingsbut
would notalways finish them. David
isinspirationalaswell, butheisalso
veryworkmanlike.”

Whateffectshad therebeenonthe
group’saudience, since their change
infortune?

MottThe Hooplein1972:(l-r)
B Pete OverendWatts, Verden
8 Allen,MickRalphs,lanHunter
& andDale “Buffin” Griffin

“Oh, therearelotsmoregirlsinthe
audiencenow. Weused to have asea ofmale
facesinfrontofthe stage. We get some of the
Bowie crowd as well. Heattracts thelate teens
andearly 20s.”

Do theyexpectaBowie camp show?

“Idon’tknow. We’'ve had someideas for our
shows thathaven’talways come off. Atthe
Rainbowwewanted to bring on BillyFury,
Adam FaithandJohn Leyton. Wewanted to
have themappearingin aseries of flashbacks,
singingtheir old hits. lan Hunter knows Billy
Fury-and he’slookinggreat; about 18 years old!

“Adam Faithwashavinghistonsils out,sohe

is how Mott

should have
sounded
all along”

“It'sgoingtobe called ‘Mott’s Greatest
Misses’. It'svery naughty of them, but what can
youdo?Irememberwhenwe firststarted out it
waslike the Clockwork Orange. We were playing
flower powertoallthelocalheavies beating
thehell out ofeach other. We came from the
backwaters, and theirideaofanightoutisto
comehome coveredinblood with afewteeth
missing.Isupposewe do tend tolookon those
dayswithrose-tinted spectacles!”

Pause for Buffin tolaugh and explain the state
ofhisnose. Butitsinterestingalignmentwith
therestofhisfacewas more duetoanaccident
onabuildingsite thananyviolentreaction to

couldn’tdoit,and we didn'tknowhowto get
hold ofJohn Leyton. Then we couldn’t get Billy.
Itwasabit presumptuous of usreally to ask them, and itall gotblown

out. Butwe thought peoplelike Billyhad ahard time in the '60s, and were
putdownasElvis copyists. But theywereincredible rockartists. Cliff
Richardtoo.

“Onethingwe have noticed in the reaction to our shows it thatalot of
kidsarethereforthehitrecord. The evening goes alright, untilwe play
‘AllThe Young Dudes’ and then we hit the jackpot. In the old days we’'d go
outand theywould cheer from the start. Nowwe have towait until the
end of the evening for someone to breakachair.”

Buffin grinned. “Actually, not so much desecration goes on these days.
Whenwe played at the Albert Hall theyalleged some damage was done.
We never sawit. Butwe paid forit. After that, there was always alittle
clique who were not there for the group really, butjust to cause some
damage. [tbecame the done thing, whichwasashame. It'sdied out now,
butinaway, it’sabitfrighteningforusnotto getthatinstantreaction. And
thatisbecause the musichas changed, it doesn’thitfrom theword go.”

At22,Buffinhasapremonition of becoming “an old veteran”, and says
it’sabitfrightening, which willamuse those of the rock generation
pushing30. Helooks back on the early days of Mottwhen it played out
westin Ross-on-Wye, withlong-toothed nostalgia.

“Wehad lots of different names then. One of our earliestnames was
Savage Rose And Fixable.” Buffin paused to allow expressions of disbelief
todieaway.

Whileithasprobably beenrecounted on many previous occasionsin
countlessinterviews, for the sake of the new generation, not to mention
the old generation—whence came their present unlikelyname?

“Itwas an American story by Willard Manus, called Mott The Hoople.
Wemettheauthor’ssecretary outin the States once, purely by chance.
Shewasknocked outwe knewthe story, and told us Manus was nowliving
inthe GreekIslands.

“Thestoryisablack comedyaboutacharacter called Norman Mott. He
wasaHoople, whichis akind of wanderingmiscreant. Whenwe started
up, we had neveractuallyread thebook. We just couldn’tgethold of
acopy. Wejustused to say vaguely to people who asked, ‘Oh, it’sjust the
name ofabook.”

Thisreminded Buffin that their old record label, Island, are putting out
analbumofancientmaterial.

aHoople performance.

Themaindifference he had noticed from the days of Savage Rose And
Fixablewastheinflationaryspiral affecting the group business.

“It'ssomuch harderto startaband now. It's got to the stage where it’s
notenough to setup your equipment up onstage and do agig. Youneed
ahugePAandroad crewto gowithit.

“And audiences are used to hearingbandslike RoxyMusic and Yes
with fantasticequipment. Itused to be hard enough to getan amplifier
and guitar together. All the time therockmachineis getting more
sophisticated.Idon'tknowhowyoung musicians can cope withit.

“Andit’sanaive assumption that groups can ask for less money. With
thepresentinflationaryspiral, everythinghas gone up. And to ask groups
totakeacutinwagestohelp thesceneislikeaskingthe ETU to take
awage cut. We worked it out thatit costsus, on average, about £500 for
everyperformance, before youinclude the cost ofhotels.

“Andwhenwe did ourlast tour of England, it was frighteningly apparent
howlittlemoney thereis aroundin the country. The kids havejustnot
gotanymoney. Either theyare unemployed, or their parentsare
unemployed. In Doncaster we met eight kids who had saved up to buy
oneof our LPs—-between them. And they couldn’tafford to get to the
gigeither.

“Idon’tknowifit’safeasibleidea, butwe thought of organising Student
Union cards that gave adiscount to kids who were unemployed. Ifthey
wereissued the cards, they could getinto concerts atreduced prices.
Thesituation will get even worse when Value Added Tax comesin.

Therewillbea10percent
increaseinthe costof ’

entertainment. It'snot
sobad forkids down South,
butwhenyougettothe North

| WE'RE NOT CAMP, ANYWAY,SAYS HUNTER
| THAT'S BOWIE'S LINE -AND HE'S NO FAIRY
| EITHER HE'S A CREAT PRODUCER BUT
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—it’sfrightening.”

Meanwhile, what ofthe
future for Mott?

“Well, ourstageactis
becominglessfrantic. Wewere
inarut, butthe whole aim of
theband nowisto go upwards.
That'swhywebrokeup, to
escapetherut.” Chris Welch ®
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“We'll show
Marc Bolan

a few tricks”

FACES

— NMESEPTEMBER 16 —

“ NG ON.I'LLwake up in aminute,” says Ian
) McLagan for the fourth time. It’s 3.30 in the
afternoon and Mac’s struggling through an
interview. As arule, he’s something of a talker,
butright nowhe’s onlybeen out of bed halfan
hour and his mind’s alittle foggy.

Thenightbefore, the Faceshad been down at the studios, doing
nothingin particular, just trying out afew possible ideas for their next
album. Infact, itisn’t due to berecorded until after theband’s next
American tour, when they’ll get down to making the finished product
inLosAngeles. ButstillMcLagan thinks working on odd bits and
piecesisavaluable exercise.

Nowthough, this afternoon, his eyes spell “hangover” in bigletters.
Heblinks out of the kitchen door at the bright sunshine, makes some
coffee, takes some pills of amildly rejuvenatingnature and tries to
think clearly. We stick to fairly simple stuff.

“Thethingis, we've neverrehearsed for recordings before, never even
consideredit,” hesays, talking of the recent sessionsin thestudios. “It’s
badreally,’coswhenyou thinkofit they’re moreimportant than gigs,
because they’regoingtobe confrontingyour ears thewhole time. We
thoughtwe’d go downto thestudios with an open frame of mind tosee
whatwe coulddoand whatwould come out. If we gotboredwithanidea
after five minutes, we’d drop itand move on tosomethingelse. Infact,
thenumber ofideas we came up withwasamazing.

“Weshould have used this system to startevery album. Sometimes,
inthe past, things have been alittle too forced. There’s too much
pressureifyoustartthinkingyou’ve got to make numbers thathave
gottobe Number Onehits...”

Theresults, accordingto Mac, were moreideas than actual tracks,
butafewnumbershadbeenkicked around, like the old Impressions
number “Fall For You” whichMacsaid he “wouldlike tostickin »

MICHAEL PUTLAND/PHOTOSHOT
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somewhere”. Also, he thought the overall feel of the albumwould be
rock’n’roll. But that was hardlyworld-shatteringinformation. Whatwere
theotheralbums, then?

“Well, Isuppose thelastonewasrock'n'roll,” hereplied, “butIdon’t
think the firsttwo had anykind of overall feel. They were reallyjust bits
and pieces. Basicallywe have just two types of numbers—therockers that
steamalongand are good for stage, and then thelow-down, quietsort of
things. On Nod, therockside dominated, and I thinkitwill on the next—
Thopeitwill, atleast.”

Macis graduallywarmingup, becoming more articulate. Graduallywe
getontotalkingaboutRod Stewart, and Imention the recent suggestion
that Stewart’s singingis better on his solo albums than on those with the
Faces. Hehalfagrees: “I thinkhis own albums definitelybring out the
bestinhisvoice.It’snaturalreally, simplybecause theyare his own
albums. Theydon'tnecessarilymake himabettersinger, butIthinkhe’s
abitofafolkieatheartand we'rearock’n’rollband, ifyoulike.

“Ifeverythingfell aparttomorrowIcould almostsee Rod down atthe
Crown Folk Club in Twickenham doing the old acoustic guitar bit, staring
upattheceiling... Well, perhapsnot, butI don’t think he’s satisfied just
singingrock’n’roll. He’s been singing that for quite along time, and before
thathewassingingabitofthe old folk.

“Likeintheband, Idon’tthink any of our musical tasteshave changed
thatmuch, butwith Rod maybe they've
reverted abittohis originalideas—abitJack
Elliottand all that.Ilike to hearhim sing
rock’n’roll, buthisvoice has got somuch
subtletyaswell. People knockitand say it
soundslikean old rusty gatepost or
something...and, well, it'strue, but that’s
hisvoice. Thewayheusesitcanbevery
subtle; there’salot ofinnuendo—ifthat’s
therightword.”

With somuch attention paid to Stewart,
andwithMacalongwith KenneyJones
seeminglythe quieterin the group,
Iwonderedifheeverfeltalittleleftin the
background. “Yeah,Idonowandagain,
butitsuitsme quite well. Imeanit’s all fair;
Rod candowhathe cando. Like there was
asimilarideawith Steve [Marriott] when
Iwaswith the Small Faces. Alot of
emphasiswas puton Steveandinawayit
didhiminthesamewayitcandoRodin.
Atthesametime, Rodisverylevel-headed
anditain'tgoingtogotohishead...Idon’t
wanttosaylikeSteve... buthe was younger
andRod’sbeen through alotmore.

“Of course Steve’sbeen through alot
morenowaswell, butin the old daysit
used to cause abit of friction. And I think
it’sgood thatRod’s gothis own thing going,
doinghisownalbums, and that’s one ofthe
reasons the set-up works sowell. Like, if
Ihad somuch goinginmethebestthing
would be tosplitfrom theband and domy
ownalbumorsomething...butRod cando
it,atthesame timerealising thatit's the
bandwhichiswhatit’sallreally about.
Without theband, Rod wouldn’tgetto sing
hissolostuffonstage;it’sagreatset-up.”

Continuingonthe same theme of the
Small Faces, he pointed out: “I've been with
Kenneyand Ronnie for seven years now
andlalways celebrate on November the
first, ‘costhat’sthe dateIfirstjoined them.
Afewbottlesare opened. Rod and Ron have
been togetherjustaslong, and evennow, it
helps. It'sgood to play with the same people
forsuchalongtime, becauseyoucanrely
on certainmusical things happening. Also,
weknoweach other’sjokes.”

Asfor Steve Marriott, though, Macsays
hehasn’tseenhimforalong, longtime. “I'd

“Wedotendtorely
quitealotonthe
excitement”:the
Facesonstage,1972
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liketo,” he says. “Istill feel close to him. Alot of his musical influences are
thesameasmine, butthen atthe same time there’s nothingmuch to say.
It'saload of water under the bridge really.”

Atthispointhedecidesit’s timeforanother coffee and also brings his
portable stereo down to thekitchen. He plays afewrecords and talks a bit
aboutsome Chuck Berrysessions hewas playing onrecently. One of the
things thatimpressed him about Berry, apart from his music, was his
total disregard for the ways of the music scene asawhole... thewayhe
thinks of “ChuckBerryonly” and doesn’tbother himselfwith anykind of
trends.Isuggestthatit’sbeen abit the same for the Faces.

Macagrees. “Ifwe concerned ourselves withwhat other bands were
doingwhen we started, we would have gonewellunder,” he says. “A big
thingwasmade of the drinkthingwith the Faces,and I thinkitmade
achangebecauseall the otherbandswould be smokingand would go
onstageinakind of euphoricstate. Drinkisn’tsointrospective.Imean, I
tend to be abitintrospective myself, butafewdrinks soonloosenmeup.”

Ongigsasawhole, Isuggest, theirsetstend tovaryin quality to a greater
extentthanmostbands.

“I'montheinsideandit’sdifficulttotell,” hereplies, “butIwouldn’t
have thoughtso.It'safaircomment butitdoesn’t seemlike that to me. Ifit
comesacross thatwayIcanonlyputitdownto creative genius... Ohno,
whatamIsaying?” Hebreaksintoasmile.
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7tay with me
debris

“Buttome, allgigs seem much the same.I'mnot
sayingI'mbored or anything, butwe always putas
muchinto eachone. The one thingthatreallypisses
me off, though, are encores. I'dlike torub them out
forever.It’slike you do awhole setand you getnice
applause and thenyousayit’s the lastnumber and
everybodygetsontheirfeetandstartsscreamin’. It’s
like... forfuck’s sake... ifthey'd done that earlier we would have had more
funoutofthewholeset.

“Idon’twantto getinto abigthingabout ‘the overwhelmingfeedback,
man’ or thatwaffle, butwe do tend torely quite alot on the excitement.
Hey, wouldyalike another coffee?”

Wellyeah, whynot... JamesJohnson

MELODY MAKER

I EVERLY WILSHIRE HOTEL, Beverly Hills, California: “Steve

BMcQueen phoned up, said he wanted seven tickets for the show,”
. said Rod Stewart, his head poking out of the poollike a bullet
withanose. “Nowthat’s a BIT much. Imean, two’s enough, ain’tit?”

He could gatecrashit, Rod, youknow, jump the fence on his motorcycle.

“Justlet’imbloodywell try.” The nose threwup afewbubbles asitsank
under the water.

SmartlittleRon Lanestrolled into the pool area, lookingsmartas
arazorinapale-green three-piecesuit,andliggingshoes. Likeatrue
Englishman, he changed behind atree, wrestlingwith atowelashe
dropped his trousers. Ron then plonked into the pool, exhibiting the grace
ofasackofpotatoes. Faces afternoonrecreational period was under way.

“Wantto go down and see the stage before the gig, Ron?” asked
Ronnie Wood.

Lanewasdryinghimselfandlightingafag. “What’s the pointreally,
what’s the point?” he said. “AllTever doiswalk on stage and plug the old
guitarin,andplayit.Idon’thave torehearse that. There’sno point. 'mnot
like that.”

“That’syourbloody trouble,” said Stewart, nickinginto the
conversation. “You've still got yer volume controls set for the Marquee
Club. Youknowyou Sellotaped them into position, and youain't moved
‘emsince.”

“Aw, go awaywillyer,” said Lane, all smiles, his saturated head shrunkto
thesize ofapeanut.

Itwasallrathersplendid, wasthis.Imean, the Beverly Wilshire was
THEhotelin Beverly Hills. Frogs’ legs on theroom-service card, afew
reallynicebeds, and aged millionaires beside the pool, toasting aged
bodiesinthestinging Californian sunshine. There’saguywith sixchins
—eachonerepresentingamillion dollars. Andit

Evenwithred-hotstonking fun, there’sgottobe
discipline, and even though thatdisciplineis
stretched to breaking pointattimes, it'’salways
there. That'swhyit pays offfor the Faces. Stewartis
alaugh, andabloodyfine singer, buthe raves and
worries, and gives more thanyou'd everrealise. If
youstartputtinghim down for arrogance or flash
you're doingbad business, because Stewarthas earned each sequin on
hisjacket, 10 times over. And it'sworth remembering that.

Sotheydon’tplay England much?Well, however dear thelittleisland
canbe—andbelieve meit’sno dearer to anybody than Stewartand the
Faces—itcanalsobehellishlystifling, especiallyin the creativefield. The
Facesmadeitinthe States, remember. England-asawhole—didn’t want
toknow Stewartall that much untilthe USA pumped him up to anidol.
Heretheycanbreeze, and cruise, and gas, and dowhat the hell theywant
todo-andtherearefewaround thatwill bite their backs.

Youshould be thankful thatit’san English band plunderingthe
rock’n’rollMidas. It'snotjust the Faces; the biggestbusiness, the best
music, the onlyvalid progressionis coming from England. America’s got
nowt-exceptAlice, and that’s the truth. Here the kidslook to England for
thekickinthe groin, and you can’tblame English bands for wantingto
playaudiences as desperate as that.

hisside, asilver-spangled suit on his body. He was cheerful and

amite cockyasheloped into the limousine. Wood and Lane
were up to tricks, too. Mac appeared in a baggy, rumpled morning suit
with matching sneakers. Kenney Jones wasreserved.

There were about fourlimos, flanked by two bike-riding outriders, who
cutholesinthetraffic, pullingtheir cyclesin and out of theline, busily
makingsure that the convoywasn’thalted. Christ, you'd have thought
Nixonwasonhiswayacross town to declare war, such was the drama.
Hollywood flashed by, ablur ofneon, and streets paved with electricity.
That quietwalkdown Wardour Street to the old Marquee seemed along,
longway off. “It'sa case of bringing back the old glamour,” said press chief
Mike Gill as one of the outriders slewed his cycle to ahaltand stopped
trafficfrom crossing the path of the convoy.

The Bowlwaseventuallyreached, and stood there, looking somewhat
ridiculousin akilt, wasalone bagpiperwhowashired to entertain the
audience with “Amazing Grace” and other stirring tunes before thelads
tookto the stage. It'simpressive, is The Bowl. Seeminglyanatural
amphitheatrelined with seats, reachingrightup and around, asfarasthe
neck could turn. It'sdarkand you can’tsee anybody, but youknowyou're
surrounded. There’s noise and chatterin the night air.

TheFacesrunoutofthedressingroom, there

T IME PASSED. STEWART appeared in the hotel lobby, hislady by

musthave costaround the same amount to get
rid ofthem. Posh.

“Youknow MarcBolan’s goin’ tonight—we’ll
showthelad afewtricks, eh?” -Stewart, smiling.
“No, he’sagrandladis Marc, agrandlad. Must
bestrange forhimbein’ bigin England, and
beingnothinghere.Ifhewantsto doit, he’ll’afta
work forit.Ithinkhe knows that. He'll 'afta do it
heremind, really, otherwise he’s gonnarunout
ofthingstodoinEngland. Youreally doafta
makeitin America, youknow. Youreally do.
Wish people could understand that.”

MacMcLaganappeared. “Youwon'tbelieve

“You do ‘afta
make it in
America, you
know. You
really do”

arearms pushingyou, facesloomingup, people
shoutingorders. “Right, 'ere we go,” says Rod.
Therearesuddenly 20 times more people
backstage, each withajob thatseemingly
consists with keeping each other off the stage. It
never worked.

Andthen... SHAZAM!Itwaslike havingacid
thrown overyour eyes—asheerwhite explosion
hitthestage, whichwas coated insolid perspex,
throwingthelightbackupinmistybands of
white. Stewart’s sizzly suitwas on fire; Wood was
amessofcolour. The stage was amirror oflight;
searchlights swept the crowd. Now thiswas

whatI'm goin’ towear tonight. You justwon’t
believeit.”

Thenightwasrollingup sharply-thenightfor theband playing the
famous Hollywood Bowl. The place had sold out within 90 minutes—no
meanachievement. And herein deep chatter were the Faces. Laugh-a-
minutelads. “Youknow,” said Rod, “I could belayinghalf-asleep, and
mopin’ bythispool,andI'd hear thoselads comin’,and there’d be asmile
aswideasahalfmelonacrossmeface. That'swhatit’sallabout.”

It'strue, there’ssomethingabout the Faces and Rod Stewart that’sabout
asnaturalasturn-upsonanaccountant’s trousers. It'sallalotdeeper
thanmostpeoplewould everrealise. Thereis an unsigned mental pact, an
occasional glance, anod, awink.I've never quite seensuch arelationship
withinaband. Ontheoutsideit’sagasto callthemlooners, ravers, lads
withaglassandasong.It'snotonlyagas, it'strue, butwhenyoudelve a
little deeper, each and every one of them knows exactlywhere they are at.

Hollywood. The band kicked theirmachines
intoaction. Wood smashed and screwed a chord
and then “Memphis” and the Faces are a-rockin’ and a-rollin’.

IfThadn’tstayed and witnessed the followingat the Hollywood
Palladiumjusttwo dayslater, thenIwould have said the Bowl was a great
Facesgig. Asitturned out, itwas good, butnotgreat. Despite Rod’s striding
out, and frequentslide tackles across the slippery stage. Despite Ron
Wood’s punchy, raunchy, slashed guitar, itlacked energy. It was enjoyable,
butitdidn’tgrabyourneckand twistitfor 90 minutes. Instead, there were
timesyou found yourselfnotwatching the stage, even maybe talking.

Butitwasenjoyable, and itwasfun. Thelads have got their ownbaron
stage now, stacked high with Blue Nun, and other sprightly nips, and
manned byasmartlydecked-outbarman. Atfrequentintervals theband
would ambleup to thebar, while Wood screwed out a break, or Rod got
into some dramatic parts. »
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Despitewhatwaslacking musically—the crowd were eatingitright
up. “Come ondown from there, come and getround the stage,” shouted
outRod. Theydidjustthat—abad move because the securityboys
pounced-andwhen they pounceinAmerica, they pouncelike animals.
So there was much shovingand pursuing through “MissJudy’s Farm”
and “Maggie May”, Stewartsprawled across the stage, or gettingup and
dashingaround the whole stage arealike Denis Lawwith aloose ballin
hiseyes.

Whentheyfinished, aroarfilled the air, and they came back for two
encores. Abeautiful achievement for the Bowl-butsomethinghad been
lacking. Therehad been this emptiness.

Nowthe Faces are knowntolike one helluva party and thatwas the plan
for Sunday. A tricky plan, and the boys were warned aboutit.
Imean, theywere goingto get the crowd boozed on punch and
champagne before the gig, and theyhad taken fullresponsibility
foranything thathappened. Itwas an extremelynervous Rod
Stewarttravellingin thelimo to thatgig.

“IthinkI'm gonnabesick.I'veneverbeensonervous, I'mall
hereandthere.”

October29,1972:
theFacesintheir
dressingroombefore
the WembleyFestival
OfMusicatthe
EmpirePool,where
theytopthebillafter
thePinkFairiesand
theNew YorkDolls
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There’s only one wayto get Rod backin theland of theliving - football.
Itseemed bizarre nailingalongtheboulevardin LA, satin the back of
atastylimo, passingtheflashiestscenes on Earth, and talkingabout
Old Trafford, Denis, the Baseball Ground, and the true art of selling
adummy. Bizarre.

Assoonaswe gotto the Palladiumyou could smell booze, and sweat. It
was about 100 degreesinside, and rising. Stewartwas feeling better, but
stillwanted tobesick.

Heneedn'thaveworried onebit. Theywere so darned good theywere
illegal thatnight. Forastart, itwasanideal gig. Itwaslike alarger version
ofaLocarnoballroom, and was stacked to theroofwith kids. “Iftheyain’t
feelin’ good on 1,500 bottles of champagne then we're offhome,” said Rod.

Theplace pressed onyou. Itdrewa
river of sweatfrom under your armpits.
Theaudience was pressedrightup
againstthe stage, rightunder the chins
oftheband, and wailinglike hell for
music. Itcamefrom theveryopening
patternsof “It’s AllOver Now,” loud and
sobrash, and glorywasitswinging.
Theyjusthitaswing, somethingthat
gotyour whole bodyjigging, and
kicking. Oh, whatslangand swearingit
was—andyetitwas goodtime. There’s
alinebetween somethingbeingvicious
and menacing, and vicious and fun.
TheFaces—onthisnight—hadallthe
pressure, all the evilyouwanted, and
yetthefinal productbroughtasmileto
yourlips,and notasneer.

Everyone knewitwasreallyworking.
There was Ron Wood playing some
extraordinaryguitar.It'samazinghow
Woodhas developed astyle that’s
totallyhis. Hisbottlenecksolos are ajoy
tobehold, hotrashes of metal scraping
andruttingaway, afagburning twixt
histeeth, hislegsstridingabusypattern
acrossthestage. Thenthere’sLane,a
sweatmark covering thewhole ofhis back,
chuggingaway, while McLagan and Jones
shiftandripitup. “MissJudy” bithard, while
there wasno stopping “Memphis.”

Stewartin ayellowspangled whistle, threw
hishead backand smiled, thenwalked to the
backofthestage,leavingthe band playingat
thisutterlyuncanny pace.

“Thesefour guysaremylife,” he said,
pickingoutthebackbeatwithhisarmand
shakinghishead. “Canyoufeel that?”

Feelit? You'd have had tobe made out of
bricks not to have felt the swagger going about
onthere. Theaudience was out ofitshead, the
stagewas outofitshead, and thebackstage
people were wearing outshoeleather by the
inch. Even the Faces’ barlookedlike running
low, the Blue Nuns beingrapedin quick
successionas theheatbegan to swell.
“Youknow, man, the Stones died adeath
herethe othermonth,” said aguybackstage.
Stewartwasback onstage onhisknees
delivering “Maggie” inavoice thatlooked fit
toshatter histhroat. Then hewasup, hisarms
around Lane. “Twistin’ The Night Away” and
“Feel Alright” were the killing encore blows;
itwasawonder anyone was left standing. It
was complete and utter enjoyment. The
Faces’ ownpartyand therehadn’tbeenaspot
oftrouble. Whatabeautiful band thisis.
“‘Andwe'retired out,” Ronnie had said
earlier. “We’ve got to lay offafter this tour—
lay offuntilwe’re bored. Then comebackand
boogie.” Roy Hollingworth e
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song tellsa story
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Rod Stewart

MERCURY

Asacursory listen to any of Rod Stewart’s
solo albums will reveal, there are many
aspects of his music which are simply shut
out of his work with the Faces. Never A Dull
Momentis alovingly crafted work which
concentrates on Stewart’s sensitivity as
anarranger and asaninterpreter of
intensely varied material both from
his pen and from the pens of others.

When listening to the Faces, it’s
alltoo easy to forget that Rod
Stewart has one of the most
expressive voices that any of us
will ever hear. The thunderous
rhythm-and-booze that the Faces
produce seems to limit Rod to the
raucous and demonstrative aspects
of his style, and thus, | fear, does him
asevereartistic disservice.

The Faces have never produced music with
the depth of feeling and range exhibited on
An Old Raincoat Will Never Let You Down,
Gasoline Alley, Every Picture Tells A Story
and now Never A Dull Moment. The dilemma
is this: on his solo albums Stewart can take
songs as differentiated as “Street Fighting
Man”, “Man Of Constant Sorrow” and
“Handbags And Gladrags” and show us
what these songs have in common, while
simultaneously respecting the individual
identity of each song, whereas with the
Faces, every songends up sounding
uncomfortably like its predecessor. A Nod's
As Good As A Wink... tends to sound like
one exceptionally long Faces track, but
Never A DullMoment duly realises that,
indeed, every songtellsastory.

It features the usual Rod Steward solo
album studio band, which has with some
justification been called the best studio band
since the one Dylan assembled for Highway 61
Revisited and Blonde On Blonde.

Exact track-by-track details are not
available as | write, because my copy arrived
without asleeve, but somewhereinthere
are Ron Wood (lead and slide guitar), Micky
Waller (drums), Ray Jackson (mandolin),
Martin Quittenton (acoustic guitar), Speedy
Acquaye (congas), Dick Powell (violin) and
sundry Faces.

None of the songs have been picked out for
single release, and none of them leaps out at
the listener asreadily as “Maggie May” did,
but “True Blue”, written by Rod and Ron
Wood, and “You Wear It Well”, written with
Martin Quittenton, seem the most instantly

___ NBUMS —
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appealing here.

“Interludings” isavery brief

acoustic guitar instrumental written
by Ron Wood’s brother Arthur (who, with
KeefHartley and Jon Lord, had a brilliant but
neglected mid-'60s band). Of these “True
Blue”is a typical Stewart opening cutin the
tradition of “Gasoline Alley” or “Bad’n’Ruin”,
dealing with one of his perennial lyrical
themes, that of the prodigal son.

“| gotta get myself back home”, he moans,
against asteady descending sequence
blocked out by Quittenton’s acoustic guitar
and some drivingrhythm section work.
“Lost Paraguayos”isan

because of the difficulty of getting the
guitar leadsright.

Here Rod does a beautiful reading of
Jimi’s “Angel” from The Cry Of Love, and
effortlessly surmounts the problem by
concentrating on the vocal and leaving the
guitar to play rhythm. He soars through the
chorus with a grace that Hendrix would have
dug, and | hope this spurs afew more people
ontorecord Jimi's songs.

“I’d Rather Go Blind”, the Etta James song
that was a hit some while back for Chicken
Shack, is one of the few recorded examples
of Rod’s excellence as aninterpreter of slow

blues, others being “Blues

acoustic carouser about
aMexicanjail, with Rod
chuckling delightedly
between thelines.

“You Wear It Well” sounds
similar to “Maggie May”, and
“Italian Girls” begins with a
Bo Diddley mumbling bass
solo against the acoustic
guitar before charging off

Rod does a
beautiful reading
of Jimi Hendrix’s
“Angel” from The

Cry Of Love

Deluxe” onthe Jeff Beck
Group’s Truth album, which
isavarianton “Gambler’s
Blues” thatendsupas
ashowcase for Beck

and Nicky Hopkins, and
“SoMuch To Say” on
Immediate’s long-deleted
Blues Leftovers. “Blind”

is the most moving

into the song, the melody
of which derives from
traditional sources.

On each of his last three solo albums,
Stewart has featured an obscure Dylan
song. Perhaps “Only AHobo” from Gasoline
Alley was the most successful of these, but
here “Mama You've Been On My Mind” is
real sweet, with Wood’s pedal steel shining
in the background. But next time, Rod, could
you see your way to doing one of Dylan’s
better songs?I'dlove to hear yousing
“Positively Fourth Street”.

For some reason, most performers fight
shy of singing Jimi Hendrix songs, probably

performance onthe
whole album, and I'm glad
thatit’s part of the Faces’ act.

Lastly, a tribute to one of Rod'sidols,
the late Sam Cooke, on “Twistin’ The
Night Away”, an effortlessly swinging
performance of the R&B classic, which ends
the set with great good humour and anice
solo from Wood.

Never A Dull Moment? Well, almost never.
Thisis an album whichis going to give me alot
of listening time over the next few months,
andI'mgladit’sinthe house. ljust wish that
one day the Faces willmake an album this
gOOd. Charles Shaar Murray
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JOHN LENNON, WINGS, ™
BLACK SABBATH, PHIL &%
SPEGTOR AND MORE :
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= Keith Moon
4 will play the
drummer

MM OCT 28

the hit musical Godspell, is to leave

the show to make anewrock film
with Ringo Starr, Keith Moon, Billy
Furyand The Everly Brothers.

Called That’ll Be The Day,ithas a
screenplay by Evening Standardwriter
Ray Connolly,and willbe a “definitive
picture” of the story of young people
growingup amidstthe pop boom of
the’50sand'60s.

Shooting commenced thisweekon
locationataholiday camp on theIsle Of
Wight, and therest of the castincludes
actresses RosemaryLeach, Rosalind
Ayresand Kim Braden. The story
revolvesaround agroup called Stormy
Tempest & The Typhoons. BillyFury
plays Stormyand Keith Moon will be the
drummerin hisgroup. David Essex
playsayoungboygrowingupin 1958
who getsbored with school studiesand
optsoutofsociety, joining up with his
friend, played by Ringo. In one scene
Ringo getsbeaten up by Teddyboys.

Itishoped many top rock musicians
like Pete Townshend and Jeff Beck will
help supplymusicforthefilm,anda
soundtrackalbumwill bereleased to
coincidewith thefilm’sissuenext
spring. That'll Be The Dayisbeing
directed by Claude Whatham, atop
television director,and produced by
David Putnam, Sandford Leiberson
and RoyBaird.

“ .

DAVID ESSEX, WHO playsJesusin
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Fictional band The Stray F=
Catsin That'llBe The
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“We'reallcounting
onthisbeingalong-
termthing”:Brian
Enoand(right)
RobertFripp

MM Fromout 0'% an : “That o1e

improvised King Grimson

Eiifﬂ?}?‘e‘é‘ij':ﬂ?&}%i‘é';fé;'cost£_2.80 .
“uaevanzrss.. 10X the tape...

EFORE KING CRIMSON’S recent
B appearance on the German Beat Club
TV programme, percussionist Jamie

Muir asked their roadies to go outside and
collectalarge sack of leaves. Then, during the
set, while John Wetton was playing a quiet
bassriff, Jamie took the sack, upendedit, and
spilled the contents over hiskit. Assomeone
saidrecently: Dada, we're all crazy now.

Jamie'skitinitselfis enough to qualify the
new Crimson for a place in the surrealistic
stakes alongside Han Bennink, John Stevens
and Frank Perry. It’s like nothing you have ever
seenbefore.He doesn’t playitall the time,
either. To say that Jamieis a “multi-"
instrumentalistis to say that he can make
music out of anything that comes to hand.
There’s his whirly-pipe, for instance: alength
of rubber tube with a coiland atremendous
mouth-piece, which he blows and
simultaneously whirls around his head.

Maniacal, certainly. After all, when Jamie
was with theill-fated and underrated magic
band called Hurts, he once re-coaxed adrum

solo at the Marquee by sitting on the edge of
the stage and screaming at the audience, who
fled. Believe this: if King Crimson can make
their old fans listen to their new music, they’ll
have struck a giantblow for progress. If they
succeed, it'll prove that audiences will investin
the avant-garde, and the wax willbe used for
utter inspired lunatics like

With practised ear, he manipulates Revox
and Ferrographs to bring us the sound of King
Crimson livein Bremen. Fripp’s had abusy day,
ending with he and violinist David Cross opting
out of all the decision-makingin the band, but
he’sfilled with enthusiasm for the music.

The tape begins, andit’s obvious that this
Crimsonis not for those of nervous
disposition. The five musicians positively tear
into each other, throwingideas around like
confetti, feeding and developing phrases with
avid skill. At first, the rhythm sectionis what
catchesthe ear. “They're the two most
ferocious drummers I've ever worked with,”
says Fripp, as the combined efforts of Messrs
Muir and Bruford threaten to ignite Eno’s
machinery on the spot. It’shard to tellwho's
playing what, except when Bill's laying down
straight funk and Jamie’s embroidering it with
tinkling percussive effects, but their
combined power is awesome.

“We're trying at the moment to play 5 over
4," says Fripp, by way of metrical explanation.
Whenitworks, the strength of it almost tears
theband apart.”

Wetton's bass guitar, too, catches the ear:
his very sound is bloodthirsty and cursing, and
hisinventivenessin a pointillist duet with
Fripp’s guitar is astonishing. “I call it the
Crimson Lurch,” says Fripp.

Derek Bailey, Evan Parker,
Cecil Taylor.

The major part of their
German TV set was totally
improvised, just like the first
setoneach of theirthree
nights at Frankfurt’s Zoom
Club, which was their first-
ever gig. Bob Fripp played

“l call it the
Grimson Lurch.
It catches you in

the neck”

“It catches youin the neck.”
Eno, too, isimpressed.
“l heard Family a while back,
and | thought, ‘That’s my
favourite bass sound.’
When | heard these tunes,
Iwas amazed to hear the
same sound again. Then
somebody told me it was

me the TV tapesroundat
the good Captain Eno’s flatin Maida Vale the
othernight, and it wasimpossible not to be
impressed with the predacious unity they've
already achieved, prior to their English tour.
Eno’s studiois situated in a tiny room, not
much bigger than a closet -it contains several
tape recorders,anamp and speaker
system, loads of leads and tape-snippings
hanging over everything, some model
aeroplanes and funny pictures, many reels
of tape, and the Captain'’s collection of...

R

“ " .
uh, “connoisseur’s” playing cards.

the same guy.”

Fripp’s guitar and Mellotron are, right now,
much as ever they were. Bob knows that he’s
gotalongwaytogoasasoloist-there’s no
self-delusion here, and he’s going to make it.

Crossisthe youngest and least experienced
Crimsonite, and at the moment it's showing a
little. Lack of confidence comes through on
violin and flute more than on most instruments,
but the music on the tape attests to his protest.

“Yousee,” says Fripp, “we're all counting on
thisbeingalong-term thing. We're planning to
stay together for two or three years -and




Davidissomeone | know I'll want to be playing within
1974. You just watch.”

The major portion of the 13-minute TV setis the free
improvisation titled “Vista Of Operating Theatre
Under Ark-Light”, and it ends with a written
composition, in comparatively recognisable Crimson
vein, called “Larks’ Tongues In Aspic”.

The tape really shows only one facet of the new
band.Bob hasn’t played us all the songs (ie, vocals), but
there'llbe plenty for fans to savour on the tour. “Don’t
judge us on the very first gig. It'simproving by

gargantuan leaps -andit’llnever be bad, anyway,
because atits worst thisband s very professional. But
the third nightin Frankfurt... well, it really happened.”
Asthetape ends, Enois already connecting another
majestic treat. He pulls out asmall spool, threadsiit

through the Revox, and explains it's something he

taped fromaradio play, the voice of actress Judi

Dench speaking asingle phrase. He made eight tapes of it,
at slightly differing speeds, and thenre-recorded them
together. They begin together, and then gradually shoot
out of phase until the effectis like an aural hall of mirrors.

The phrase Miss Dench speaks is “You don'task why”,
just that, but the multi-tracking turnsits meaning a
thousand different ways. This may sound like something
from Pseud’s Corner (or a John and Yoko test pressing), but
it’s utterly mesmerising: “youyou do-don’t ah-ah-ah-ah
don’t a-ask whywhywhy don'’t ah-ask you-you-don't...”

For Eno, the highlight comes when the voices come back,
forasplit-second, into phase. Hel also insists on inflicting
our ears with one of his “snake guitar” pieces overdubbed
by himself through his own equipment. Initial worries give
way to pleasure as his fuzzy rock’n’roll licks pour forth.

“That’s my Sterling Morrison sound,” he says with some
satisfaction. Fripp grunts: “I've spent months trying to get
that soundin the studio. How’d youdo it?”

Eno explains, to Fripp'samazement, that he feeds the
guitar straight through his tape machine - which, by all the
laws of wattage, should explode under the strain. That they
don’tcanbe attributed more toluck than expertise. The
evening’s highlight, though, is on the next spool: 20 minutes
of musicrecorded,in Eno’sroom, by himself and Fripp.

The theory and practice of the music were as follows:
Fripp, on guitar, laid down a bass drone, modulating into
different tonal areas twice over the length of the tape,
which Eno subjected to various forms of echo and tape
delay that | don’t understand. And this produced a dense,
shifting groundswell over which Fripp thenimprovised
atop line -once again with electronic assistance.

The resultis somewhatbetween Terry Riley’s “Rainbow
In Curved Air” and John Martyn'’s longer guitar pieces -
whichis to say that it’s utterly, magically riveting.

The listeneris totally absorbed as the guitar wheels,
spins, cries, bleeds, soars, turns backinto itself, climaxes
and dies away. ltis, without doubt, a complete triumph.

Eno’s theories on tape delay were publishedin book form
onMarch 6 -andfive days later, 3,000 miles away, Terry
Riley published his own theories in America. They were
almost exactly the same. “What an example of creative
confluence,” chuckles the Captain. “Actually, shortly
afterward | found out that John Cage had discovered the
same thingsyears ago. Buthe was a creep,and anyway he
didn’tknow how to use it.” What a joker.

This tape will, they hope, be used on Island’s experimental
HELP series with another piece they'rerecording soon. “It’s
my idea of how to make an album,” Eno commented. “That
one side took 40 minutes’ work and cost £2.80 for the tape.”

“We're hoping,” added Fripp, “to bring the albumiin,
mastered and complete for £100.” Contrast that with the
five-figure sums Crimso’s own albums have cost to make.

“Also we'd like to arrange some gigsin the future with
both Roxy and Crimson, so that Enoand | candoaset
togetherinthe middle.” Richard Williams

Osmondsfans

gatheroutside
aLondonhotel,
November1972

Fan hysteria on a massive level

MM OCT 28

isduetofill the skies around London’s Heathrow Airport this Sunday

morningwhen TheJackson 5 and The Osmond Brothers touch down within
hours of each other. It's doubtful whether Heathrow will have played host to
suchafangatheringsince the days when The Beatles returned triumphant from
their American tours. For accompanying the Jacksons and Osmonds s the
biggest wave of fan worship since Beatlemania.

Firsttoarriveare TheJackson5. Their plane, Pan Am Flight Number 106, is due
toarriveat Terminal3at7.20am. The Osmondsarrive at Terminal 3at 10.30am.
Arrangements have been made for The Osmonds to drive in front of Terminal 2.

Togetherwith David Cassidy, the Jacksons and the Osmonds make up atrio of
Americanactsthathave broughtbackfan hysteriaonamassivelevel. Record sales
for The Osmonds alone are topplingrecords set by The Beatles at the height of
their touring days. In Britain alone, The Jackson 5 have sold two million singles
and 100,000 albums for Tamla Motown in two years, countingrecordings by the
group and lead singer Michael Jackson.

First-to-arriveJacksons will spend the Sunday atrehearsals for the Royal Variety
Performance atthe London Palladium, which takes place the next day. Following
concerts on the Continent, the group play two shows at Birmingham Odeon on
November9, Belle Vue, Manchester (10), Liverpool Empire... two shows (11) and
theywind up with amassive concertat the Wembley Empire Pool on November 12.

Osmondswill bedriven from theairportto their central London hotel foran
afternoon pressreception. Theywill play concerts at London’s Rainbow Theatre
(November 4), Manchester Free Trade Hall (6) and Birmingham Town Hall (7). All
the concertshave sold out. Concerts followin France, Germany and Scandinavia.

“Nothing to do with
drugs” MM DEC 2

PAUL MCCARTNEY - WHOSE “Give Ireland Back To The Irish” was

'|'HE BIG SCREAM is on its way back to Britain —and the biggest scream of all

banned by the BBC last February - has again fallen foul of the Beeb. His
latest single, out tomorrow (Friday), hasbeen banned by Radios One and
Two.Title of the piece, written by Paul and his wife Linda, is “Hi, Hi, Hi”, by Wings.
BBC publicity officer Rodney Collins told the MM: “The ban has nothing to do
with drugs. We thought the record unfit for
broadcasting because of the lyric. Part of it goes:
‘lwant youto lie on the bed and get youready formy
body, gon’doiit, do it, do it to you'.
“Another part goes: “Like arabbit 'm going to
grabitanddoit tillthe night is done’.”
“Hi, Hi, Hi” was broadcast by Tony Blackburn
once last week, but this was a “mistake”, say
the BBC.
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USA. They leave behind
delighted crowds —
but at what cost to MELODY MAKER
themselves? “We were LACKSABBATH HAVE always had a hard

time. Does anyone really take them

just four ordinary seriously? Their musicisloud, often

lackingin finesse. Butit carries an honesty

Iosers,” says Ozzy thatfewbands have today. It has power—

and while an awfullot of people are ready

OSbourne. “we Si g“e‘i tolaugh at the music’s monotony, there is a hard following

. in Britain and enough people digging them in the States to
and It a“ happened_ . _” make their smallest gigs 5,000-people events.

Ignoring critics, Sabbath have quietly sneaked offand
recorded afinerockingalbumwith depth and shades of
sophistication. Made at the Record Plantin Los Angeles,
Black Sabbath Vol 4is coming of age, anew-found maturity
and freedom.

ButAmericahastakenitstollon theband. Tonylommiis
ill, and Ozzy Osbourne’s complexion shows that some
sunshinewouldn’'tdohimanyharm. Theystill carryon,
and althoughfuturelongtours of the States are out, in the
immediate future theyfind themselvesin the almost
impossible situation of working stateside for three weeks,
with twoweeks athomein Birmingham before goingback
again foranotherthree-weekstint.

Lastweek Osbournelooked half-dead. Lack of sleep and
jetlaghad drained his energy. Buthe talked excitedly about
theband, bigvenues, drugs, AmericaandtheirlatestLP...

Doyoufeelyour musichasfalleninto an accepted
pattern?Idon’tknow, butalot of people have told me that
we've gotour own thing, ourownsound.Idon'treally
knowmyself, because of the next thing. Theactual myth
and feel of the musicis somethingyou're notreallyaware
ofwhenyou'reso close toit. When we sang “Paranoid” we
didn’tplanit. We don’t plan things, wejustdo them. We »

CAMERA PRESS
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March22,1972:
BlackSabbath
onstageatCobo
Arena,Detroit,
Michigan




CHRIS WALTER

that Im Danchs hawe
“people ©

didn’tfeel thatalot of peoplefeltlike us, but evidentlyalot of other people
did feel whatwe were writingabout.

Ithinkthatwasone ofthe main thingswhyitsold, because atthe time
therewasalotofshitaround with all this violence, whichis stillaround.
It's gotway out of proportion now, but at one time it was something that
wasjustfilteringthrough and getting at people’s nervous systems. We
didn’tthink, “We're masters of the world; we knowwhat everybody’s
thinking.” We justwrote something.

Itwas mainly Geezer, whoisaveryintense person, inas much aswriting
goes. He’sthe mainlyricist. Thave done afew things; Iwrote thelyrics to
“Black Sabbath” and afew of the others, buthe’s the man. He comes up
withsomereally good things. Imean sometimesIfeel, “God what’sinhis
head?” One of the tracks on thisnewalbumreally freaks me outeven now
—“Cornucopia”. Listen to the lyrics on that. The lyrics on the last verse go,
“Takealife, it’s going cheap/Kill someone, no one will weep | Freedom’s
yours, just pay your dues/ Wejust wantyour soul to use”.

Isthatbecause of America? NowIfeel the bandis getting veryinfluenced
bythe American trip. Youknowwe were thinking of calling this album
“Snowblind”, butitwas veryheavybecause theysaiditwas to dowith
cocaineand drugs. We get criticised about druginfluences, butifpeople
really getinto thelyricsit’sananti-drugthing. Whetherwe’ve used it or
not, 'mnotobliged to say, butwhat we've seen ofitis terrible. It’s like
peoplearelivinginnightmares, and anybodywho goesintoitends up
like that. Over there when they goinfor something... “Getstoned, forgetit
man.” It’slikedrinkinghalfashandyto them, getting stoned. Theyreally
gooverboard;it'’sawonder thathalfofthem don’ttakeacoffintoagig.

Doyouneverfeel thatis thereality of dope?1don’t thinkso; Iwas having
anargumentthe otherweekinapubnearwherellive. This old bloke was
saying, “Thispop star, he’s the cause of all this drugabuse.” I said, “OK,
butwho gave him the drugs, and who gave the bloke before him drugs?”
We don'tgo on stagelike freaks; we go on to play music. Ifyou're freaked
youcan'tplay. I've triedit; youjust can’t getit together. You thinkyou're
playinggreat, and then youstartlosingitand, man, itall falls down. [just
don’ttouchitanymore.Ithinkassoonastheworld... althoughit’stoo
latenow, butifthe world getsit together then the kids will do the same.
Thisworld-Idon'tknow.I'vesatand thoughtto myself, “Lookhowlong
theworld’sbeen here,and man, now they’ve found away of destroying the
world byjust pushingabutton and they can wipe out the whole thing.” At
timesIdon'tthinkitwouldbeabadidea.Iwaslookingatthe news the other

BlackSabbathin1972:
(l-r) GeezerButler,
Tonylommi, Bill Ward
andOzzyOsbourne
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nightand therewasn’tonethinggood. Everythingtheyspokeaboutwasa
bomb. Bomb onaplane, bombin Belfast,bombinsomebodyelse’s boot.
Thebiggest tragedy ofall time musthave been the Olympic Games.
Theyevenhad tomixathinglike sport where aman physically competes
with anotherandrace doesn’t matter. For two weeks people forget about
colourandreligion and theyjust compete ashuman beings. And then
some people have to go and do somethinglike thatjust for politics. The
thingyououghtto seeispollutionin America. It’sterrible. People are
walkingaroundlookingupintheair, shivering, scared. Asifone day this
bigblackhandis goingto come out of the skyand choke them.

Your music’s areaction to that? Well, Americais the mostsatanic
countryintheworld. They do anythingforadollar. Ifyou've gotadollar
you'rein;ifyouhaven’tyou’re out. Youre nothuman over there, you're
justanother punch cardinacomputer. It’snever heard of to say thank
you. “Givemea cup of coffee, me, me, me; feed me... him...”

It'sfunny, because I've been everywhere and this countryis the sanest
countryoutofall ofthem.Ilookatmylittlehousein the countryhere and
IthinkI'vebought myselfalittle piece ofheaven on Earth with mykids
and animals.Idon’twanttobeaneuroticold manat85 coughingup soot.

Doesn’trock contribute to pollution with its sheer volume? No, rockis
thebestsedativein theworld. It releasesthe stress, the anxietyand the
hang-ups.IfIgo onto astage and there are 20,000 people out there or even
one,andifthey’rediggingitand havingagood time gettinghigh on the
eveningand the event, and they’re forgettingwhat’s going tohappenin
themorningwhen they clockon again, I thinkI've achieved something

Doyounever feel like ajukebox playing the same tunes all the time?
Yeah, you feellike that sometimes. Plugadimeinand he’ll singallnight.
It'ssuch adragsometimes. Like two days before we went away on the last
trip [caught this bugand itjust turned me off. Second number of the first
showmythroatjustturned offandIwas dead. I had towalk off stage. I
couldn’tgo on. Youtryto tella crowd of people that you can’t go on.

We gomad now, we dowhattheycallbops. Three weeksin the States,
twoweekshome, three weeksin the States, twoweekshome.Thaven't
sleptsince we gotback. [gotback Sunday, Iwent to bed on Thursday
night, didn’tsleep Fridaynight, didn’tsleep Saturdaynight, didn’tsleep
Sunday night. It’slike you're sitting down and bang you're asleep for two
hoursand then wide awake all night taking the dogs for longwalks at five
inthemorningthroughthehaze.

.
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Anyplansfordoingasoloalbum?I'vebeen
thinkingaboutit, butI'mverylimited because
Ican’tplayaninstrument.IthinkI'm goingto get
aMoogandlearnto playit, notjustinstrumental
work, butdoingasoloalbumusingaMoogonit.
Gettingsome different people to work onit, too. If
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BLACK SABBATH

a5,000-wattPAatthe AlbertHall. The peoplein the
firsteightrows had theirhairblown out. And they
wondered whypeoplewere running outholding their
heads, with screwed-up pained faces.

You get to apointwhere volume ceases tobe

Tused the peopleI workwithnowitwouldjustbe
anotherversion of Black Sabbath.

Would youlike to usestrings, like on “Changes”
fromthenewalbum? Yeah, it gets prettyboring
forusafteratime. We play everythingonrecord
thatwe do onstage.It’sgood for ourearsaswell
asotherpeople. Welike our own music better if
we can experimenton albums. That’s why Tony
likes to play alittleacoustic guitarin the studio.
Actually, Ithink Tonyis one of the most talented
guysI'veevermet. None of ushave everbeento
music college, and ifsomeone putmusicinfront
of menow, wellI couldn’tevenread English

“T'’he whole
thing just
blooms into
a beautiful
energy trip”

creative. Of course. And thatloudit’s painful,
andit’snotgettinganywhere. It’s just noise.
There’sno co-ordination with their music,
there’snotevenanice flowingriff, andit’s
justagreatnoise. Ifthatguychangesachord
once, he’sdoingagoodrun. You cansay
we're monotonous, butwe do have the
common sense towrite alittle bitmore
variationinthe trip.

YesaresobiginAmerica. YouthinkThe
Beatleswere big. We did a gigwith them at the
Forum, twonights there, and thatholds 20,000
peopleand they packed the place both nights.
Man, you could fit the Albert Hallinto the

writing, letalone music writing. But Tony has
thisnaturalability. He'd never played piano
before, never before, and yethe sat down and got “Changes” together at
thepianoafteraday.

Geezerhasalmostgotall the thingswritten foranalbumandrecorded
alotofitathome onhislittle Revox. Ifhe gets the time he’llbe doing one.
He’s goteverythingworked out, whathewantsto call the albumand
everything. Hisalbumwillbereallysomethingifhe does getit together.
I'veheard one thinghe’s got together and that was beautiful. I've got to
hearhimsingaswell. Geezer’'saninteresting guyin thathe thoughtofthe
“Paranoid” tripand everything.

Doyouever feel unreal, caughtup in the “downer” myth? No, notreally,
butit’s strange, Ineverrealised the strength of Black Sabbath. Although
I'mbeginningtounderstanditabit more now. [understand more about
thefirst Black Sabbath album nowthanIdid atthe time, because you
have tounderstand the fact that we were just four ordinarylosers. We just
bummed aroundinanold Transitvan, doingitanywhere, playingatIrish
workingmen’s clubs, anythingjustto geta gig, just to play to people. Then
this cigar camewalkingin theroom one day and said, “Sign here.” And we
signedthereanditallhappened.

There’s always alot of energy at Black Sabbath concerts. Right, it's good
energy.Ifeelwhenwe doaconcertthere’sso much energy comingoffthe
peopleifit’shappening. Sometimesitdoesn'thappen, butyoucan't
expecttodoiteverynight. Butwhenitdoes, itreally comes over good. The
whole thing comesup toathingthatjustbloomsinto abeautiful energy
trip. 'msurewe moved the Albert Hall three footlast time we played
there.Idon’tlike goingto these concerts where the band tries to baffle you
with science. Hop onto aMoog, play 35 violins, it’s justnowhere for me.

Theonlybandthatcando thatformeisYes. Rick Wakeman, the
organist, isthe bestin theworld asfarasakeyboard player goes. [rate him
alothigherthan Emerson—it'sbeen done before-jumpingonto organs
withknives. Onstage thatbandis perfect, forasinger Anderson hassuch
agreatideaatarranging. It's so perfect.

Youstillget nervousbeforeyou go onstage?Ifit’sabiggig, beforeIgoon
thatstagelhaveacouple ofhefts of scotch, and sweat... myhands melt!
Butassoonastheygo “Black Sabbath” Iwalkon thatstage and itjust
disappears. ThelastAlbert Hall gigIwassoill. Icould feel this thing
comingthrough thewalls.Iwasfeeling, “I've gotto go out thereinto the
biglion pit.” Assoon asyou’re on stage you justopen up. ButI'll tell you:
ifsomething goeswrongwith the equipment on thatfirstnumber, I'm
finished, butonce the firstnumber’s over, it’s cool.

Does thevolumeyou use ever affect your hearingon stage? No, I'mright
inthe centre of the stage. Yousee the speakerfansoutanditdoesn’thitme
somuchasitwould the peopleat theback of the hall. The people at the
frontofthehall arebetter off, actually. I'd say we use volume effectively,
likeweuseaguitar.

Haveyouever seen Grand Funk? Nowthat’svolume. Theysayin
Americathatwearelouder than Grand Funk. I'll tell you, if the world
endeditwould notbe thatloud! When they came over here they used

dressingroom ofthe Forum. The size of those
places—youdon’tgetapplause atonce, it comes
inwaves fromthe backofthe hall.

Canyoucommunicate to thatamount of people? No, [ justhave to throw
myselfatthem.Ijustuse abitmore energyandabit more sanity. The
amplification thingover thereisamazing... perhapsthat’'swhywe’re
gettingabittooloud for this country, because we've got used to playing to
agreatmass of people. The smallest crowd I've played to indoorsis 25,000
people. On thislast tour we went to this open-air festival on Labour Day,
whichisabigholiday thing. This guydidn’texpectwhathe got. There
were halfamillion people there; we couldn’t get to the gigbecause for

10 miles alongthe freeway there were abandoned cars. There were cars
turned overintheriver. Itwaslike someone had said you've got 10
seconds to get out of the citybeforeit’s destroyed.

The guy couldn’tbelieveit, man. He expected 80,000 people! There was,
like, three toilets for halfamillion people! It was terrible; they were selling
them aspirinsto get them stoned. That'swhatIhate about festivals, the
dopetrip. Bad news. Ifyou're going to sellsomething to people, sell them
something good.

Thenewalbumsounds asifyouspentalot more time and effortonit.
Thisisourfirstalbum. OURfirstalbum;in the pastwe’'vebeenlimited
time-wise, money-wise, this expense thing. Ifyou can afford to puta
bandinthestudio, you canafford towait. That'swhythereis somuch bad
stuffcomingout. Ifeveryonewas todo agoodjobonanalbum there’dbe
somuch more good musicaround. I pickup analbumsometimesandit’s
sobad. Analbumisacompletely different thingto ashow. Youcan'tsee
melooningaround, youcan'tsee Tony’s fingers working.

Westarted recording thisalbum before last Christmas. We've spentalot
oftime andalotof money onit. We took four or five all-night sessions on
onetrack, “Under The Sun”, because we didn’tfeel it wasright.In the end
we gotitright. That’sreallywhat we wanted to do before.

Master Of Realitywerecorded in four days. Thefirstalbum werecorded
inRegentSound, onan eight-trackmachine, in two daysfrom 10in the
morningtillsix. [twas good for the time and expense thatwentintoiit.
Thatwhole album musthave cost £600. It’s the people you never see who
arebehinditall. The Blue Meanies.

Thisalbumisjust the four of us plus Colin Caldwell—and Patrick
Meehan. Wehad somuch fun.

Why cutin LosAngeles? At the Record Plant? Whata studio for depthand
bass!You'll notice that the volume of thisalbumisalothigher thanthe
other, and the crispnessis so much better.

Thisalbumisacomplete newstep asfarasweare concerned, because
nowit’sanew eraforBlack Sabbath. We'renolonger goingto usea
producer. We experimented aloton thisalbum. Itwaslike a partywith
peoplearound atthe studio. As faras producers go, no disrespect to
RodgerBain oranything, butwejustfelt thatwe couldn’tcommunicate
withhimintheend.Idon’tknowwhetherhe’s gotanego trip thathehhad
made usorsomething.Ithinkaproducerhastobewithaband 24 hoursa
day, otherwise youcan’t communicate with them. It shows on thisalbum
thatwe enjoyed ourselves. The energylevelis there. Mark Plummer o
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0CTOBER—EVEMBER

JohnLennonandYokoOno
atoneoftwocharityconcerts
theyorganisedforNYC's
Willowbrook Schoolfor
childrenwithmental
disabilities,MadisonSquare
Garden, August 30,1972
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“People say
m sell-
indulgent”

JOHN LENNON

— NVIE8EPTEMBER 30 —

SHATMADISON SQUARE Garden
( ( gig”, says JohnlLennon, nostalgia
inhis eyes, and his hand stretched
forward holding awelcomingbeer,
“was the best musicI enjoyed playing
since the Cavern or even Hamburg.”

It's1.30am asweslip into thevacantbedroom to talk and
escape the congestion of the entire population of Greenwich
Village noisily settingup itsrockhardwarein thelivingroom
nextdoor. Thesceneis the Lennons’spiffy mid-town hotel
suite, 30 floors up from the hot sweat of New York’s 7th Avenue
and onlymuggingdistance from Times Square. Down on the
street theshrill scream of aspeedingpolice car punctures
the conversation.

Ihavebeentrying toseehim for more thenaweekand he
knowsit, apologising as he digs deep into acrumbled packet of
cigarettes ashesits on the single bed with Yoko athis side.

“Man,” says Lennon, continuing the theme, “Ireallyenjoyed
thatMadison gig.” He peers at melike a contented owl from
behind the familiar tinted National Health shades perched
atop thebridge of his nose. “I mean, youwere there. You could
seeIwason thetrip alright. Itwas just the samekindafeeling
whenTheBeatlesused toreally getintoit.

“Funnily enough, Itend toremember the timesbefore The
Beatles happened mostofall. Likein Hamburgweused todo
this... atthe Cavern weused todo that...intheballrooms the
other.Inthosedays weweren’tjustdoing anentertaining thing »
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WOMAN IS THE NIGGER OF THE WORLD

orwhatever the hellitwas we were supposed to be. Thatwas when we
played music. That'swhatIenjoy and remember bestabout those days.

“That’sthe same feelingwe gotat Madison Square Garden with
Elephant’s Memory”-Yoko nodsin full agreement-“and you know
they'resuchagoodband. Stan Bronstein, their tenor sax player, isareal
rare one. Perhaps the bestsince King Curtis, that’'swhatIsay.”

Havingbeenatthe Lennon concert,Imore than goalongwithhimin
regardingitasan eventnever to be forgotten. As the minutes ticked into
thefirsthour ofanewday, I had seen Lennon push a thickwad of gum
hardintohischeekand grind outaboogierhythm on his Les Paul Gibson
ashescreamed, “New York City... Que pasa, New York? Que pasa, New
York”, before ademonstrative crowd of well over 20,000 Manhattans plus
afewmad dogs and visiting Englishmen. It was magnetic.

Theresponse thatnightfrom the animated multitude stompin’ madly
ontheir$15seatshad been deafening, and the stream of gut-levellicks
coming from the stage substantiated all that we felt. Here, for the first
time since the fragmentation of The Beatles,

onlyone of the complications. We just wanna play, butat the moment
it'sjustahassle. Paul’s tryingiton one, and it mightbe working for him.
He’sgothisband togetherand he’sjusthittingtheroad and appearing
wherever he can.

“Theway Yoko and Iwere doingitwas at the Lyceum, in Toronto, and
with FrankZappa atthe Fillmore—until we got together with Elephant’s
Memory.Allwe’re tryingto doisjust play withoutitdevelopinginto some
weird scene. Butit’salmostimpossible, ifyoudoitalot.”

Hepauses, looks at Yoko, smiles, and ponders on hislastwords. “Idon’t
know,” he says again, “ifwe're prepared todoitalot.” He continues,
directing the statement at Yoko. She stays silent.

“It'snotbecausewe’re bothered aboutlosing the buzz, butyou know
you getinvolved with such hassles aswho’smaking T-shirtsand who's got
theserights; unions, cameras; and before yourealise what’s happening it
soonbecomes bigger than both of us. Either thatorit’s ‘forgetabout the
hassle’. Butifwe do thenyougetalotof peoplerippingalotof other people

off. Atone time Yoko and I thoughtabout going

JohnLennon finally gotback towhere he once
belonged...rockin’androllin’...pushinghis
powerfullungs to theirlimits and then beyond,
accompanied by one of the raunchiest punk
streetbandsIhad everheard. Whenhesatatthe
piano tosing “Imagine” itwas to perfection, and
thesilence had amagicofitsownas the slow
chuggingintro of “Come Together” slid out of
the giantbankofspeakers.

Themotivation behind this Lennon emotion-
packed official reunion with the public,
followed a TVexposé by New York’s celebrity
newscaster Geraldo Rivera, on the squalid
conditions suffered by the mentallyretarded

“The only way
I can describe
it isthat Yoko
was like an
acid trip”

overtolIreland to do something, butuntilwe’ve
cleared up thisimmigration thingwe can’t
leave America. We're kind of trapped. It might
provedifficult forustore-enter the country. It
dependswhich way the windisblowing.
“Onthe Sometime In New York Cityalbum the
royalties of ‘SundayBloodySunday’ and ‘The
Luck Of TheIrish’ are supposed to go to the civil
rights movementinboth Ireland and New York.
Angela [Davis’] moneyis towards whatever
she’sstruggling for,and some moreis for the
Atticadependents. Whetherwe can getitoutof
the ‘system’ or notis another thing, butwe'’re
gonnatry.Intheenditgetsdowntowhat

children of the upstate Willowbrook Institution.
Inthewake ofaviolentpublic outcry, John and Yoko, in collaboration
with New York’s Mayor John VLindsay, had proclaimed August 30
afundraisingdayand theywere personallyresponsible for raising
$350,000to help alleviate the children’s plight.

Mymentalflashbackto the concert passesand Lennon opensanew
packofcigarettesand explains, “There were all sorts of plans to do aworld

tour, and then the USimmigration thingstarted, so thathad to be shelved.

Evenwith the Madison Square Garden gig, though, Ican’tbegin to tell
youthe weird things that went on before it. Touringis going to be abig
problem. Itwouldn’tbe sobadifwe could doatourand nottakehomea
packetof moneywhich onlybecomesataxproblem, and God only knows
whatelse. The perfect solution would be to do it so thatwe only cover
costs. Butthenwhatyoudo, when do youdoit,and who doyou do it for?
“Inmypositionit’sharder todosomethingthatdoesn’tearnacouple of
= millionthanitistoactuallygo outwith theintention of earningit. Believe
itornot, people would seem to be happier
ifyoutookthebreadandran. Andthat’s

“Untilwe’veclearedup
thisimmigrationthing...
we'rekindof trapped”:

. Johnand Yokoin

! Manhattan, August1972
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somebodyinour position can do to help others.”

Headmitshe canfullyunderstand the reasons why othersrefuse.

“Yousee,Iwasinthere. Whenyou'reachild you're surrounded by
relatives, and most of us seem to get ourselvesin the position where we
createawhole newsetofrelatives... like friends and advisers, however
well-meaning. Suddenlyyou getin a position where you getso much
money-andifyou'relike us you're aware there’s alot of people come out
withmore. So you go through the wholebit- ‘Why did they get more than
us?Didn’twe do the work? Didn’t we write the songs and record them?

“It'sthe people—whoever theymaybe—who stay around the fringe of
theartistwho createasituation where the artistis alwaysinfear ofbeing
hit, like Mickey Rooney, by the taxman. Either that, or you spend so much
becauseyou'relivingalifein whichyoudon’teven thinkaboutit.

“Sothereyouare, livinginalimbo where you're constantly worried that
youmightend up owing-or thatsomeone will come alongand take away
whateveryouhave left. The peoplewho getinto that position areinsecure
anyway, likeme. They getyou up there. You collectit, ‘cos you'reinsecure
enoughtowanttodoit. Youdoit. Then youbecomesurrounded, and

scared ofitbeing taken away fromyou.
ol "i ! “Sowhatdoyoudo? Youfind you're going
P N roundincirclesfortherestofyourlife.” Roy Carr

NME
¢ T HEBEATLES HAD a standard to

liveup to,” admits John Lennon,
lighting up yetanother four-inch
linkin an endless chain of battered
cigarettes. “And for thatreason, when The
Beatles went into the studio, they had to
stayin for at least sixmonths. Today, [ just
couldn’tstand to belocked up inastudio
for thatlength of time.”
Lennon’sreasonisassimpleasitisshort:
“Idon’twantastandardtoliveupto.”
“Youknow,” he tellsme that muggy night
in New York, “when the Beatles cartoons
comeontheTVeverySunday,Istill getakick
outtawatchingthem...It’sjustlikeleaving
home-afterthatyou automatically geton
withyour parents.”
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Ibringusbackto the presentand ask:
Howmuch has Yoko influenced John,
and howmuchhasJohninfluenced
Yoko?Lennondisplays obvious pleasure
atthesubject. “She,” hebeginswithan
affectionate smile at Yoko, “changed my
life completely. Notjust physically...
theonlywayIcandescribeitis that Yoko
waslikeanacid trip or thefirsttime you
gotdrunk.Itwasthatbigachange,and
that’sjustaboutit.Ican’treallydescribe
ittothisday.”

Iputitto them thatan example would
beappreciated and theyboth choose
theirnewalbum, SometimeIn New York
City,asanillustration. Again, it'sJohn
wholeads off: “Ifyoureallywannaknow,
Yokowrites allher own chordsand
music completely. IfIcan getinariffor
something, thenI'mlucky. Alot of people
don’tknowthis, but Yoko was classically
trained from the age offour, and that, as
youknow, hasitsrewards andits
disadvantages, in the same way ofany
training. It'salways hard tohituponspecific details, butforinstance, the
ideaforasonglike “Imagine” came out of Yoko’sinfluence regardless of
whattheformatofthatsongwas. HalfthewayI'm thinking, musically,
philosophicallyand everyotherwayisherinfluencebothasawomanand
anartist. Herinfluenceis so overwhelming thatitwas bigenoughnot only
formeto change mylife with The Beatles, but also my privatelife, which
hasnothingtodowithhowsexuallyattractivewe are to each other.”

ForLennonit’stime for another cigarette, for Yoko a chance to offer
her observations.

“Naturally, mylifealso changed. Mainlywhatwe give each otheris
energy, becausewe're both energetic peopleand whenwe’rein the
company of other people who we might feel areless energetic, then we
have togivemore. Forinstance, ifwe’re onstage and Johnisreadinga
songreallygood, and I have to come afterhim, then thatmeans thatI've
gottodomyverybest. SothenIdoascreamingpiece orsomething, and
thenJohndoesascreaming pieceafter that, and thenhe hasto stop me.
That'’s preciselywhatwashappening during our concertat Madison
Square Garden. Many of our close friends noticed we were really sparking
offeachother.”

Johninterjectswith hisowninterpretation: “Imean,Igotup fromthe
pianoinonenumber, andJeezus, itwaslike followinganactor
something. Phew, itwasjustthe sameas competingin the Olympics
whenyou'vereally got to boxyour best. [twasreallyweird.”

Suddenly Lennon stops talking, leans over, and with a teasing growl,
roarsinto Yoko’srightear, “Go on, luv, tellhim howIinfluenced yer.”

Shelaughsnervously, tries toignore hisrequest. “The thingis...” But
she can’tcomplete the sentence as she breaksup in afit oflaughter.

“Alright,” she concedes.

“Thatwas the question, remember,” says Johninan effort toredirecther
train of thought.

“OKthen, I'llanswerit. It's obvious, I think, that these daysmysongs are
allrock...”

“Andwhatwere theybefore?” intrudes Lennon, temporarily taking over
therole ofinterviewer.

“Well, Iwas mainly doing myvoice experiments. You know, screaming
andall that, butthenIgotveryinterestedintherockbeat, becauseitislike
theheartbeat.It'sverybasicand averyhealthy thing. Most music, other
thanrock, wentawayfrom thathealthy direction and into perversion.
That'sthewayIfeelaboutit.”

John: “Justvirtuosity.”

Yoko: “Actually, Ithink the mostobvious change hasbeen onmyside,
whichis thatmymusical style changed. Whereas Johnis virtually
stickingtowhathe’salways done. Butladopted rock.”

Yoko’slastfour words prompt Lennon to enthuse “Yeah... yeah” prior
toproudlypointingout to hiswife: “ButIdid that Cambridge thingwith
you.Nowwasn’tthatanadaptation?”

Yoko, unperturbed: “Rockis awhole newfield forme and I getinspired
somuchthatIfind thatnowalotofsongsare comingoutofme.Also, I
thinkIwasgettingtoapointwhereIdidn’thave too much competition.

NEW YORK CITY
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Johnwas always with boys who were
workingtogetherand thereforein direct
competition. Thatwashissituation.ITwas
farmoreisolated.”

She pausesand Lennon takes over the
conversation: “Itjustcame tome—forthe
two of usitwasaquestion of mutual
adjustment, withallthejoysand
pleasuresof marriage onanartisticand
musicallevel. However, it’s notjust the
music, or our lifestyle, orwhere we're
living. The whole changeishappeningin
thespacebetween us.

“Yoko coined aphrase. ‘RockSquare'...
andIwas definitelyin thatbox. Iwould
never have admitteditwhileitwas
happening, butnevertheless, itwas going
on. Whathappensis thatyousuddenly
become exactlywhat youdidn’tlike about
other forms of music, beitjazzor classical
orwhatever, and then youhave to admit
thatitshouldreallybelike this or that.
Now, when someone comes alongand
says ‘no’, itcanbe whatever youwantitto
be. That’saverybigchange to go through. Butafteryou experienceit,
thenyouloosen. You feel free to do whatever youwant.”

Thefactsbehind Lennon’s candourreveal thatat the dizziest heights of
Beatlemaniahelost contactwithreality. “Thathappened many times,
butthen alotofother people go the same way. Justbeing, quote, ‘A Star’, or
whateveritwasthathappened, madeitalittle more unreal. So perhaps
theperiodslastedjustalittle bitlonger.

“Look, aworking guywill getlost foraweekend, get pissed, and forget
whoheisordreamthathe’sso-and-soinhis car. Well, itwasjust the same
withus. Butinstead of gettingblotto for aweekend, we got blotto for two
months, tryingto forget whateveritis that everybody tries to forgetall the
time. Instead of worryingaboutwhois gonna pay the milkman, we
worried who was gonna pay whatever it was we’d gone out and spent.

“Ithinkthataround the time of Help!/Ibegan towonder what the hell
was happening, because things were definitely starting to get veryweird
bythen. Butthen,IcanonlyjudgeitbyA Hard Day’s Night. Atthat time, we
stillhad onefootin the backyard.”

WithMarcBolan today attempting to Xerox the kind of hysteria
amongst Britannia’s children thatJohn, Paul, George and Ringo patented
ageneration earlier, I further enquireif Lennon bleedsin sympathy for
today’s teenyboppers.

“IdunnoifIfeel sorryforthese people ornot. ButIdo thinkaboutit.
Thefirstthingthatstrikes meisthe things these stars sayin the musical
papers changesso often. Yer knowwhat I mean:like when theykeep on
saying, ‘We're the greatest.’ Imean, whenIread about Dave Bowie
bitchin’ with Marc Bolan, whois bitchin’ with Fred Astaire... Actually, it’s
abitofalaughwhenyou're notdoingityourself.

“limagineit’sall down to the fact of the bigger youbecome, the more
insecureyoufeel.I'dlike to think that people couldlearn from the
mistakes othershave made. Buttheydon't. It’slike you can’t tellanybody
nothing, ever.Ican’'tlearn myselffrom other people’s mistakes. There’s
nobodyIcanthinkof, where he did that, and that’swhere he goofed. You
cansingaboutit,because that’s your own experience, butyou can’t
expectanyone to thinkalongthelines, ‘Oh, so theydid thatand that
happened, sowewon'tdo that.” Youcan'tdoit. It never works.”

Self-indulgentis a put-down constantlyaimed atJohn Lennon, and his
reply tosuch criticismis explicit.

“When people say 'mself-indulgent, it’s onlybecause 'm not doing
what theywantme to do. Simplybecause they're still hung up on my past.
Ifyou’'ve noticed, when they say such things, they don’t usually refer to
the music. Actually, I gotitdown the other day. People talk about not what
youdo, buthowyoudoit, whichislike discussinghowyoudress orifyour
hairislongorshort. They can saywhat theywant, but the artistknows
best, anyway. And when youwork atsuch an energylevel, like Yoko and
me, thenyou're doomed to be heavily criticised.”

The cigaretteshaverunout, sohasthe tape, and we've talked ourselves
dry.Thaveaplaneto catchatnoonand the Lennonshavealive TVshowto
rehearse. New York City... New York City... Que pasa, New York. Que pasa,
New York. Que pasa, Johnand Yoko? Roy Carr e

COME TOCETHER!

——
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“Itnever snows .
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HELONG LEFT arm of Muhammad
TAli snakes out, hisfistbeatingatattoo
of wicked jabs on Bob Foster’s tired,

puffy cheek. Five thousand miles away, Phil
Spector sits, cross-legged and straight-
backed, hisnose two feet away from the
colour TVscreen. “Scored!” he screams.
“Scored! Scored again! Scored again!”

SuddenlyAligoesintoretreat, teasing Foster
tofollowhim onrubberylegs around thering.
Hisstrength ebbingalongwith his confidence.
Fostertries onelasttime to connectwith his
opponent’sjeeringmouth. Somehow, helands
asolidleft-and-right combination.

“Missed!Missed again... LookatAli, he’s
carryingFoster! He can take Fosterany time he
wants! He’sknocked him down ssix times, and
alltheycantalkaboutishim getting cut!

“He’sthe champ, there’sno onebetter. Get
him, Ali... scored again!Scored again!”

Eventually Foster’slegs betray his courage,
andhetumblesto the canvasforthe eighthand
lasttime. Spectorboundsto his feet,
applaudingwith afierceintensity. The TV
broadcastisarecording, and Spector saw the
fight “live” the previousnightata London
cinema, by satellite from Lake Tahoe, Nevada.

“Thatcut’s only superficial,” he says, still
staringatthescreen. “Bundinitold meitwasn’t
nothingimportant.”

Bundini Brown, Ali’s trainer, had telephoned
Spectorin London only hours after the fight.
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Spector’snowwaiting excitedly fora call from
Alihimself. “He’smyfriend,” says Spector. Ali
and Phil-bothwinners, both stripped of their
titlesthroughjealousy and resentmentfor the
way theybucked the systemandheldupa
fingerto the establishment.

Phil Spectorrevealed himself, brieflyand
unexpectedly, to the Britishmedialastweek.
Thereasonwastherelease, thisweek ornext, of
hisfamous ChristmasAlbum.The album,
originallyrecorded and half-heartedly
releasedin 1963, was first

.
) PhilSpector (right) with
N ..
Y singerDarleneLoveand
Y arranger JackNitzsche |
recording A Christmas
GiftTo YouatLA'sGold
< StarStudiosin1963
- o 3

White Christmas’ stuff.Imean, everyyearthey
havetoreviveIrvingBerlinand tell him, ‘Tt’s
Christmas-timeagain, Irving. Hemustbe 180
yearsold bynow.”

Spector tooksilly songslike “Frosty The
Snowman”, “I Saw Mommy Kissing Santa
Claus”, “Rudolph The Red-Nosed Reindeer”,
“TheBellsOf StMary’s” and “Parade Of The
Wooden Soldiers” and transformed theminto
pop epics through the use ofall the sound
componentswhich had builthis charthits with
theindividual groups. He’snever believedin
spoilingtheship foraha’porth oftar, and every
effortwas expanded to make this production
asgrand and perfectashissingleslike “Then

HeKissed Me” and “Be

titled A Christmas Gift For
Youandfeatured The
Ronettes, Darlene Love, The
Crystals,and Bob B Soxx &
TheBlueJeans, witha

“It went on for
months. | never
wanted to see him

MyBaby”.Leon Russell,
Glen Campbell, Sonny
Bono, Herb Alpert, Nino
Tempo, Hal Blaine andJack
Nitzschesatin LosAngeles’

memorable Yuletide Gold Star Studios for weeks,
. . - ,, . . . ..

benediction spokenbythe agaln after tha addingbitsuntil thejigsaw

grand master ofrecord was complete.

production himself. Therecord was pressed,

Ittookbetween sixand nine months to
complete and costin excess of $35,000. The
amountof care putinto thearrangementsand
percussion overdubbingwas extraordinary. “It
wenton formonths,” recallshisengineer, Larry
Levine, withashudder. “Ineverwanted tosee
himagain after that. Day and night formonths.”

“Allthe tracks were madelike singles,” says
Spector. “Idid everythingthatIrving Berlinand
Bing Crosbywouldn’twant, becauseIwas
gettingabitbored with all the ‘I'm dreamingofa

thejackets printed, and thousands of copies
were stacked inwarehouses, waitingforrelease
inNovember 0f 1963. “It came out the same day
thatPresidentKennedywasassassinated,”
Spectorremembers. “Naturally, thatdepressed
thewhole country. Certainlyno onewas
buying Christmasrecords—everybodywasin
mourning, whichwas onlyright. Notonlywasit
theworst Christmasofall time, itwasalso the
hottest Christmasin American history. Itnever
snowsin Californiaanyway.”




Therecordlaylike astunned white
elephant. Butovertheyearsthe demand
from collectors and Spector freaks has
grown tosuch proportions that copies of
the album, whether on Spector’sown
label, Philles, or on British London, are
much sought-after. You'llbelucky to pay
lessthan afiver for onein England, while
25dollarsisthe minimum pricein the New
Yorkoldies shops. Spectorisaware of this.

“People have been askingmetore-releaseit
foryears. Everyrecordlabelwantedit.Sol
looked atthe chartsoverhereandIsaw ‘Leader
OfThe Pack’ and ‘Let’s Dance’,and obviously
there’sanewgenerationin Britain,and I
decided to putitout.Idobelieveinit,andIlove
itverymuch, and Iwant people to be able to get
itwithout paying £5foranold copy. It's the
samealbum, same mixes and everything. Just
remastered, that'sall.”

Italsohasanewcover, with Phil disguised
asSanta Claus, surrounded by odditieslike
amonkeywearingheadphones, readingthe
Bible.It'son Apple, rather thanareactivated
Philles, because “Ifigured that Apple would be
thebestvehicleforit, here andin America.”

Although he mayhaveyearningsto havehis
ownlabelagain, he’sreluctant toreveal them.
“Inthosedays,Ididitalone.

DEMONSTRATION

RECORD—

. NOT FOR SALE

like hell; the other doesitvery quickly, justrips
itoff. Theyboth did the same thingbutone
suffered considerablyless. Youhave torealise
thatwhatyou're doingmaybeart, butwhatthe
public’slisteningtois commerciality.”
Wearinghis Back To Mono button, Spectoris
scathingaboutpeople who use 16-track studios
to cover up theirown technical inadequacies.
“There’salotofinsecurityinvolved. They’ve got
32tracks, and they’llhave 64 soon, and then
they’lldouble thattoahundred-and-
something. The waywe used toworkrecording
everythingmonaurally, you

Istarted Phillesin 1962, and
forthreeyearsIdidn’'teven
have anypromotion men.
T'hadto callguys myself
andset things up, master
therecordsandapprove
them, talkto distributors
andaccountants... Since

“We used to work

monaurally — you

had to get it right
first time”

hadtogetitrightfirsttime.
Today, they can’tdo that.
“WedidJohn’slastalbum
inquadraphonic. There’s
fourspeakersaroundyou,
andIsay, Tcanonlyhearthe
bass,’and Yokosays, ‘Ican
onlyhearthestrings, and

then, I've changed my mind
aboutbigcompanies.”
Healsorevealed plans torelease many of the
old Philles hits on analbum, to be followed
perhapsbyawhole series of LPs—maybe
includinganalbum devoted to the manysides
byDarlene Love and The Ronetteswhich have
never seen thelight of day. There are, for
instance, magnificentversions of two Harry
Nilssonsongs-“Paradise” and “HereISit” -
whichwere cutin 65, butkepthidden when he
folded Philles after “River Deep—Mountain
High” flopped in the States. “People say that
Iretired because ‘River Deep’ wasn'tahitin
America,” hesays. “Butreallyl had enough
money, and I thought that after the Christmas
Albumand especially ‘Lovin’ Feeling’ and
‘River Deep’, I'dreached the epitome of whatI'd
wanted todointherecord business.”
Hereturnedin’69, with a Ronettessingleand
aCheckmates Ltd album for A&M, butsince he
beganworkingwith JohnLennon and George
Harrison the followingyear, his only “solo”
throwhasbeenlastyear’s single, “Try Some,
BuySome”, by hiswife, Ronnie.
Againsthisexpectations, therecord was
acomparativeflop. “Ithought George had
written agreatsong, and I tried to makeit
romanticand Wagnerian and bigand
beautiful. WasIdisappointed whenitwasn’t
ahit? There are two ways oflookingatit: on the
onehand, it’sartbecauseit’s an expression of
whatyoufeel. Ifit'snotsuccessful... well, that’s
painful, butyoualso havetolookatitasan
eight-piece of waxthatcanbebrokenand
thrownaway and youmake anotherone.
“It’slikeifyouhavea piece ofadhesive tape on
yourarm, thereare twokinds of people: one
will peelitoffslowlyand painfully, soithurts

Johnsaysweallhave tositin
themiddle toheareverything. So there’sabout
20ofusallhuddled togetherinaheapinthe
middle oftheroom... Itwasreallysilly.
“Allmyoldrecordswererecorded in mono.
Itried to dowhatsomebodylike Wagner might
dotohavethemovinglinesand everything
together. Ifyou tryto separate thatand make it
into stereo, youlose everythingItriedtodo.”
Testing thistheory, I played him the new
reissue of “River Deep”, on A&M. Helistened,
shookhishead, andsaid, “It'sastereo mix...
Listen there, howthestrings are separated. It’s
gotno power anymore.Ididn’tdo that.
“Sopeopleaskmewhy, whenIwearaBackTo
Mono button, Irecord the ex-Beatles on 16-track
machines. Well, theirrecords aren’treally
stereo, youknow—justlisten
closelyandyou’llhearthat )
thesoundisall together \)OC\(
really. Theylike that.” 0
Inresponse torepeated 0“ e
requests, he playsthe
ChristmasAlbum, and
commentates throughit,
skippingthe stylusfrom track
totrack. “Bells Of StMary’s’,
Itold Hal Blaine there, ‘solo...
solo...solo..." Twanted the
drumsonthesamelevelasthe
strings. Hedidn'tunderstand
atfirst, buthe gotit.
“SantaClausIs Coming To
Town”: “TheJackson5have
juststolenthewhole thing.
Thatsaxsolothere... thatwas
when Steve Douglas could
reallyplay. There, youhear
thatpercussion?It’ssupposed

tobe the toymakers working away.”

“Sleigh Ride”: “Motown stole that for
‘Heatwave’. That’s SonnyBono [playing
thehorses’-hooveseffects]...”

“It'sAMarshmallowWorld”: “There’s

Leon playing piano. Aw, nowyou've got

meallexcited. Christmasis funny-

everybodyloves everybody for two days,
thentheystartkillingeach otheragain.”
“Winter Wonderland”: “There’s Edna
singingharmonywith Darlene. Edna,
Darlene’syounger sister, isnow thelead singer
with the Hot Waxhit group, Honey Cone.”
“Paradise Of The Wooden Soldiers”: “That’s
Herbie Alpert playing trumpet, with the other
guy from the Brass.”

“Christmas (BabyPlease Come Home”: “This
bitwasmeanttobeharmony, but Darlene went
crazy.Itellyou, thosekidsloved tosing.”

Hefinishesupwith “SilentNight”, and its
spokenmessage to thefansfrom the producer.
The corny sentiments—“Of course, the biggest
thanks goes toyou, for giving me the opportunity
torelatemy feelings of Christmas through the
music thatIlove” —should be embarrassing, but
somehowit’smovinglyinnocent. “Thad to play
allthestrings onthat,” he shouts. “The string
playerswouldn’tdoit.Isaid iflwas Toscaninior
Eugene Ormandyyouwouldn’tsay that! Playit!”

Nearlyallthe guests athis press conference
havedeparted, thewineisalmostgone, and the
food trolley’sbeenremoved, so he getsouthis
jumbo andstartsfoolingaround. He sings The
Mystics’ “Hush-a-Bye”, The Robins’ “Smokey
Joe’sCafé” and “Down In Mexico”, the Everlys’
“SoSad”, TheElegants’ “Little Star” and Richie
Valens “Donna”. “Thatwas supposed tobea
properendingontherecord,” he says, “but the
engineer fadedittoo early.”

What?Spector smiles—asmallsecretsmile.

Hereturnsto the hi-fitableand pullsoutan
albumbearingthatfamiliaryellow-and-red
Philleslabel.It’s a prototype ofhis forthcoming
GreatestHitsalbum. Thereare 18 tracks on this
one, includingall the favourites, but probably
there’llonlybe 12 on the production copies.

He’sthinkingof getting the rights to “To Know
HimIsToLove Him” and Curtis Lee’s “Pretty
Little Angel Eyes”, so that thealbumwill give a
more complete picture ofhis earlyyears. He
turnsall thelights out, puts theneedle downon
thefirsttrack, whichis “You've Lost That Lovin’
Feeling”, andlies down on the carpet, staringat
the ceilingas the massed pianos, basses, and
drumsfill theroom. “Iplayed this to one girl
beforelreleasedit,” hesays. Richard Williams

SINGLES & ALBUMS
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“John
who?”

Paul McCartney’s are
concentrating on “simplicity”.
Inevitably, McCartney is drawn
into discussion of The Beatles,
but his journey of self-discovery
is moving forward. “I think 'm
getting more back to what I'm
about,” he says. “You know...
melodies, tunes.”

NME

HE TITLE OF the B-side of “Hi, Hi, Hi”
is “CMoon”. Why “CMoon”?Sam The
Sham, in one ofhis songs, used the
expression “Lseven”... WhichisL,and a
7means square. So I-in one of my bright
moments—thought Cand moonislike
the opposite. Clever. So C Moon. Ijust took that, and that
means cool. So then the whole songislike, she’s cool.

Were these songs written atvarying times? “Hi, Hi, Hi”
waswrittenin Spain, because we had this tour coming
up whichwe didn’thave an awfullot of material for. The
European tour. And we need something to kind of rock
on.Sowedid thisnumber. We originally did it different.
We'verevamped itforthesingle.

Howabout the BBCban on “Hi, Hi, Hi”. Were you
surprised? Notbeing quite that thick, we all thought,
youknow, itmightbe possible. The storyisactually only
aboutsex, notdrugs. It'ssomethingtosing.Idon’t care
aboutthelyrics. Notreally.

Howprolificisyoursongwriting these days? Pretty
prolific. [“Hewrites millions of them,” says Linda.] We've
gotabout30-odd tunes thatwe’ve got, like, done at the
moment forthe nextalbum.

PHOTOSHOT

In NMErecently, Johnis talkingabout... Johnwho? »
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TheWingstourbus-
usedtoconveytheband
aroundthe Continent
inJulyand August1972-
parkedoutside Sotheby’s
auctionhouseinLondon

JohnLennon. He’s talking about quiteliking theidea of Ly
playingwith you these days—ifyou’reinterested... Howdo
youfeelaboutit? The story,inanutshell, is that The Beatles

broke up, butdidn’tbreak up any contracts oranything. Soall the
Beatlesmoniesstill stayed where they allwere. All the Beatles rights were
still controlled by Klein. So thatwas thereasonIhad to kind of stand fast
andsay, “Well, Idon’twanthim.” The onlyalternative for me was to have
Klein, and keep onwith the whole thing. Sowhathappened is, we fought
theKlein thing, and nowIthinkwe standachance ofhim givingall ofus—
allofus—somekind of release. This meanswewill getall our own
royalties comingto us separately. Thatwas all Iwanted. And now, since
that’sbeginningtolookabitbetter, ourrelations between ourselves are
quite coolnow. They're quite good. Onceit’s sorted out,Idon’t see any
reason whywe, maybe, wouldn’twant to playwith each other.

Maybeit'simpractical to think of The Beatles, in the future, as akind of
permanentworkingunit. But could you see yourselves musically
comingtogetheronceinawhile? Thatkind of thingmighthappen, yes.
Butreally, allit’sdown toisthefactthatifyouareinajob, and you're
treated wrong by the management or by the government, or by someone
kind of abit official—-you can eitherjustgowithitand think, “Well, thisis
life, we've got to goin the Common Marketkind of thing. Solet’sgo.” Or
you've got tolike digyourheelsinand say, “Well, 'mnotgonna go.” Thisis
the casewith the Beatles thing. Really, that’s allit’sbeen down to for us.
Oncethat’ssorted—whichIthinkmaybe soon—well then everything’s
cool. There’sno tellingwhat mighthappen then.

Whatwould yousayhasbeenLinda’s influence, musically, onyou? She
helped me simplify. It'smainlyawife’sinfluence... girlfriend-type
influence. Butmainly, justsimplification.

IfIwereto pin anything on solo-album stuff, itwould be that I felt
thatyouweregettinginto complexities. Ifelt that therewas akind of
raggedness, and thateverythingwasbeing tried—thatyouwerelosing
good, solid, rockingmelodicdirection? That’s true, yes. Soul-that’s the
thingreally. With the break-up of The BeatlesIdidn’'tdigitatall,
obviously. Atthe end of The Beatles, everythingwas abitkind of ragged
forme, abitdisheartening. Since that, I thinkI'm getting more back to
whatI'm aboutabit—youknow, melodies. Tunes, simple...

Some people thoughtyou’d be ashamed of your ability to write good

melodies. Nomatter whatyou say, and cover up and hide and stuff, if
yourewithaband-evenaremotelysuccessful band—for10years, when
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&¢ yousplitup therewasinevitablyalot ofkind of “He’slike
abloodyEngelbert Humperdinck” from the other people
intheband.Igotlittleremarkslike that. Well, youdo think,
“I'llbloody showyouI'mnot, mate-Icanrockwith thebestofthem,
I'mascomplexasanyofthem.” AndIstarted foraperiod, goingaway
from mynormal things. Justsimple things...

The funny thingis, it’s all comingback to that. Right now. Well, I think
italwayswill. See, I thinkwith The Beatles, like that was kind of whatI
knew. People are always people... Nomatterhow far outeverything gets.
Imean, underneath Alice Cooperthere’safella. And that’s the kind of
basicfactbehind alotofwhatgoeson. Forinstance, “Mary Had A Little
Lamb”wasn’tagreatrecord, butthe funnythingaboutthatiswe’ve got
awhole newaudience of eight-year-olds and five- and six-year-olds—like
Pete Townshend’s daughters.

Doyoumind that? Alotof people might asklike, “Where the hell are
youat?”Icanunderstand why.I thinkifIwasjustknockingaround the
record businessand someone made arecordlike “Mary Had A Little
Lamb”,I'd think, maybe, “I'mnot thatkeen onit”...

Butlookingbackonit,andlooking forward onit, and all of those kind
ofthings—itreally works, youknow.Imean, on our touritwasreally a big
number, man. Itwasridiculous. Imean, it’s only kind of akids’ number.
Butit’sone of those where you cangetan audience singing.

Would youregardyourselfas an establishment-related artist—as
having “sold outyour generation to the straights”?No, that’srubbish
—allthatkind of thing. It'srubbish.

Howdoyoufeel about the hostility towards Lindafrom those who
resenther presencein theband? With the breakup of The Beatles,
everythingwasexplained. Itwas,“Whatare thelads doing?” Well, we
stopped touring. When The Beatles broke up, I, forinstance, justbuzzed
offwith Linda, and wejustdid what we feltlike. We didn’tfeel like doing
any press, sowe didn'tdo any. Then people started coming out with all
these, youknow, “He’sahermit” kind of things. Naturally,I couldread the
papers, andIcouldsit thereand think, “Well, ’'mnotahermit. They're
wrong, obviously. Ican tell whatIam.'m notlivingin London any more
—butthatdoesn’'tmake meahermit.” Because, youknow, lots of people
livein Glasgow, andlots of peoplelivein Aberdeen, and they don’t feel
funny. Butno onerings themup via the press everyday, saying, “You're
funny-youlivein Aberdeen.” SoIjustdidn’tfeelthatIhad to answerit.
Obviously, the Prince Rainierway of handling thiswould have been to
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say, “Ladiesand gentlemen, thisismyladywife, Linda” onITN...
like have abig press conference after we got married and say, “Please
understand her, she’shuman.” Now the thingis, Ididn’treallyfeel like
Ineededtodothat. ButI'lltellyou—the people who don’tacceptLinda
arenearly always the people who've never seen the band.
Alotofpeoplewho came to see usin Europe werereally quite kind of
pleased with Linda.T'lltellyou, she’sreally gonna do something. Notin
akind of far-outway, where she’s going to make her own albums.Idon’t
thinkitwillgetin thatkind of direction.Ijust think thataspartofthe
band. LikeIsay, youremember when The Beatles started? No one could
hardlyplayanything... Everyone knewa few chords. When you come
from obscurity, that’s thenormal way.I canname afewbands around
atthemomentwhere people can’t play much, but they can getiton.

Ionceheardyoudescribed asthe Ninaand Frederick ofrock... It'snot
thatkind of thing. It’sonlyasmallrole she plays, youknow. It'snotasif
she’s playing, like, anyhuge kind of role. Imean, the mainrole Linda s
playingisthatshehappenstobe “mywife”.Imean that’s the main kind of
role thrustonher.Inactualfact,IlookonLinda, withregard to theband,
justasapiano player. She also takes thelittle bits—aharmony singer.
There’snokind ofbigdeal. Butyou'd be surprised —like the audiences on
our tour, youknow. She always used to geta clap when she came on, in,
like “T'm Your Singer”. We were a bit dubious about all this, but she used to
gettheclapallthe time. The clap, of course, isreferring to applause.

Doesithurt, thesesnidesagainst Linda—or don’tyougiveadamn
anyway? Linda: Well, to begin withI'm notreally pushy, youknow...
likeIwanttobeastar.Iwanttoplay. 'minittohavefun. Thelasttour
wasgreatfun.

Paul: The answer to this questionis thatithashurtherin the past—
weep, weep, thereare things thathurtwhen someone says them. For
instance, whenJohn married Yoko everybodysaid, “BloodyJap.” And if
youthinkthatdidn’thurtthem, then you're daft. Ifyou gomarry
someone you fancy and everyone goes around saying, “She’s bloody
‘orrible, mate” —ithurts. The main thing that’shappened with Lindaand
meisthatsince The Beatles have split, we explain an awfullot of what we
were doing. Ifwe’dkind of really been careful, like about Ram or
something, and setup some kind of publicitymachine beforeitall, and
tuned allyour mindsinto it—-maybeitwould have been different. Butwe
justbungeditonyourdeskandsaid, “Look-love usorhateus.” And alot
of peoplesaid, “Well, we hate you then.” Fair enough, we hate you— OK.
AndIthinkalotofthat’shappened by default.

Doyounowregard Wings as fully “run-in” -and ifso, aren’t theylong
overdue for British dates? Well, there’s the British tourin April, and we
had ourlittle period of getting it together, because you've got to have that.
Youneed toworkyourselfin. Imean, The Beatles had three, four or five
yearsbeforewemadearecord... Wewere togetherasaband. Slade had
beentogetherlongbefore theymadearecord, too, and the Stones were
together forahell ofalongtime, too, before theymade arecord.

Linda:It'salsoaquestion of gettingabunch of people together and
saying, “Hey,nowwe’re gonnabe tight, welove each other, we knoweach
other.” Wejust, none ofus, knew each other before.

anythingllike, really. They're good—theywouldjustdo anythingl
wanted. Butin fact, we don’tdoitlike that. We turn up atasessionand we
allthrowideasin.Iwouldn’tbe embarrassed to come up to them with
materialand stuff. Weknowwhatit’saboutasfarasthat’s concerned -
it'sforall ofus, it’s just to produce good music.Idon’tthinkanyone’s that
hungup abouthowwe achieveit.

Areyouawareyou’re the only ex-member of The Beatles still producing
hisownalbum?Isometimes feel the need for other producers, and
sometimesIdouseother producers. We used GlynJohns onacouple of
tracks. Butwe were abitrestricted there...

Linda: You'dlike an engineer to get greatsounds.

Doyouthinkthe George Martindays... We've just done something with
George—justthe otherweek. We did a great track for the next Bond film
called “Live And Let Die”, which unfortunatelywillnot be released for
alongtime.Butit’sagoodtrack.

Whatabout thealbumsituation? Thisnextalbumwill be verygood, I
think.Thate to go talkingabout this, in case there’s 50 incredible ones out
atthesametime and ours turns outnotso hot. ButIthink oursis good,
youknow. There’salotof good stuffonit, some great tunes. It’sabitmore
melodic, Ithink. Butitbops; there are some greatbopping tracks.

Haveyouadded muchinstrumentation? We have used some added
instrumentation, but the bestwayis obviously foryouto hearit.Idon’t
wantto goonaboutit. Ithinkit'llbe outin FebruaryandIthinkit'llbe
adouble. Theideaisjustto getworking, working, working, working. So
it’salldown toawholeload of work, becauseIlike that—doing TV shows,
doingwork. Iwouldn’teven mind appearing on The Mike And Bernie
Winters Show.1read people knocking Top Of The Pops, butI'm telling you,
Iwatch Top Of The Popsjustbecauseit’s pop.

InBritainyoujustdon’thave anything—andI'drather watch thatthan
thenewsanyday. Top Of The Pops, Tom And Jerry...Imean, theymaybe
abitforkids, butI'makid then, becauseIdigthatstuff.Ithinkrather
thandon’tdo Top Of The Pops, you should do Top Of The Pops. Rather
thandrop ashowlike this, there should be five morelikeit.

Isthereanyrestriction on composingwithin theband? Ohno-
Denny’sgotagreatone on thenextalbum. It’sreallyjust thatifanyone
turns up with agood song, OK. Ifit'salousysong, thenwewouldn’tuse
it. And we've got Denny singing one of our songs on the nextalbum.
We'retryingto putitaroundabit, soit’sanicekind of unit. The thing
aboutourbandis, everyonelikes tobeinaband. There’sreallynotmuch
moretoitthanthat.

We'reallfromvaryingpartsof the globe,and we’reall fromvarying
upbringings. We couldn’tbe more different people unless we had afew
Chinameninthere. We're all pretty different. Butwhatever we're doing,
we're doingittogether now. The thing that’s eventually going to tell,
obviously, is the music. Imean-ifwe write great stuff; if Iwrite some great
songs;if Dennystartswriting greatsongs—great.I thinksome of the
songswe’ve gotarereally verywarm, verykind of soul, very nice stuff. It’s
stuffyou cansingto.

Itakeit thataudiences don’tscream atyouany
more.Anyfeelingson this? I don’tknow, you
know.Ilike anaudience thatraves. We had
somereal good signs off that European tour.
Listeningtothetapes, it’s obviouswe’restill
prettynewasaband.I'mnotgoingto denythat,
either, becauseit’sstupid. There’snothing
wrongwith it, nothingtobe ashamed of. We
areverynew. Infact, we've turned that thing
aroundinourownminds—and we're chuffed
thatwe’renew.

“It’s obvious
were still

pretty new as
a band”

Doyoustilltravel aboutagreatdeal? Ohyeah,
nothalf. Wouldn’tanyone? We go to the
Caribbeanwheneverwe can, because that’s
incredible. Thatislike, youknow, paradise,
Jamaica-that’sverynice.Ilike peasants—
people-people. We're peasants, too, from
allcorners ofthe globe, agang of peasants
whowanttobeinamusical entertainment.
Thisisthewholeidea.It’slikein medieval days.
Afewpeoplejustgottogetherand made some
music to make themselves happy, and then to

Actually, Ifeel thatin away thatwe’ve gotit
over peoplelike the Stones... althoughIdon't
thinkwe’re quite asgood asthem, yet. Butwe've
gotahell ofalotofroom forimprovementin our
band.And that’salwaysagreatthing.

Ionceread youwereverymuch thekind of person
wholiked todirectoperations. With WingsIcando

make people happyoffit. And that'sreally allit
isforme.
Ioccasionallywant to make somelittle

political statements, occasionallywantto do
akid’ssong, butwere not toheavilyinto that
stuff. The main thing, still, isjust the music.
Thatcomes off. Ifyoulike, “Hi, Hi, Hi”, then you
like Wings. Alan Smith e
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Readers’ letters

MM OCT-DEC
TEENY PROBLEM

Howthehell can The Osmonds
havethenervetosaythattheir
so-called heavy musicsoundslike
Led Zeppelin or Rod Stewart?
Comeon, you British music-loving
fans. Tell The Osmonds and the
Jackson5we don’'twantany of
their 10-year-old teenybop music
reproducedin Britain!

GobacktoAmerica, Osmonds
andJacksons, andleave Britain to
theiroriginal brilliants, such as
Purple, Sabbath, ELP, Faces,
Budgie, Zeppelin, Who, Yes, Heep,
StevensandAsh. YEUGH is the
onlywayto describe myreaction.
PETERMOORE, Liss, Hants
(MMNov18)

BOP TILL YOU DROP

Iwon’tpretend tobeamazed by
Peter Moore’sletterin MM (Nov
18), becauseit’s only too typical.

“Idon’tlike them, so they’re not
entitled to existas musicians.”

Iwonderifhe objectstothem
beingalive...?

“GobacktoAmerica, Osmonds
andJacksons...”!

Idon’tlike The OsmondsbutI
don’thavetolisten to them.Idon’t
seewhyIshould demand theygo
away-mysisters getalot of
pleasure fromlisteningto them,
andI'mnotprepared to deny them
thatpleasure.

Ilove TheJackson 5, on the other
hand, andifanynarrow-minded,
bigoted, pretentious brat thinks
Ishouldn’tlove them, he’s quite
welcome to comeround.

STEVE SCHETINI, Enfield,
Middlesex (MM Dec2)

Isitpossible that Peter Moore
(Mailbag, Nov 18) doesn’tlike
“10-year-old teeny-bop music”
becausehe’snota 10-year-old
teenybopper? Thinkback, Peter,
youwere 10years old once.
Whatkind of musicdid youdig
then, ifany?

DAVID BAUCKMAN, Wallasey,
Cheshire (MMDec2)

Weinthe Statesregard the
OsmondsandJackson5asajoke;
amoneyscheme for promoters
peddling puerile material to
12-year-old teeny-weenies.
Wake up, England! That’s not
music; it’s the antithesis of music.
Doyourfansknowthatthisisthe
sortof muzak mygrandmother
listensto? Have youlostall taste?
England producessomanyfine

bands (The Move, King Crimson,
Van Der Graaf, Kinks, Who) that
youshouldn’tbe wasting your
timeand moneyon]J5,0Band, lest
we forget, your coveted Marc.
PAUL TAKAKJIAN, Los Angeles,
California(MMDec2)

UNDERGROUND STATION

Irememberthe
beautiful days when
asked todefine the
underground and its
music, I could easilyreplyitwas
the music offreaks: Woodstock
nation, peace, love, etc, Bob
Dylan, PaulKantner, Jim
Morrison, CountryJoe, Jerry
Rubinand Richard Neville.

Intheold daysitmeant
somethingtosayyouhad “turned
on”. Todayyou canask, turned on
towhat? Camprock? Glitterrock?
Orthatfrigid brand mass-
produced bybandslike King
Crimson? Whathappened to those
beautiful days ofthe “alternative
society”? Nowwe have to stomach
thewhiningdenials ofJerry Garcia
and CountryJoe McDonald, who
arenow questioningwhether
those days ofthe San Francisco
freak-outs and flower people were
atall constructive.

Bob Dylanhasallbutdeserted
protest, Richard Neville has
retired, Carlos Santana (among
others) has cuthishair,and the
MC5remaintodayapathetic
relic of their former glory, their
beautiful naivetyshattered.

The two groupswho truly
represented the underground are
indanger. Pink Fairiesarerefused
aplatforminfavourof Gary
Glitter,and Hawkwind are
following The Who. Today, we
have Alice Cooperand Slade
reeking ofviolence, (I'velost count
ofhowoften onhearingSladeI've
imagined someone’s face under
those stampingboots), Bowie and
thelimp-wristbrigade, and ELP
and theirmusical elitism.

Well-organised festivalsarea
laugh. Howmuch organisation
wentinto Woodstockand theIsle
OfWight?Little ornone. Itwas
beautifully chaotic. From the one
road thatled to Woodstock, now
adozenorsolead fromit.
GAVINDUNNETT, Wick,
Caithness, Scotland (MMDec2)

GENESIS REVELATION
Until October24,Thad heard
nothing of Genesis and wassstill
listeningto Bolanand the
Boppers. AfterthateveningIwas
completely changed.
Genesisareaveryunderrated
group and deserve more thanthe
little publicity theyget. Notonly
aretheyoriginal, buttheysing
suchimaginativelyrics. Italso
shows the older generation that
notallbandsare thickdrop-outs.
Socomeon, everybody, ifyou get
thechancetosee Genesisatagig
anywhere, snapitup. Youwill see
howgoodtheyare.
ANDREW DYER, Palmserston Way,
Alverstoke, Hampshire (MMDec 30)

MAG TO THE IRISH
SoMr]J Neill of Co Armagh,
NorthernIreland, is “disgusted”
afterreading the Paul McCartney
interviewin MM.Iread the
interviewtoo, and McCartney
said, “I'minBritain,andI'm
British, and whatI'm complaining
aboutisn’'tsomethingIhaveto go
tolIreland to complainabout...
Ireland happened and I thought,
‘T'mgoingto say somethingabout
that’,and the best way to say
somethingisviasong.”
Isympathise withreader Mr
Neil, but to suggest that Paulgo to
aplacewhere, at present, insanity
reigns, clearlyindicates thatitis
he,and notMcCartneywho
“hasn’tgotaclue”.
TovisitIreland, asyousuggest,
Mr Neil, would be jeopardising
Paul McCartney’slife, and that,
old son, whetheryoulikeitornot,
isjustnoton.
MIKE BRETT, Gadebridge Road,
HemelHempstead, Herts
(MMDec30)

OLDIES AND MOULDIES -

Hasn’tanyonenoticed the
similaritybetween the Pink
Floyd’s “Interstellar Overdrive”
and Lieutenant Pigeon’sNo 1
single “Mouldy Old Dough”?
JOHNLORD, Maylands Avenue,
Breaston, Derby (MMNov18)

)
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The new Lou Reed single
is like nothing
you've ever heard before

“WALK ON THE WILD S)&
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Coming next..
in 1973

O THAT WAS 1972. Hope you camped it up. But that’s far

from it from our reporters on the beat. The staffers of NME

and Melody Maker enjoyed unrivalled access to the biggest

stars of the time, and cultivated a feel for the rhythms of a

diversifying scene; as the times changed, so did they. While

in pursuit of the truth, they unearthed stories that have
come to assume mythical status.

That’s very much the territory of this monthly magazine. Each month,
The History Of Rock will be bringing you verbatim reports from the
pivotal events in pop culture, one year amonth, one year at a time. Next
up, 1973!

PINK FLOYD

THE ONE-TIME UNDERGROUND darlings attempt to reconcile
themselves with their past, via the medium of their Dark Side Of
The Moon album. “Money is the single biggest pressure on people,”
they decide. And play a benefit show for Robert Wyatt to acknowledge
thefact.

NEIL YOUNG

THE RETICENT BUT intransigent singer-songwriter turns film
director. Along the way, he dispenses sound advice. “British bands
want to be the answer to this or that,” says Neil. “By then you've
forgotten the question.”

BOB DYLAN

WITH THE RELUCTANT voice of his generation as he films Sam
Peckinpah’s Pat Garrett And Billy The Kid. The MM s reluctant to engage
with the artist directly. “You're scared?” asks Kris Kristofferson. “Shit.
I'mscared and I'm makinga picture with him.”

PLUS...
DAVID BOWIE!
BOB MARLEY!
PUB ROCK!
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Every month, we revisit long-lost NME and Melody Maker interviews
and piece together The History Of Rock. This month: 1972.
“Keepyour’lectriceyeonme, babe”

DAVID BOWIE CREATED ZIGGY STARDUST
(ANDIGGY AND LOUWENTALONGTOQO...)

THEROLLINGSTONESRELEASED EXILEONMAINST

LED ZEPPELINLAID WASTE TO AMERICA

...and MARCBOLAN, CAN, PAUL SIMON,
MCS5, THE FACES, BILL WITHERS and many more
shared everything with NME and MELODY MAKER
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