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Introduction

Compiling a rock encyclopedia is, of course, an
undertaking of extreme foolishness. Since rock
music is fundamentally ephemeral, there are
innumerable problems to overcome. The most
immediate of these is that, even though the field
is relatively undocumented, there is sufficient
information readily available to fill a dozen
volumes, and enough apocryphal material on
top of that to furnish several tomes.

The rock business is hardly known for its in-
herent stability. Most bands have notoriously
turbulent histories, for example. Also, in a world
where you’re only as good as last night’s gig,
performers can change their image and musical
direction at a moment’s notice, while others will
rise from the dole queue to become the prover-
bial overnight success — which, if such a transi-
tion doesn’t actually happen overnight, can cer-
tainly be accomplished in less time than it takes
to publish an illustrated book.

And that's only the start. Since some of the
momentum in rock 'n’ roll has traditionally been
provided by so-called One Hit Wonders, the next
problem is who to include and why. First you
need to negotiate the tricky dilemma of who is a
rock performer and who isn’t. Impossible to
resolve this, since rock has always been a most
eclectic music form, borrowing in varying de-
grees from folk, blues, soul, R&B and country
traditions. We've relied on our instinct and a
modicum of common sense to sort this out:
we've included all those acts who purvey what
might be described as mainstream rock music

: ‘(both those who are eternally in the public eye,
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we could fit in, hopefully including all those, like
Ray Charles and Hank Williams, who have exer-
cised a measure of personal influence.

There are even more mundane problems to
work out. Who gets filed where and why? An as-
yet unheralded British band rejoice in the
appellation A Band Called O, and could pre-
sumably be listed under ‘A’, ‘B’ or ‘O’ according
to taste (we've plumped for ‘0O’). Fixed rules
would prove hazardous, so again we’ve been
pragmatic. T. Rex are listed under Marc Bolan,
for example, and The Mothers Of Invention
under Frank Zappa, without whom ....

The actual alphabetical order follows the tradi-
tional manner; individual artists are listed under
surnames, bands under their full title; if an artist
has given his name to a group, then it’s listed as
a band - eg the Edgar Broughton Band is under
‘E’, the Sensational Alex Harvey Band under ‘S’.

This was the order of play originally worked out
when the Book of Rock was first conceived (by
Nick Logan). It was then a series of ten weekly
pull-out supplements in New Musical Express
back in 1973, and was afterwards reproduced in
paperback form as The NME Book Of Rock.

That was the starting-point for this book, but as
it has since been totally revised, completely
overhauled, and fully illustrated there is now
little similarity between that publication and this.

EVEN THOUGH this book is being rushed out in
record time (and the printers haven’t even had
the benefit of altitude training) there have in-
evitably been some events that have overtaken
us. Phil May, whom we refer to as the last sur-
viving original member of the Pretty Things, has



now quit, for example, and Jim Messina has
announced that he will not in future be sittin’ in
with Kenny Loggins.

Other groups remain in existence and insist on
continuing to release albums, presumably with
the sole intention of making life more difficult
for editors of rock encyclopedias. Hence, there
have been albums issued in the last month
which have already missed our deadline, which
was the end of May 1976.

With that proviso, however, discographies are
complete to the best of our knowledge unless
stated otherwise, thoungh there are some points
to be made. Firstly, albums are listed in the
order they were made rather than released;
secondly, budget compilations have normally
been excluded; thirdly, in cases where the
material of an act has been regularly recycled,
only the compilation which most deserves its
“Best Of . . .” or “Greatest Hits” title is men-
tioned. Further, where an artist (say, Charlie
Rich or James Brown) has been issuing albums
as long as some of his colleagues have been
alive, only a representative selection is given.

Record companies are listed after each album;
the first one given is the American label, the
second is the British one; if only one label is
given (e.g. Warner Bros), that indicates that it
applies in both countries.

IN CONCLUSION, we've presented as much
fax’'n’info on rock'n’roll as the exigencies of
time and finance would allow — ie the more we
write, the longer it takes to publish, the more
out-of-date it becomes, the more it costs, and so
on. As we said, compiling a rock encyclopedia
is an undertaking of extreme foolishness.

So you can’t win. But we’ve done our best. We
think it’s the most complete one-volume rock
encyclopedia there’s ever been (but then, we're
biased).

Aside from acknowledgements elsewhere, we’d
like to thank all those employees of record com-
panies who’ve rendered invaluable assistance
simply by carrying out their jobs efficiently.
Any mistakes in the book are, however, the fault
of no-one but ourselves.

See what you think, and if you have any addi-
tional information or other suggestions, we’d be
pleased to hear from you.

Nieh Bgers
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¥Ace 1

Alan “Bam” King rhythm guitar,
vocals

John Woodhead lead guitar,
vocals

Paul Carrack keyboards, vorals

Terry “Tex” Comer bass

Fran Byrne drums

Formed early 1973 by Londoners
King and Harris; King having pre-
viously worked with Mighty Baby
and Action. They were joined by
Carrack and Comer, from Shef-
field and Burnley respectively,
late of Warm Dust, and Steve
Witherington, who was replaced
a year later by the Dublin-born
Byrne from Bees Make Honey.

Established reputation on London
pub and club circuit as polished
white funk outfit, and recorded
Five-A-Side in summer '74. Single
taken from it, the superb How
Long became hit in U.K. and No. 1
in U.S.

CE FIML FOR MU R
v

: L

> 3

o\ s 2

Time For Another.
Courtesy Anchor.

Ace immediately found them-
selves in invidious position of
being a top-line act with virtually
no big-time experience. Although
they handled their sudden success
well, group failed to consolidate
status in U.K. Time For Another,
despite studied professionalism,
aroused no more than lukewarm
interest. After a tour there with
Yes, U.S. seemed a better bet, and
in 1976 they moved to Los Angeles.
Woodhead replaced Harris in
1976.

Recordings:
Five-A-Side (Anchor)
Time For Another (Anchor)

David Ackles

Born in Nllinois, Ackles moved to
California to embark on career in
vaudeville and films. Later com-
posed ballet and choral music,
and started writing the occasional
song. Eventually signed to Elek-
tra label as songwriter only, and
was persuaded to record material
himself. First two albums, David
Ackles (1968) and Subway To
The Country (1970), established
his style - poignant, nostalgic
material laced with heavy drama.
His third, American Gothic
(1972), attempted to document
various areas of American life,
utilizing unusual musical forms,
and was critically hailed as
masterpiece in some quarters.
Commercial success, however,
remained elusive and Ackles

Left: Aerosmith-one of the
hottest U.S. bands of the ’70s.
Right: Toys In The Attic.
Courtesy CBS Records

Above: David Ackles, buddy can you spare a contract?

switched labels in following year
to U.S. Columbia for D. T. Ackles
Five And Dime. Since 1974, has
been without recording deal.

Recordings:

David Ackles (Elektra)

Subway To The Country
(Elektra)

American Gothic (Elektra)

D. T. Ackles Five And Dime
(Columbia/—)

Lou Adler

Eminent West Coast producer,
Adler first came to notice around
1959 when in partnership with
Herb Alpert, he managed and
produced Jan & Dean and wrote
songs for Sam Cooke (#). In
mid-'60s, managed and produced
Johnny Rivers (#), with much
success, formed Dunhill Records
for which he discovered and
groomed Mamas And Papas (®)
as leading U.S. vocal act of '60s.
Around same time, he helped in-
stigate Monterey Pop Festival.
On selling Dunhill, Adler in-
augurated Ode label and had
multi-million world-wide hit with
Scott McKenzie's San Francisco
(1967). Signed The City, a trio led
by Carole King (#) whom Adler
was subsequently to coach into
becoming one of most popular re-
cording artists of last ten years.
Also recorded Spirit, and has
interests in movie industry.

s Aerosmith

Steven Tyler vocals
Joe Perry guitar
Brad Whitford guitar
Tom Hamilton bass
Joey Kramer drums

Along with contemporaries Kiss
(¥), one of most successful new
American rock bands of middle
’10s. Like Kiss, none of Aerosmith
personnel had enjoyed any pre-




vious brushes (or even near-
brushes) with stardom or ‘‘name”
bands — although they did accrue
virtual superstar status in home
state of Massachusetts prior to
national breakout.

They first came together in New
Hampshire summer 1970 as 30
dollars-a-night rock band enter-
tainers for vacationing locals.
From there they worked inces-
santly on one-night gig circuit at
colleges, high schools, bars, etc.
At times when no work was forth-
coming, they set up their equip-
ment outside Boston University
and played for free.

By time of eponymous debut
album in early '73 group had
achieved localised cult following,
rising on release to superstar
status in New England area. By
the second set, Get Your Wings
(1974), this following had been
extended nationwide via intensive
touring, and by early ’75 their
album had been certified a
million-seller.

At approximately same time,
Aerosmith’s third album Toys In
The Attic was released and en-
joyed immediate substantial suc-
cess. It was still on U.S. album
charts by spring '76, as was smash
hit single Dream On. Both helped
reactivate, even further, sales of
first two albums.

Musically, band is cast from
classic no-frills rock mould, with
Jagger-lookalike Tyler an ener-
getic and flamboyant frontman.
Tyler also contributes majority of
Aerosmith lyrics, to compositions
written by guitarist Joe Perry.

ith (Columbia/CBS)

¢ (Columbia/

Rocks (Columbia/CBS)
il

*Air Force
® Cinger Baker

Jan Akkerman

Award-winning Dutch guitar vir-
tuoso, founder-member of Focus
(® from which he made sudden
departure, early 1976. While with
Focus, released two solo albums.
The first (released 1972) was a
collection of tracks recorded in
mid-'60s; the second was for
Atlantic in 1974, produced in asso-
ciation with George Flynn, former
Columbia University professor of
music, who orchestrated and co-
composed several tracks. Akker-
man features lute heavily, as well
as electric and acoustic guitars
and session support from likes of
Tim Bogert and Carmine Appice.

Recordings:
Profile (Harvest)
Tabernakel (Atlantic)

Daevid Allen
®» Cong

The Allman
Brothers Band

Gregg Allman organ, vocals
Richard Betts guitar
Chuck Leavell piano

Lamar Williams bass
Butch Trucks drums, tympani
Jaimoe drums, congas

‘In 1973, shortly after their career had been blighted by double tragedy

— Berry Oakley and Duane Allman dying in motorcycle accidents — the

Allman Brothers Band became No. 1 U.S. home-grown live attraction.
Brothers Duane and Gregg Allman were born in Nashville, Tennessee

Brothers And Sisters. Courtesy Capricorn Recs.
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— Duane on Nov 20 1946, Gregg, Dec 8 1947. They took up guitar in early
'60s, listened to much radio blues music, and formed Allman Joys,
playing gigs in Florida, Georgia and Alabama.

Towards the end of decade, brothers went to try their luck in Los
Angeles, and became part of Hourglass studio band, which cut two
albums in 1968 for Liberty records (reissued in 1974 by United Artists
in response to Allmans’ success) though neither Gregg nor Duane were
satisfied with tapes.

After demise of Hourglass, Duane and Gregg returned south, and
joined up with Butch Trucks’ band, the 31st Of February, on an occa-
sional basis. Album Duane And Gregg is actually a collection of demos
made by the 31st Of February.

It was Duane’s personal reputation as session-man that ultimately led
to formation of Allman Brothers Band. He was invited by Rick Hall, of
Fame studios in Muscle Shoals, to take part in sessions there. His first
assignment — on Wilson Pickett’s Hey Jude — was so successful he quickly
became fixture there, backing artists such as Aretha Franklin and
Clarence Carter (much of this work is available on posthumously-
released double-set, Duane Allman: An Anthology).

It was while unsuccessfully trying to make Duane’s own solo album
that the 31st Of February jammed with band called The Second Coming
(which contained Betts and Oakley) in Jacksonville, and they all created
the sound Duane felt he was trying to achieve. Gregg was recalled from
West Coast, and the band — Duane, Gregg, Betts, Oakley, Trucks and
Jaimoe — was put together. A contract was provided by Phil Walden,
Otis Redding’s former manager who'd been impressed with Allman’s
session work in Muscle Shoals, who actually formed Capricorn Records
for the band.

After long practice through spring 1969, band moved to New York to
record debut album, The Allman Brothers Band. Twin guitars of
Allman and Betts provided early focal point of band, which as unit,
possessed strong affinity for black music in general and blues in
particular. The Allman Brothers Band won acclaim for its biting and
inventive approach.

While group embarked on first of series of coast-to-coast tours,
Duane was still pursuing his other career as session-man, which
proved as important in formation of Allmans' legend as band’s own
recordings.

By his death Duane had become universally recognised as world'’s
leading exponent of bottleneck slide guitar — having been invited be-
cause of this ability to guest on Eric Clapton’s Derek & The Dominos’
album Layla And Other Assorted Love Songs, on which he turned in
his most impressive work in this idiom.

Meanwhile, the band were beginning to attract serious attention.
Idlewild South (1970) won good reviews, and their third album, the
biggest yet, was a double, recorded live at Fillmore East in March 1971,
and containing superb blues workouts on Statesboro’ Blues and Stormy
Monday. By album’s July release, band had played the venue five
times, including headlining the bill on the closing weekend in June.

On Oct 29 1971, not only the band, but the Macon music community,
and the outside world, were stunned by the death of 24-year-old
Duane Allman in motorcycle accident in Macon; during his short career,
he had recorded many of the definitive solos in rock history.

At that time, only three tracks for Eat A Peach had been recorded,
but the others determined to carry on, and regrouped behind Gregg
and Betts. Eat A Peach became massive U.S. seller. Towards autumn of
1972 the band added Chuck Leavell on piano (he had been working
with Friends And Neighbors, a band which backed both Alex Taylor
and Dr. John); this new line-up was rehearsing Brothers And Sisters
(The Allman Brothers Band always considered themselves as much a

Eat A Peach. Courtesy Capricorn.
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Above: Gruntin’ Gregg gets it on. The news in summer '76, however, is that all is far from brotherly in the Allmans camp.

family as a band) when Oakley was killed in similar circumstances to
Duane, in the same area of Macon.

Again the band recovered, adding a former colleague of Jaimoe's,
Lamar Williams, to replace Oakley. By now, Betts’ role in the band
was becoming more prominent, and both Eat A Peach and Brothers
And Sisters veered towards a soft-rock approach with strong country
overtones — as was demonstrated by Jessica, Betts’ classic instrumental
from Brothers And Sisters.

It would be unfair to suggest the band reached national prominence
because of tragic history; it is true to say that their brilliant instrumenta-
tion took them to the top, and the air of tragedy cemented legend.
Nevertheless, after Brothers And Sisters, the band'’s concerted activi-
ties became desultory as Betts and Gregg Allman pursued solo pro-
jects, and the creative impulse was lost — though Win, Lose Or Draw
was still as commercially successful as any previous album.

In 1974 Gregg Allman undertook a U.S. tour under his own name,
with his own band. Rumours that this presaged end of Allman Brothers
were premature, but a retrospective compilation, The Road Goes On

Forever, despite the title, had all the appearances of a last chapter.
Gregg Allman married Cher (®) in 1975.

Hourglass album re-issued 1974 on United Artists; second and third
LPs also re-issued and repackaged together as Beinnin (1973).

Recordings: mn
Hourglass (Liberty Solo albums:
——iBroinais Bangd Duane Allman - An Anth
Caprl Tl (Capricorn
. corn Duane And Gregg (Polydor)
Cregg Allman: Laid Back
Capricorr
Richard Betts: Highway Call
(Capricorr
Duane Allman: An Anthology,
Vol. II (Capricorn
Gregg Allman Tour (Capr

in, Lo Capricorn)
ompllations:

The Road Goes On Forever
(mavE mesT \;.c«'g
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Altamont

Speedway in Northern California
where on Dec 6, 1969, 400,000
sat in bowl-shaped valley to watch
Rolling Stones play, for free, as
highpoint of U.S. tour. What they
saw has been described as the
“Nemesis of the Woodstock Gen-
eration” — a young black stabbed
to death, allegedly by Hell’s
Angels (appointed by Stones as
“‘unofficial” stage guardians) after
several vicious scuffles had taken
place. Many felt that Altamont was
end of the movement towards
bigger and bigger festivals, com-
ing as it did less than six months
after epoch-making Woodstock
(#). Much of Altamont’s music and
bad vibes were captured on
“Gimme Shelter’” movie, 1970.

Amazing
Rhythm Aces

Barry ‘“Byrd” Burton guitars,
dobro, mandolin, vocals
Billy Earheart keyboards
Butch McDade drums, vocals
James Hooker piano, vocals
Jeff Davis bass, vocals
Russell Smith guitars,
harmonica, vocals

Smith and McDade were origina-
tors, in 1972, playing together in
succession of short-lived outfits
until they met up with Jeff Davis
and guitarist Danny Kennedy, to
form four-piece working East
Tennessee and Alabama club cir-
cuit. Financial success didn’t come
easy, however, and the alliance
split when first McDade — and later
Davis - joined up with Jesse Win-
chester (#). For a time, made
appearances as Jesse Winchester
and the Rhythm Aces.

‘[I’}\{?iiiéi’i?
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Stacked Deck.
Courtesy ABC.

The “Amazing” part was added
when McDade and Davis left
Winchester and re-united with
Russell Smith in Knoxville, Ten-
nessee. Billy Earheart joined line
up and group began to record
Stacked Deck at Sam Phillips’
studio in Memphis, pianist James
Hooker being enlisted after play-
ing on sessions. From critically
well-received first album, releas-
ed 1975, the Russell Smith song
Third Rate Romance became
in same year a U.S. hit.

Recordings:
Stacked Deck (ABC)
Too Stuffed to Jump (ABC)

Amboy Dukes
® Ted Nugent 1 sowt,

12

Amen Corner

®» Andy
Fairweather
Lowe

®America

Gerry Beckley vocals, guitar
Dewey Bunnell vocals, guitar
Dan Peek vocals, guitar

Peek born Florida 1950; Bunnell
born Yorkshire, England 1951;
Beckley born Texas 1952 - all
three were sons of American
servicemen based in England.
Educated at same London school
where they started composing
material and playing in various
bands. Got together as America
in 1969, after Dan Peek had re-
turned to U.S. for a year, and shot
to prominence in 1972 with the
first UK. and later U.S. million-
selling A Horse With No Name
single, an America-composed
song in mould of Neil Young.

In UX. immediately barraged
with accusations of plagiarising
Crosby Stills Nash & Young, who
had broken up shortly before.
The tag “‘poor man’s CSN&Y" has
dogged them ever since, but,
although band failed to capitalise
on initial impact in UK., they
have since racked up consider-
able sales and hits in native U.S.
to which they returned after first
hit (Dan Peek in L.A.; Dewey
Bunnell in Marin County; Gerry
Beckley - the one unmarried
member — commuting between
L.A. and London).

First album America (1971) since
certified platinum seller; Holiday
(1974) gold. Last four studio
albums produced by erstwhile
Beatles mentor George Martin.

Recordings:

America (Warner Bros)

ing (Warner Bros)

arner Bros)
arner Bros)
(Warner Bros)

ideaway (Warner Bros)

Compilations:

- Amersjgg’ﬁ Greatest
its (Warner Bros)

ick

e Amon Duul II

Chris Karrer guitar, violin, sax,
vocals

John Weinzierl guitar, vocals

Renate Knaup-Kroetenschwanz
vocals

Danny Fischelscher percussion

Falk Rogner organ

Lother Meid bass

Formed in Munich, Germany,
commune in 1968, split almost im-
mediately into two bands, the
heavily political Amon Duul, now
defunct, and Amon Duul I, latter
originally including Peter Leopold
(drums), Shrat (bongos) and
Englishman Dave Anderson (bs),
later of Hawkwind.

Line-up has since fluctuated,
sometimes featuring Kalle Haus-
mann (org) and Duul producer
Olaf Kubler (sx), while Rogner
and Meid have both at various
times left and rejoined the group.
Throughout changes, however,

Duul’s music managed to develop
steadily in sophistication and
range and in early ‘70s put them,
along with Faust and Can, in
forefront of German avant-garde
rock.

Second and third albums, 1970

and 1971 respectively, were

double sets.

Recordings:

Phallus Dei (—/Sunset)

Yeti (—/Liberty)

Dance Of The Lemmings
(United Artists)

Carnival In Babylon
(United Artists)

Wolf City (United Artists)
i (—/United
Artists)

Vive La Trance (— United
Artists)

Hijack (Atco/—)
Made In Germany (Atco/—)
Compilations:
Lemmingmania

(—/United Artists)

Eric Andersen

Born Pittsburgh. Pennsylvania,
Feb 14, 1943, Andersen emerged
from Greenwich Village scene in
mid-’60s as one of its most
accomplished folk guitarists — also
one of first performers to write
own material. Recorded exten-
sively for Vanguard (then one of
two foremost folk labels) achiev-
ing respect with albums, and
songs like Thirsty Boots, Violets
Of Dawn and Close The Door
Lightly, which first came to
public attention through cover
vefsions by artists like Judy Collins
and Blues Project.

Jdowever, widespread commer-
cial success always eluded him;
in 1967 Brian Epstein was on the
point of signing him when Epstein
died. He was also very dis-
satisfied with his second album, so
he remade it as 'Bout Changes
'n’ Things - Take Two.

He moved to the first of larger
record companies in 1970 but,
despite the promotional advan-
tages such a move offered, still
failed to make breakthrough he
had always promised, partly due
to a number of unfortunate cir-
cumstances, including the tapes of
an album being lost.

Although recording nothing be-
tween Blue River (1972) and Be
True To You (1975), those albums
indicate that Andersen’s talent
has by no means dried up.

Recordings:

Today Is The Highway
(Vanguard)

'Bout Changes ’n’ Things
(Vanguard)

’Bout Changes ’n’ Things -
Take Two (Vanguard)

More Hits From Tin Can Alley
(Vanguard)

A Country Dream (Vanguard)

Avalanche (Warner Bros)

Eric Andersen (Warner Bros)

The Best Of Eric Andersen
(Vanguard)

Blue River (CBS)

Be True To You (Arista)

Sweet Surprise (Arist

The Animals

Eric Burdon vocals
Alan Price keyboards
Chas Chandler bass
Hilton Valentine guitar
John Steel drums

Originally the Alan Price Combo
(Burdon joined in 1962), the name
The Animals is said to have been
used first by local audiences as a
reaction to their wild appearance
and frenzied stage act.

All Newcastle born and bred,
the group built up a solid local
reputation before they were
signed by the then-unknown
Mickie Most (#) and moved to
London in 1964. With Most as pro-
ducer, their first single, Baby
Let Me Take You Home, a re-
working of an old blues standard
on Bob Dylan’s first album, was
well-received and a fair-sized hit,
but it was their classic version of
House Of The Rising Sun - also
from Dylan’s debut album - in
summer 64 that really established
the group. The song was No. | on
both sides of the Atlantic.

An uninterrupted sequence of
hits followed, with much of The
Animals’ material being drawn
from black R&B sources - e.g.
John Lee Hooker's Boom Boom,
Nina Simone’s Don’t Let Me Be
Misunderstood and Sam Cooke's
Bring It On Home To Me. The
main ingredients of their enor-
mous success were the exception-
al power and emotion of Burdon'’s
vocals and Price’s inspired ar-
rangements. The lyrics of their
original songs were permeated
with a gritty working-class
realism. With a raw, genuinely
distinctive sound, and their un-
couth image they went over well
in several tours of the U.S.

Animal Tracks. Courtesy
Columbia Records/EMI.

In 1966 Alan Price, whose views
had often clashed with Burdon’s,
left the group, and the rot set in,
although the band signed a new
contract with Decca and continued
to have more hits, such as Inside
Looking Out, a forceful prison
song.

Price had been replaced by
Dave Rowberry; Steel also left,
and was succeeded by Barry
Jenkins from the Nashville Teens.
But the centrifugal tendencies in-
herent in the band finally caused
it to fall apart. Chandler and
Valentine left, Burdon and Jen-
kins remained to form Eric Burdon
and the New Animals. Hilton
Valentine made one solo album
for Capitol in 1969, All In Your
Head; Chas Chandler success-
fully went into management, and
John Steel now works as his assist-
ant.

The original Animals have re-
united twice. In 1968 they played
a special Christmas gig at the
City Hall, Newcastle; and at the
beginning of 1976 they recorded
an album together at Chandler's
country residence.

(® Eric Burdon, Chas Chandler,
Alan Price.)




Recordings:
> Anj GM/Columbia)
(MGM/—)
Animal Txacks (MGM/Columbia)
n ?ﬂ;sm (MGM/Decca)
% oncert From Newcastle
(Springboard/D]M)
Compilations:
Most Of The Animals (—/
Columbia)

%WMMGM I—)
nimalization (MGM/—)
Area Code 615

Mac Gayden lead guitar, vocals

Charlie McCoy harmonica,
vocals

Bobby Thompson banjo, guitar

Wayne Moss guitar, bass

Buddy Spicher fiddle, viola, cello

David Briggs keyboards

Norbert Putnam bass, cello

Kenny Buttrey drums

Weldon Myrick pedal steel

Although by late '60s the Nashville
sound had peaked, musicians
there were still regarded with
reverential awe. It was there that
Dylan went to record Nashville
Skyline, with aid of local session-
men Buttrey and McCoy (both of
whom had also worked on
Blonde On Blonde).

These two were joined by other
local musicians who decided to
capitalise on their collective repu-
tation — Area Code 615 was never
a gigging band, but just an ‘ad hoc’
assembly of musicians who played
together all the time anyway. The
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group was never a serious long-
term consideration. Area Code
615, however, sparked off enough
of an enthusiastic response in
1969 to encourage follow-up,
Trip In The Country, the follow-
ing year. Both displayed much
instrumental versatility, as would
have been expected, and a real
gutsy, kick-out-the-jams approach;
Stone Fox Chase, from Trip In
The Country, has been used as
theme for BBC-TV rock pro-
gramme ‘‘The Old Grey Whistle
Test” since 1971.

After Trip In The Country, the
personnel resumed routine ses-
sion work. Many of ex-members
played gigs outside U.S. for first
time in May '75 when they backed
Billy Swan (#) at Paris Olympia.
Wayne Moss now plays with
another Nashville-based group,
Barefoot Jerry (¥), and David
Briggs has played with Elvis
Presley in Las Vegas and Joan
Baez on her 1975 U.S. tour.

Both albums repackaged 1974 as
double set.

Recordings:
Area Code 615 (Polydor)
Trip In The Country (Polydor)

e Argent

Rod Argent keyboards, vocals
John Verity guitar, vocals

Jim Rodford bass

Robert Henrit drums

Formed 1969 by Rod Argent (b.
St. Albans, England, June 14. 1945)
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after demise of his previous band,
the more pop-oriented Zombies
(). Original line-up, after several
unsuccessful try outs, comprised
Argent, his cousin Jim Rodford,
Bob Henrit and singer/composer
guitarist Russ Ballard. Their music,
revolving around the piano and
organ playing of Rod Argent,
took much of initial inspiration
from Zombies — as evidenced on
group’s 1970 debut album.
Having made their UXK. debut
spring '69 Argent visited U.S.A.
for their first tour 1970, but it
wasn’t until the 1971 Ring Of
Hands set that the group estab-
lished an independent identity on
record. This second album arous-
ed much interest and sales on
both sides of the Atlantic, and put
Argent on the brink of a break-
through into the ‘‘flash-rock”
hierarchy populated so lucra-
tively by likes of ELP, Yes and
Genesis.

However, the third album, the
1972-released All Together Now,
showed them veering away from
the impressive restraint and dy-
namic control of the second -
possibly the result of too much
touring — and by the fourth re-
lease, In Deep (1973), Argent
were displaying a tendency to-
wards self-indulgence interpreted
as presaging crisis point among
some rock critics.

Between these two albums,
group did manage to notch up
success in singles chart in Britain
and America with the cuts Hold
Your Head Up (1972) and God
Gave Rock And Roll To You

Left: The Animals circa 1964,
1 to r, Chas Chandler, Alan
Price, Hilton Valentine,

Eric Burdon, John Steel.

(1973).

However, the February 1974
Nexus collectior did little to lift
doubts about the band'’s direction
and, towards the end of that same
month, Russ Ballard, whose com-
positional ability had been one of
band’s strengths from beginning,
announced his departure in favour
of solo career (% Russ Ballard).

Guitarist John Grimaldi was
brought in as replacement and, a
few months later, singer/guitarist
John Verity, whose own John
Verity Band had previously play-
ed a UK. tour as support to Argent,
was similarly recruited, bringing
the group up to a quintet.

The late 1974 Encore release
was a live double album featuring
in-concert workouts of some of
the group’s best-known material,
including the two aforementioned
singles.

Circus appeared early 1975
before a label switch to RCA-
distributed Good Earth, for whom
they recorded Counterpoint after
some nine months off road. How-
ever, Grimaldi quit early in 1976
and the group subsequently fold-
ed. Rod Argent is now working
on a solo album.

Recordings:

Argent (Epic/CBS)

Ring Of Hands (Epic/CBS)

(Epic/CBS)
X (Ep1c/CBS)

Nexus (Epic/CBS)

Fncore (Epic/CRS)

Circus (Epic/CBS)

Counterpoint (RCA — Good
Earth)

Compilation:

The Best Of Argent -
An Anthology (Epic)

Joan
Armatrading

Borm St. Kitts, West Indies, this
singer/songwriter is now U.XK.-
based. Recorded first album for
British Cube label 1974 before
signing with A&M for second
1975. Has been working recently
with fellow A&M act, The Movies.

Recordings:
Whatever’s For Us (A&M/Cube)
Back To The Night (A&M)

Peter Asher

After stint with Gordon Waller as
successful British pop duo Peter
& Gordon (biggest hits included
Lennon/McCartney composition
World Without Love and Buddy
Holly’s True Love Ways), Asher
developed into one of most im-
portant producer/managers in
music business.

Asher was very friendly with
Paul McCartney, who had been
dating his sister, actress Jane
Asher, for the better part of four
years. When the Beatles set up
Apple organisation, Asher was
made head of A&R.

One of his first signings was
James Taylor (¥), whose debut
album was undoubtedly promis-
ing; but Asher became disillu-
sioned with the Beatles’ dilettante
approach to their business, and he
and Taylor moved on to Los
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Angeles and superstardom.
Asher produced Taylor's first
three albums for Warner Bros,
the first two of which went
platinum. He then managed The
Section (¥), a group of session
musicians who worked with
Taylor and Carole King, and the
enormously successful Linda Ron-
stadt (#). Still produces her
albums, but has bowed out of
Taylor's last two.

Asleep At
The Wheel

Chris O’Connell vocals

Ray Benson guitar, vocals

Lucky Oceans (Reuben
Gosfield) pedal steel

Leroy Preston rhythm guitar

Floyd Domino piano

Tony Garnier bass

Scott Hennige drums

Ed Vizard alto, tenor saxophones

Denny Levin fiddle

Nucleus of band was originally
Benson, Preston and Oceans, who
moved from East Coast to Paw
Paw, West Virginia, to play both
country music of such as Hank
Williams and George Jones and
original compositions of Preston,
who then played drums. They
were joined by Chris O’Connell,
a secretary from Virginia, as lead
vocalist. Like Commander Cody
before them, they moved tg/ San
Francisco Bay Area, in an attempt
to increase their following; at that
time Domino joined as pianist,
bringing strong swing influence
to band, who cut their debut
album, Comin’ Right At Ya, in
March 1973, with Gene Dobkin on
bass.

The addition of bassist Garnier
increased swing orientation, and
band settled in Austin, Texas.
Second album, Asleep At The
Wheel (with Richard Casanova on
fiddle) issued Feb ’74, and band
achieved moderate U.S. success
with single from it, their versior
of Louis Jordan’s Choo Choo
Ch’Boogie. They increased per-
sonnel to accommodate more
big-band material in their act,
bringing in Hennige (Preston
switching to rhythm guitar), Vizard
and, to complete country-swing
sound, Levin on fiddle. Texas
Gold released Spring '76.

Recordings:

Comin’ Right At Ya (United
Artists)

Asleep At The Wheel (Epic)

Texas Gold (Capitol)

Pete Atkin/
Clive James

Atkin grew up in Cambridge,
England, playing piano in local
dance bands, before going up to
St. John’s College Cambridge and
becoming involved with the Foot-
lights revue, where he met
loquacious Australian Clive James.
Alerted by their common love for
Rodgers & Hart to the possibility
of pursuing a career together,
they began working in partner-
ship — James putting lyrics to
Atkin’s songs.

After pressing two albums them-
selves, and distributing them
locally, Atkin went to London in
1969, where he was given a pub-
lishing and then a recording con-
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tract, and made two albums for
Philips — the folksy Beware Of
The Beautiful Stranger and the
more  instrumentally-ambitious
Driving Through Mythical
America. (Both of which were re-
issued on RCA in 1973.)

Meanwhile Atkin, after going to
the U.S. with the Footlights revue,
also landed two late-night revue
shows for television, with Julie
Covington.

When Atkin & James signed to
RCA in 1972, the wheels began to
turn more smoothly, as the song-
writing partnership received criti-
cal acclaim and James turned out
material prolifically, some of it
observant and witty, some just too
clever by half. From touring folk
clubs, Atkin graduated to per-
forming concerts with a backing
band in 1974, but it wasn't until
1975 that James joined him for a
nationwide trek.

As each successive album re-
ceives good reviews, but makes
little commercial impact, so the
residual impression is that the
humour is just too cerebral and
contrived to be actually funny.
Live Libel, released in 1975, an
elaborate satire on several pop
personalities, was rather too dif-
fuse to be effective.

James is now well-known for his
own appearances on television,
and also his vituperative comments
ou the appearance of others, as
television critic of the ‘‘Observer’.

Recordings:

Beware Of The Beautiful
Stranger (—/Fontana)

Driving Through Mythical
America (—/Philips)

A King At Nightfall (—/RCA)

The Road Of Silk (—/RCA)

Secret Drinker (—/RCA)
Live Libel (—/RCA)

Chet Atkins

Born Luttrell, Tennessee, June 20,
1924, Atkins is the doyen of Nash-
ville cats. In 1946 he was signed
up by Steve Sholes of RCA Victor,
and achieved fame through his
guitar instrumentals. He started
working with the Carter family,
moved to Nashville, and began to
appear at Grand Old Opry. In
1949, Sholes started using Atkins
as studio guitarist for RCA Nash-
ville sessions, and by 1957 he
was head of RCA Nashville opera-
tions, where he was involved with
recording such artists as Jim
Reeves and Elvis Presley (#).

Although Atkins was indubitably
a country artist, he helped to
shape course of rock 'n’ roll by
broadening appeal of Presley'’s
records, incorporating such de-
vices as loud electric guitars,
drums and backing vocal groups,
all of which only alienated the
established C&W audience.

As a Nashville producer, Atkins
was also involved with recording
career of that other phenomenon
of early rock music — the Everly
Brothers (#).

He led a local band which in-
cluded Floyd Cramer on key-
boards, and which formed nucleus
of Nashville studio band. Atkins
himself was largely responsible
for popularising and defining
Nashville sound, which was typi-
fied by over-blown arrangements
and ample use of pedal steel and
strings — especially with artists
such as Charley Pride and George
Jones — and which has become in-

creasingly self-parodying in re-
cent years.

Despite it all, Atkins remains the
most respected figure in Nash-
ville music circles.

¢Atlanta Rhythm
Section

Barry Bailey guitar
Ronnie Hammond vocals
Paul Goddard guitar
Robert Nix drums

J. R. Cobb second guitar
Dean Daughtry keyboards

Like Booker T. & M.Gs (W),
Atlanta Rhythm Section are a
band who came together through
collective experience working as
studio session band - in this case,
at Studio One, Doraville, Georgia.
Prime mover was Buddy Buie,
who owned studios and became
band’s manager. All had had pro-
fessional experience playing in
South; Bailey, Goddard, Nix and
Daughtry had all formerly toured
with Roy Orbison ($) as members
of The Candymen. Additionally,
Bailey had played with Allen
Toussaint, Felix Pappalardi and
Mylon Le Fevre; and Daughtry
with Al Kooper and Mylon Le
Fevre. Nix has recorded with
Lynyrd Skynyrd and Ike and Tina
Turner.

Original vocalist was Rodney
Justo, who left after debut album,
Atlanta Rhythm Section, and
was replaced by Hammond, a
multi-instrumentalist as well as
singer. Since then the line-up has
been stable, as the band have
concentrated (by going out on
the road in 1975) on improving
their brand of Southern rock,
which is very much in style of
Allman Brothers’ Idlewild South.

Recordings:

\Atlanta Rhythm Section
(Atlantic)

\Back Up Against The Wall
(Atlantic)

\Third Annual Pipe Dream
(Polydor)

\Dog Days (Polydor)

Bed.Tapg (Polydon)

eAtomic Rooster

Vincent Crane keyboards
Johnny Mandala guitar
Rick Parnell drums

British group, formed late 1969 by
Vincent Crane and Carl Palmer,
both from Arthur Brown's Crazy
World outfit. (Crane had written
Brown's 1968 Fire hit.) Palmer
quit later same year to join Emer-
son Lake And Palmer (¥), and
Rooster suffered several subse-
quent personnel changes.

Had two hit singles in U.K. charts
1971 with Tomorrow Night and
Devil’s Answer, and were joined
by R&B veteran Chris Farlowe (%)
as vocalist following year. Far-
lowe subsequently quit after re-
cording of fifth album, the 1973
Nice 'n’ Greasy.

Recordings:

(—/B&C)
eath ind You
ektra/B&C)
In Hearing Of

(Elektra/B&C)
Made In Epgland (Elektra
Dawn)
-Nice ’'n’ Greasy (Elektra/Dawn)
Compilations: ~ SA&ME A5

bty IE

*Audience
®» Howard Werth

eBrian Auger

Born 1939, this keyboards-playing
Londoner began musical career
early ’60s, leading jazz trio on
piano. Abandoned jazz idiom
1964, augmenting trio with John
McLaughlin on guitar for short
spell, before establishing first
Brian Auger Trinity with Rick
Brown (bs) and Micky Waller
(drms - later of Jeff Beck Group),
Auger himself switching from
piano to organ.

Long John Baldry (#) joined as
vocalist, having rid himself of
own band. Baldry brought Rod
Stewart (%) — previously second
string vocalist to Baldry in The
Hoochie Coochie Men — with him.
Guitarist Vic Briggs was added
to line-up and Auger’s manager,
Giorgio Gomelsky, suggested

putting his secretary Julie Driscoll
alongside Baldry and Stewart to
provide three-strong vocal front
line.

Above: Julie Driscoll and,
1 to r, Clive Thacker, Brian
Auger, Dave Ambrose.

Thus, by mid-64, Steampacket
was born. The band was self-
contained road show: Auger’s
Trinity (line-up of which went
through several changes) played
their jazz-oriented R&B instru-
mentals, as well as backing Julie
Driscoll’s soul repertoire,
Stewart’s mixture of Motown and
blues, and Baldry, whom Auger
considered the ‘‘best white blues
singer of his period”. The entire
Steampacket would finish each
gig on stage together.

Full of tempestuous personalities,
band survived stormy history
until summer 1966 when first
Stewart left (to join Shotgun
Express) and later Baldry quit
after row with Auger. Due to dif-
ferent contractural obligations
only Early Days, on 200! label,
survives from this period.



Auger held re-organised Trinity
— (Dave Ambrose (bs), Clive
Thacker (drms), Gary Boyle (gtr)
— together with Julie Driscoll as
lead vocalist, and in 1968 they
had international hit with Dylan’s
This Wheel’s On Fire. Follow up
single flopped and Ms Driscoll
quit during subsequent U.S. tour.

More problems followed, not
least of which was 18-month spell
without a record release, and the
strain of sustaining public interest
by gigs alone eventually caused
complete break-up - once again
in U.S. — in July 1970.

Auger subsequently formed new
outfit, Oblivion Express, which at
one time included present
Average White Band drummer
Steve Ferrone, and has concen-
trated activities in U.S. with some
success.

Recordings:
Brian Auger Trinity:
Open (Marmalade)
Streetnoise (Marmalade)
Befour (RCA)
Oblivion Express:
Oblivion Express (RCA)
Better Land (RCA)

ind, (RCA)

Second Wind

C (RCA)

ﬁ%@d (RCA)
einforcements (RCA)

Live Express Vol. 2 (RCA)

Average White
Band

Alan Gorrie bass, vocals

Hamish Stuart guitar, vocals

Onnie Mclntyre rhythm guitar,
vocals

Steve Ferrone drums

Roger Ball keyboards, saxes

Malcolm Duncan tenor sax

Formed Scotland early 1972, first
break was as support band to Eric
Clapton on come-back gig at
London Rainbow, Jan 1973. Re-
garded by many as closest a
British band has come to authen-
tic soul music. First album, re-
leased in U.K. 1973, was critically
well-received but it wasn’t until
switch to Atlantic for 1974-record-
ed Average White Band, pro-
duced by Arif Mardin, that public
took notice. From second set came
million-selling U.S. and U.K. smash
single Pick Up The Pieces, and
in February 1975 AWB were
topping both U.S. charts.
Tragically, on point of break-
through, band’s original drummer
Robbie McIntosh died of heroin
poisoning at party in Los Angeles
September 1974. Replacement
was Ferrone, an Englishman pre-
viously with Brian Auger’'s Obli-
vion Express and Bloodstone.
Currently working primarily in
U.S., partly due to English tax
laws. Third album (1975) has also
struck gold status.

Recordings:

Show Your Hand (MCA)
Average White Band (Atlantic)
Cut The Cake (Atlantic)

Soul Searching (Atlantic)

Hoyt Axton

Born in Oklahoma, Axton opted
early on for singing career, and
in 1958 was performing own songs
in folk clubs in San Francisco Bay
Area. By this time his mother,
Mae Axton, who had taken up
composition herself, had written
million-seller Heartbreak Hotel

for Elvis Presley (8).

Axton performed his songs and
bummed around, and came to
recognition only gradually as his
compositions began to be re-
corded by major artists — Green-
back Dollar by Kingston Trio in
1962, The Pusher by Steppen-
wolf (§) in 1967, and Joy To The
World by Three Dog Night ($) in
1970. During this time, Axton him-
self recorded up to a dozen
albums, mostly for small com-
panies.

It wasn’t until he signed with
A&M in early '70s that his own re-
cording career became viable.
Less Than The Song again pro-
vided much material for other
artists such as Joan Baez, but it
was his sequel, Life Machine,
that gave him substantial hit on
the U.S. country charts with When
The Morning Comes. With his
next album, Southbound, he
reverted to form; it profited him
little more than respect, but did
well for other people, especially
Ringo Starr, who took No No Song
to a U.S. No. 1.

Recordings:

Less Than The Song (A&M)
Life Machine (A&M)
Southbound (A&M)
Fearless (A&M)

The Confessions Of Dr Dream.
Courtesy Island Records. The
first of Ayers’ three albums
for Island, Confessions (1974)
came closest to commercial
success. In 1975 he briefly
retired, and re-signed to
Harvest 1976.

Kevin Ayers

Born 1944 at Herne Bay, Kent,
England, Ayers spent pre-teen
years in Malaysia. Leaving school
at 16, moved to Canterbury where
he helped form Soft Machine (¥)
as bassist in 1966. On quitting
Softs 1968, engaged in variety of
activities including touring U.S.
with Jimi Hendrix and writing
songs in Ibiza before recording
first solo album Joy Of A Toy in

1970 with support from various
Softs and composer David Bed-
ford ().

Bedford joined Ayers soon after
in latter’'s The Whole World, a
group also featuring Lol Coxhill
(saxes) and Mike Oldfield (gtr,
bs). This band made two albums,
Shooting At The Moon (released
UK. 1971) and Whatevershe-
bringswesing (1972), before dis-
banding. Ayers subsequently
switched permanently to guitar
and continued in company of
Whole World bassist Archie
Legget to create UK. stage show
Banana Follies, the material from
which comprised his fourth album
Bananamour (1973).

For The Confessions Of Dr
Dream, released U.K. 1974 and
his most commercially successful
venture to date, Ayers signed to
Island label - in June of that year
joining Island stablemates Eno,
Nico and John Cale for celebrated
London Rainbow gig recorded
live on the album, June 1 1974.
From this peak, 1975-released
Sweet Deceiver saw Ayers’

) |
he avzfz-u.sivu c.f[.b'z Dream

aad other shonies

KEVIN AYERS

artistic stock slump alarmingly. A
prime example of the unevenness
of his work, many critics regard
it as the nadir of Ayers’ output.
However, although he's yet failed
to attract the attention his earlier
work suggested he would merit,
Ayers has to be recognised as a
sophisticated (if erratic) rock
composing/performing talent. His
recent managerial shift to John
Reid stable (Elton John, Queen)
ought to presage renaissance of
artistic and commercial potential.
Compilation set Odd Ditties
(1976) is not “best of” as such,
but comprises six never-before-
released tracks plus eight pre-
viously on obscure and/or deleted
singles.

Recordings:

Joy Of A Toy (—/Harvest)

Shooting At The Moon
(—/Harvest)

Whatevershebringswesing
(—/Harvest)

Bananamour (—/Harvest)

The Confessions Of Dr Dream
(Island)

June 1 1974 (Island)

Sweet Deceiver (Island)

Compilations:

Odd Ditties (Harvest)

Babe Ruth

Ellie Hope vocals

Ray Knott bass

Steve Gurl keyboards
Ed Spevock drums
Bernie Marsden guitar
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Formed in Hatfield, Hertfordshire,
England, 1971 and originally call-
ed Shacklock after founder-
member Alan Shacklock (gtr).
Dave Hewitt (bs) also member of
original four-strong line up, gig as
lead vocalist going after audi-
tions to Janita ‘“‘Jenny’ Haan, born
in Edgware, England, but raised
in U.S. from age 12 to 17.

On release of First Base, 1972,
band changed name to Babe
Ruth, after American baseball
legend. Londoner Spevock joined
group for Amar Cabalero. Mean-
while first album began to pick up
U.S. chart action and went gold in
Canada.

Babe Ruth, their third album,
introduced another new recruit,
Steve Gurl from Wild Turkey, and
reached No. 75 in U.S. lists. Re-
sulting U.S. tour demands, how-
ever, caused founder Shacklock
to quit band shortly after. Bernie
Marsden, also ex-Wild Turkey,
brought in as replacement.

However, in Spring 1976, band
rocked again by sudden depar-
ture of Jenny Haan and Dave
Hewitt. Replacements Ellie Hope
and Ray Knott made debuts on
Kid’s Stuff (Capitol).

Recordings:

i (Harvest)
Amar Cabalero (Harvest)
Babe Ruth (Harvest)
Stealin’ Home (Capitol)
Kid’s Stuff (Capitol)

Burt Bacharach

Born Kansas City May 12, 1928, is
one of the most prolific and suc-
cessful composers of popular
music (usually in collaboration
with lyricist Hal David).

After army service in the early
'50s he found work as conductor
and arranger with various record
companies, and also worked for
three years with Marlene
Dietrich’s night club act. Towards
end of '50s began to establish
himself as songwriter of distinc-
tion with Story Of My Life (a hit
for Marty Robbins in U.S. and
Michael Holliday, U.K.) and Magic
Moments, a No. 1 for Perry
Como in U.K.

In early '60s began association
with Dionne Warwick, for whom
he and Hal David wrote many
songs now considered standards
— Walk On By, Anyone Who Had
A Heart, This Girl’s In Love
With You and I Say A Little
Prayer. Also became involved
with movie industry (initially
through his marriage to actress
Angie Dickinson), and scored
“What's New Pussycat?" (the title-
song of which established Tom
Jones as a U.S. star), as well as
“Butch Cassidy And The Sun-
dance Kid", for which he received
two Oscars — one for the score,
one for theme song Raindrops
Keep Falling On My Head.

Bacharach also had U.K. hit of his
own, Trains And Boats And
Planes, and wrote hit Broadway
musical, ‘“‘Promises, Promises’.
Makes occasional live appear-
ances; also albums with his
orchestra for A&M label. His re-
markable success is probably
due to fact that he brought a new
concept to popular composition
by visualising arrangement and
melody together, and making the
two virtually inseparable.
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NOT FRAGI

RACHMAN TURNTL

Not Fragile. Courtesy
Mercury [Phonogram.

Bachman-

*Turner

Overdrive 2 SereS

Randy Bachman vocals, guitar
Fred Turner vocals, bass
Blair Thornton guitar

Robbie Bachman drums

Leader Randy Bachman was
founder-member of Canadian hit
singles band Guess Who (#)
which he left in 1970 after illness
and inter-group friction. Return-
ing to native Canada, Bachman cut
solo album Axe for RCA before
forming outfit Brave Belt with
brother Robbie, singer/bassist
Fred Turner and erstwhile Guess
Who founder Chad Allan. Ori-
ginally with Reprise, for whom
they recorded two albums, be-
came BTO when Allan quit and
third Bachman brother, Tim,
joined line-up as additional gui-
tarist. Band switched labels to
Mercury for release of first album,
the riff-happy Bachman-Turner
Overdrive.

Tim Bachman quit after second
(gold) album to study engineering
and production, replaced by
guitarist Thornton. Third album,
Not Fragile, achieved platinum
sales and provided U.S. and U.K.
million-selling single You Ain’t
Seen Nuthin’ Yet (1974). 1975
album Four Wheel Drive also
achieved gold status.

Recordings:

Bachman-Turner Overdriv

e
achman-Turner Overdrive II

%\Mmr‘——.____—

Not Fragile.(Mercury)

Four Wheel Drive (Mercury)
Head On (Mercury
Back Door

Colin Hodgkinson bass, vocals

Ron Aspery saxes, keyboards,
flute, clarinet

Adrian Tilbrook drums

Unknown jazz-rock trio from
Blakey, Yorkshire, N. England,
when they cut and released first
album, Back Door, in 1972 on
small local label. Then featured
Tony Hicks on drums. All three
considerable musicians, though
initial interest in Back Door
largely due to bass playing of
Colin Hodgkinson, whose revo-
lutionary technique - including
full chording — drew wide critical
acclaim.

After “discovery” by U.K. rock
press, signed by Warner Bros,
which re-issued first album on

that label in 1973. Second album,
8th Street Blues (1974) recorded
in New York with producer Felix
Pappalardi. Activate (1976) was
produced by Carl Palmer.

Recordings:

Back Door (Warner Bros)

8th Street Blues (Warner Bros)
AnotherFine Mess(WarnerBros)
Activate (Warner)

¥Bad Company

Paul Rodgers vocals

Mick Ralphs guitar

Boz Burrell bass

Simon Kirke drums 396,‘('}8

British band formed late 1973,
played debut gig Newcastle
March 9, 1974. Rodgers and Kirke
formerly of Free (#); Ralphs a
founder member of Mott The
Hoople (9); Burrell, least known of
four, previously with King Crim-

son (¥) where he learned bass
under tuition of Robert Fripp.

Straight Shooter.
Courtesy Island Recs.

Boasting the considerable vocal
talents of Paul Rodgers. (Rod
Stewart has been on record on
numerous occasions describing
Rodgers as best singer in British
rock) and managerial abilities of
Led Zeppelin bossman Peter
Grant, band met with consider-
able success on first U.S. tour in
1974.

Subsequently topped both U.S.
charts with first album and debut
single Can’t Get Enough (1974).
Ralphs had originally written the
song for Mott The Hoople. How-
ever, Mott singer Ian Hunter lack-
ed range to handle this and other
Ralphs’ compositions — and this
was one reason for Ralphs leaving
the band.

In 1974, Bad Company became
the most successful new British
band in the States — achieving
almost instant recognition as a top
flight heavyweight attraction. (In
fact they had gone to the U.S.
planning to be there for six
weeks. Instead, starting as a sup-
port band, they went down a
storm, were rapidly promoted to
headlining status and didn’t return
to English homes until some three
months later.)

Second and third albums re-
leased 1975 and 1976, all three
appearing in U.S. on Led Zeppe-
lin’s Swan Song label.

Recordings:

Bg%%m (Swan Song/
[slan

ight Shooter (Swan Song
Island)

Run With The Pack (Swan
Songhsfana ) o

Right: Joan Baez, Queen of
Folk Protest to Dylan’s King.
Between 1963-65 they were
lovers, their break-up being
graphically documented in
“Don’t Look Back”.

Badfinger

Pete Ham vocals, guitar, piano
Tom Evans vocals, bass

Mike Gibbins drums

Joey Molland vocals, guitar

In the summer of 1968, The Iveys
submitted tapes to the Beatles’
Apple Corps Ltd., and as a result
were taken on by Apple. They
were almost The Beatles writ
small; Molland and Evans were
from Liverpool (and Ham and
Gibbins from Swansea), and the
band had something of their vocal
style. Possibly McCartney saw in
them something of his own youth;
certainly Molland was a McCart-
ney look-alike.

After an early single Maybe
Tomeorrow was a hit everywhere
except Britain, they worked in
late '69 on soundtrack of “‘The
Magic Christian” (starring Ringo
and Peter Sellers) with McCartney,
who wrote Come And Get It for
the movie and them. The Iveys
changed their name, and Come
And Get It became the first hit
for Badfinger.

While touring the U.S., they
scored again with No Matter
What and then worked on their
album No Dice, which attracted
universally favourable reviews
and which contained the song
Without You — a 1972 UK. No. 1
for Nilsson (¥). Although McCart-
ney had composed Come And
Get It, the band were gaining
most acceptance as songwriters
rather than performers.

With a second U.S. tour behind
them, band were invited by
George Harrison to return to take
part in Concert for Bangla Desh,
and also helped out on various
Beatle recording sessions (in-
cluding those for Harrison’s All
Things Must Pass, Lennon’s
Imagine, and Ringo’s single, It
Don’t Come Easy.) Their own
album, Straight Up, produced by
Todd Rundgren (®) and released
at beginning of '72, provided them
with a U.S. No. 1 single — Day
After Day — and they toured the
U.S. twice that year.

For reasons which are not at all
clear, but which might have some-
thing to do with increasing dis-
persal of The Beatles and also
their own management difficulties,
Badfinger surrendered this
bridgehead before they had fully
capitalised on it. The album Ass
was released only after they had
left Apple and signed for Wamer
Bros. Despite the presence there
of former Apple associate Derek
Taylor, the new contract yielded
little for either party. Both Bad-
finger and Wish You Were Here
were virtually stillborn.

Days after quitting the band,
Pete Ham committed suicide on
May 1, 1975, and Badfinger
capitulated.

Recordings:
i i (Apple)

o Dice (Apple

Straight Up (Apple)

Badfinger (Warner Bros)

Ass (Apple)

Wish You Were Here (Warner
Bros)



Joan Baez

Originally traditional folk-singer with voice so pure it could shatter
glass and dark beauty to match. Became darling of intellectual left in the
U.S. and in the '60s emerged as most important, and most controversial,
female performer.

Born New York, Jan 9, 1941, her father a Mexican physicist, her mother
a teacher of English and Scottish drama, both her grandfathers were
ministers. Her youth was spent moving between American campuses —
a very middle-class upbringing.

Early experience singing in local choirs. Learned to play guitar and
sing in Boston, Mass., before appearing regularly at Club 47, Cambridge,
Mass. Enormous success at 1959 Newport Folk Festival brought her
widespread national acclaim.

In 1960 she recorded Joan Baez, an album of traditional folk material,
including many Scottish ballads. Album had quite unprecedented
success and entered music charts in both U.S. and U.K.

With regular concert appearances, began making impact as — in
Lilian Roxon’s phrase — a ‘‘bargain-basement Pete Seeger’’; but her
popularity rapidly outstripped narrow confines of folk establishment.

Joan Baez, Vol. IT and In Concert, Vols. I & II followed at yearly
intervals, and helped enhance her reputation by adhering to proven
formula of traditional songs, beautifully delivered, with a minimum of
accompaniment — though nothing was ever to recapture the concen-
trated magic of Joan Baez.

Joan Baez In Concert included a song that came to be identified with
her - We Shall Overcome — which was taken up as all-purpose protest
song throughout Western hemisphere. It was an early indication of her
burgeoning political awareness, and she sang it at a stream of much-
publicised civil rights marches in the U.S., culminating in the 1963
Freedom March on Washington.

During this period, she was also associated with emergence of the
young Bob Dylan. She enabled him to reach a wide public by intro-
ducing him regularly at her concerts (although later, on a European
tour, he was not to return the favour).

Dylan wrote sleeve-notes for Joan Baez In Concert, Vol. II and from
1963 to 1965 they were lovers and regularly in each other’s company —
truly the King and Queen of Folk Protest. Towards the end of 1965 their
relationship terminated, Joan walking out on Dylan in a scene recorded
in the documentary film “‘Don’t Look Back’. He later reputedly wrote
Visions Of Johanna about her, and 10 years later, Joan reflected on
their relationship in Diamonds And Rust.

From Joan Baez 5 onwards, she began to include on her albums more
and more material by contemporary songwriters, and especially Dylan
himself. Any Day Now was an entire double-album of Dylan songs.

Of those who populated protest platforms of the early '60s, Baez was
the one whose commitment increased most demonstrably, and politics
became the major concemn of her life. In 1964 she was one of outside
agitators denounced by the police for her activities in Berkeley demon-
strations. She was a very active pacifist.

In 1965, in Carmel Valley, she founded Institute for Study Of Non-
Violence, refused to pay taxes which would contribute towards Ameri-
can war effort in Vietnam, and became national symbol of protest. The
idolization she had first experienced turned to hatred and contempt.

In 1968 published her autobiography, ‘‘Daybreak”, and also a book
of poems; also married student protest leader David Harris - at 22, five
years her junior. He went to prison for draft evasion in 1969 and during
this time David’s Album and One Day At A Time were released.

The 1970 film, “Carry It On"” (U.K. title: *'Joan’’), told of the marriage
and her political activities. Significantly, there were few songs. In 1971
she publicly announced the break-up of her marriage; she has one
child, Gabriel.

Blessed Are . . ., Carry It On and Come From The Shadows con
tained much original material, composed either by herself or sister
Mimi Farina (#); her commitment on record then peaked with Wherxe
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Are You Now, My Son ?, side two of which was a documentary record-
ing made in Hanoi during a U.S. bombing attack. Gracias A La Vida
was entirely in Spanish (her inability to speak Spanish had been one of
Joan’s childhood regrets).

She then made a ‘‘volte-face” — claimed it was a long time since she’d
made music for music’s sake, and also announced that in any case she
was short of money. Diamonds And Rust was arguably her first-ever
commercial album; it was thoroughly enjoyable, containing some of
her own strongest compositions, as well as material by Stevie Wonder
and Jackson Browne. It was her biggest seller for a decade or more,
and also the first time she’d used an electric band to such stimulating
effect.

Diamonds And Rust seemed to recharge her career, although not at
the expense of her principles to which she remained as fervently com-
mitted as ever. In 1975 she went out on the road with a band — David
Briggs (kybds), Dan Ferguson (gtr), Larry Carlton (gtr), James Jamerson
(bs) and Jim Gordon (drms). From Every Stage was a double-album
of live recordings from this tour. Thus revivified, she played a promi-
nent part later in the year in Bob Dylan’s Rolling Thunder tour and
once again there seemed to be a special chemistry between them. At
the beginning of 1976 her career seemed in healthier shape than it
had for years.

Recordings:

Joan Baez (Vanguard)

Joan Baez, Vol. II (Vanguard)

Joan Baez In Concert
(Vanguard)

Joan Baez In Concert, Vol. II
(Vanguard)

Joan Baez 5 (Vanguard)

Farewell Angelina (Vanguard)

Noel (Vanguard)

Joan (Vanguard)

Baptism - A Journey Through
Our Time (Vanguard)

Any Day Now (Vanguard)

David’s Album (Vanguard)

One Day At A Time (Vanguard)

Blessed Are ... (Vanguard)

Carry It On (Vanguard)

Come From The Shadows
(A&M)

Where Are You Now, My Son?
(A&M)

Gracias A La Vida (A&M)

Diamonds And Rust (A&M)

From Every Stage (A&M)

Compilations:

The First Ten Years
(Vanguard)

also contributions to:

Woodstock (Atlantic)

Celebration At Big Sur (Ode)

Below: Peter “Ginger’” Baker looking like the cat who ate the
cream (ouch). Having just joined the money-spinning Blind
Faith, he could afford to smile. If he knew then . . .

Gracias A La Vida.
Courtesy A&M Records.

Peter ‘Ginger’
Baker

Bormm Lewisham, London, 1939.
First played trumpet as teenager,
but switched to drums and played
in a number of jazz bands, in-
cluding those led by British trad
jazzers Acker Bilk and Terry
Lightfoot, before replacing Char-
lie Watts in Alexis Korner’s Blues
Incorporated in 1962.

Left Blues Inc (® British R&B)
in February following year with
Graham Bond and Jack Bruce to
form Graham Bond Trio - later
Graham Bond (#) Organization —
and remained with Bond for more
than three years.

Formed Cream ($) with Eric
Clapton and Jack Bruce in summer
1966. After end of Cream in late

1968, teamed up again with
Clapton following year for short-
lived Blind Faith (#). In January
1970 formed ill-fated, top heavy
Air Force aggregation around
nucleus of Steve Winwood,
Graham Bond, Denny Laine, Chris
Wood, Rick Grech and Remi
Kabaka. Before they split in dis-
array, recorded the two albums
listed below, both first released in
1970, the second being a live set.
Disillusioned by Air Force ex-
perience, Baker pursued growing
interest in African music which
led him, in 1971, to buy a plot of
land to build own studio in Akeja,
Nigeria. Performed sporadically
during this period with Fela
Ransome-Kuti and briefly led a
mainly Nigerian band, Salt, until
he quit performing temporarily
early in 1973 to concentrate on
studio which he opened in
January that year. (Paul McCart-
ney’s Band On The Run record-
ed there later in the year.)

Recordings:

ir Force 1 (Atco/Polydor)
(Atco/Polydor)
ela Ransome-Kuti And Ginger

Baker Live (Signpost/EMI)
Stratavarious (Atco/Polydor)
Compilations:

Ginger Baker At His Best (RSO)

Baker Gurvitz
Army

Peter “Ginger” Baker drums
Adrian Gurvitz guitar

Paul Gurvitz bass

Snips vocals

Peter Lemer keyboards

Emerged out of Three Man
Army: formed late 1974 by Baker
(% and Gurvitz brothers, for-
merly of British outfit Gun, who
had 1967 U.K. No. 1 single with
Race With The Devil. Snips re-
cruited later from remnants of
Sharks (¥), and jazz-based Peter
Lemer from Seventh Wave. Al-
bums first released in UK. 1974
and 1975. Adrian Gurvitz has also
recorded with Graeme Edge of
Moody Blues (#). Peter Lemer
left in 1976.

Recordings:

Baker Gurvitz Army (Janus/
mr_.l

Elysian Encounter (Atco/

Mountain)
Hearts On Fire (Atco/Mountain)
¢ Sl

Bolice fpaewtly Hemy
Plgpies posrmates
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Elysidn Encounter.
Courtesy Mountain.

Long John
Baldry

Born London 1940, “Long” prefix
derives from height (6ft 7in). Of




interest due to role played in UK.
blues and R&B booms (¥ Blues —
British and British R&B) and in
careers of Elton John (#) and Rod
Stewart (). Possessed of power-
ful rasping voice ideal for genre,
Baldry appeared with Alexis
Korner's Blues Inc (% Alexis
Korner) and subsequently as
second vocalist to Cyril Davies (9)
in latter’s All Stars, one of earliest
R&B bands, which he took over
and renamed The Hoochie Coo-
chie Men after Davies' death in
1964. Recordings from this period
compiled on Long John’s Blues.
Rod Stewart then became
Baldry’s second vocalist, the pair
of them subsequently joining
Brian Auger and Julie Driscoll in
touring R&B revue Steampacket.
Baldry teamed with Bluesology,
Elton John then being his key-
boards player, but then com-
mitted unpardonable ‘‘sin” of
denying his roots to make stab
for stardom in MOR field. He
seemed to have pulled it off when,
in 1967, his Let The Heartaches
Begin ballad went to No. 1 in UK.
charts, but when he failed to sus-
tain success Baldry slipped away
into limbo, despite 1971 return to
rock LP It Ain’t Easy co-produc-
ed (one side each) by Rod
Stewart and Elton John. Albums
listed below omit pop period.

Recordings:

Long John’s Blues (United
Artists)

It Ain’t Easy (Warner Bros)

Everyone Stops For Tea
(Warner Bros)

Hank Ballard

Borm Nov 18, 1936, Detroit, U.S.
In 1953 joined The Royals, who
changed their name to Hank
Ballard and the Midnighters and
went on to enjoy some success for
King records of Cincinnati.

Originally, Ballard was famous
for recording a series of sugges-
tive R&B records (among them
Work With Me Annie and Annie
Had A Baby) which, in the direct-
ness of lyrics and rawness of
rhythm, could claim to be true
precursors of rock 'n’ roll. Al-
though the records sold well in
Negro communities, they were
banned from airwaves and hence
never achieved widespread suc-
cess; but this was an early demon-
stration of the fact that rock 'n’ roll
could expect to be bowdlerised
before it could reach mass com-
mercial acceptance.

After this initial flurry, they did
little more of interest until major
1958 hit, Teardrops On My
Letter — the B-side of which was
The Twist, which two years later,
in a more commercial form, be-
came a multi-million seller for
Chubby Checker — possibly the
most successful single of all time
(it topped the U.S. charts in 1960
and 1961). Again, Ballard missed
out, as even though his version
also sold a million, it never regis-
tered on any charts. Ballard had
other hits — Finger Poppin’ Time,
Let’s Go, Let's Go, Let's Go —
but by the mid-'60s had hit hard
times; the band broke up, and he
played as solo performer, usually
in smaller clubs on soul circuit.
However, because of the rawness
of his early sound he remained a

Right: Music From Big Pink.
Courtesy Capitol Records/EMI.

major influence, to both black
and white musicians. Amon
others, The Allman Brothers (W)
have acknowledged a debt to him.

In 1974 his own career was re-
suscitated somewhat when he was
signed to the small but perky All
Platinum label.

Russ Ballard

For seven years lead guitarist/
vocalist for British outfit Argent
(¥ which he quit Feb 1974 to pur-
sue solo career. Previously with
Adam Faith’s Roulettes and Unit
4 +2 at time of their Concrete And
Clay UK. hit (1965). Ballard was
responsible for much of Argent
material, including the song Liar
which Three Dog Night re-work-
ed for U.S. million-seller. First
solo album released 1975, second
in following year.

Recordings:
Russ Ballard (Epic)

Winning (Epic) } senG

Banco

Pier Luigi Calderoni drums

Gianni Nocenzi keyboards,
clarinet

Renato D’Angelo bass

Rodolfo Maltese guitars,
trumpet

Vittorio Nocenzi keyboards

Franceso Di Giacomo vocals

Formed Rome, Italy, 1971 through
amalgamation of two top Italian

rock bands Fiori Di Campo and
Experience. First album, Banco
del Mutuo Succorso, made No. 1
in Italian LP lists 1972, as did
second, Darwin (1973), and third,
Io Sono Nato Libero (later same
year).

Prime exponents of what has
been dubbed ‘‘Spaghetti Rock”,
Banco were signed following
year to Emerson Lake and
Palmer’s newly-formed Manticore
label for whom they recorded first
UK. and U.S. release, Banco, in
London 19785.

Recordings:
Banco (Manticore)

The Band

Jaime Robbie Robertson guitar
Richard Manuel piano, vocals
Levon Helm drums, vocals
Garth Hudson organ, saxophone
Rick Danko bass, vocals

Together professionally since
early '60s, The Band backed
rock 'n’ roller Ronnie Hawkins (as
the Hawks) in Canada, and then
began a professional relationship
with Bob Dylan on his 1966 U.K.
tour (during which the famous
Albert Hall concert, which was
subsequently bootlegged, took
place). In 1967, after Dylan’s
motorcycle accident, they record-
ed the legendary Basement Tapes
with him at Big Pink - their com-
munal home in Woodstock — while
he was recuperating.

In the following year their debut

-

Stage Fright. Courtesy
Capitol Records/EMI.

album, Music From Big Pink,
caused minor sensation in music
circles, and the brilliant sequel,
The Band, proved to be every
bit as good as Eric Clapton and
George  Harrison’s  advance
opinions had suggested; it achiev-
ed classic status immediately.
The Band established unique
style based on Robbie Robert-
son’s songwriting (he took his
inspiration from the rich vein of
U.S. rural traditions and folk-lore)
and the economical and effortless
playing of group as a whole.
Stage Fright may have lacked
the intense dramatic qualities of
The Band, but was outstanding
nevertheless. Then things began
to go wrong — Cahoots is interest-
ing (and includes a bonus item — a
track created in partnership with
Van Morrison), but it lacked the
firm sense of direction of earlier
work, and it was to be over four




years before another album of
original Robertson material was
produced.

After their appearance on Dec
31,1971, atthe New York Academy
Of Music (recorded as live Rock
Of Ages, which featured mostly
material from previous albums)
they did nothing until they per-
formed at Watkins Glen festival in
July ’73.

Ostensibly The Band spent their
time in studio, but emerged with
little to show for their efforts.
Robertson's ambitious project, a
complex, thematic work was
shelved, and eventually they re-
leased Moondog Matinee, a pre-
cisely arranged labour of love, a
memorial to their rock 'n’ roll
roots in the early '50s.

In 1974 they resumed live work
with Dylan in the U.S., with a tour
that was later immortalised on the
Before The Flood album. (They
were co-credited on this, as they
were on The Basement Tapes
when that was finally issued in
1975.) Also they provided all the
back-up work on Dylan’s Planet
Waves.

In late '75, The Band’s own long-
awaited album of new material
materialised. Northern Lights -
Southern Cross was almost in-
evitably disappointing, but it
showed they had not lost their in-
strumental tightness, or Robertson
his ear for melody. Only the
lyrics were below par — the astro-
nomical implications of title were
never explored.

The members of the group are
shy and refiring, and have never
aspired to the exclusive circles of
the professional rock elite, pre-
ferring to lead quiet family lives.
They have hardly ever guested
on other albums — they made an
exception for Ringo Starr’s Ringo
album, but played on one track
only. Stage Fright is a song about
themselves. But they have pro-
duced some of the most pictur-
esque and enchanting of all rock
music.

Robertson’s latest solo project is
the production of a Neil Diamond
album, Beautiful Noise.

Below: Time Honoured Ghosts.
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Harvest

Stewart ‘Wooly” Wolstenholme
keyboards, vocals

Melvin Pritchard drums

Les Holroyd bass, vocals

John Lees guitar, vocals

British group, formed early 1967
around Oldham, Lancashire area
— Wolstenholme and Lees at art
school together - signing to
Harvest label following year (EMI
reputedly named their new label
after them). Released first album
in U.K. 1969. Line-up has remained
intact since inception, as has
music, which fits loosely into

“flash-rock” categorization, lean-
ing heavily on Wolstenholme’s
use of mellotron and keyboards.
Although not always favoured
with critical approval, BJH have on
a number of occasions (for in-
stance, when they switched labels
in UK. to Polydor) appeared to be
on brink of major commercial
breakthrough.

In UK., however, are established
as consistently in-demand gigging
band with relatively small but
ardent following. Second, third
and fourth albums, as listed below,
first released in U.K. 1970, '71 and
'72. Albums five and six both re-
leased 1974, their most recent
set in 1975 recorded in San
Francisco with producer Eliot
Mazer. In UK. compilation set
Early Morning Onwards re-

Above: The first publicity pic
of The Band, getting ethnic at
Big Pink. L to r, Manuel,
Hudson, Helm, Robertson,
Danko.

leased on Starline label 1972.

Recordings:

Barclay James Harvest
(Capitol/Harvest)

Once Again (Capitol/Harvest)

Short Stories (Capitol/Harvest)

Baby James Harvest (Capitol/
Harvest)

Everyone Is Everybody Else
(Polydor)

Barclay James Harvest ‘“Live”
(Polydor)

“Time Honoured Ghosts

(Polydor)

Barefoot Jerry

Wayne Moss rhythm guitar
Jim Colvard lead guitar
Russ Hicks steel guitar

Si Edwards drums

Terry Dearmore bass, vocals
Warren Hartman keyboards

Group emerged from the ashes
of Area Code 615 (9) with Moss,
the band’s producer and now the
only surviving original member,
as the main protagonist. As with
Area Code 615, the band is com-
posed of experienced session
musicians based in Nashville, who
divide their time between work
for the band and other diverse
assignments. Hence they tour as
a unit only occasionally, and have
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never played outside the U.S. as
Barefoot Jerry.

They are all country musicians
moving into the rock field, and
their strength lies in Colvard’s
guitar-playing, though Moss him-
self is a highly respected and ver-
satile musician. He had his own
studios in Nashville by 1962, and
is a veteran of hundreds of ses-
sions, including those for Bob
Dylan’s Blonde On Blonde.
Grocery, issued in 1976, is a
double-album of previously un-
issued material that post-dates the
Area Code 615 sessions.

Recordings:

Watchin’ TV (Monument/—)

You Can’t Get Off With Your
Shoes On (Monument

IV

Grocery (Mon

Syd Barrett

Borm Roger Keith Barrett in Cam-
bridge, England, Jan 1946, as
founder member of Pink Floyd (%)
his quizzical, surrealistic lyrics
and visionary obsessions with
interplanetary mysticism formed
hard core of British psychedelia,
circa 1967. Formed and named
Pink Floyd 1965 while student at
Camberwell Art School, London.
Responsible for original concept
of band, writing both their early
UK. hit singles, Arnold Layne and
See Emily Play (both 1967), and
group'’s first album, Piper At The
Gates Of Dawn (same year).
Dropping acid and becoming
increasingly withdrawn and ec-

centric, personality problems
gradually turmed Barrett from
asset to liability and in April 1968,
he was replaced by David Gil-
mour.

Set about recording solo album
The Madcap Laughs in early
1970, completing half of it in just
two days with assistance from
Gilmour and Roger Waters, and
in November same year complet-
ed a second solo set, Barrett, with
Gilmour, Rick Wright and drum-
mer Jerry Shirley. Although there
was has been much talk of a third
solo album, Barrett hasn’t been
heard on record since.

Over past five years various
stories and legends have grown
around him (a U.K. Syd Barrett
Appreciation Society continues to
publish a monthly newsletter
"'Terrapin’) one being that he’s
spent most of recent times holed
up in a Cambridge cellar. Early
Floyd manager Peter Jenner
made futile attempt to record him
in 1974, and most recent story was
that when Floyd mixed Shine On
You Crazy Diamond (dedicated
to memory of Barrett) for 1975
Wish You Were Here album, Syd
turned up in studio uninvited and
unexpected and announced that
he was ‘‘ready to do his bit".

Dave Gilmour has said of him:
“...one of the three or four
greats, along with Bob Dylan.”

Albums below subsequently re-
issued as Harvest double-set.

Recordings:
The Madcap Laughs (H
Barrett (Harvest

Mike Batt

Principally known in UK. as
creator and songwriter for hit-
making spin-off group from child-
ren’s TV series “The Wombles”,
Southampton-born Batt is a much
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Left: Robbie Robertson. The
Band’s unique style is based
on his songwriting, drawing
inspiration from the rich vein
of U.S. folk lore.

more interesting rock specimen
than might first appear. First gig
in music business was as staff
songwriter with Liberty Records
in U.K. Later promoted to A&R
manager, he produced first album
for Groundhogs (#) and instigated
fleeting psychedelic phenomenon,
Haphash And The Coloured Coat.
As independent writer/producer
recorded series of orchestral
albums for British Silverline Re-
cords (arrangements of Beatles,
Stones material); did synthesiser
album for Pye label; arranged
strings on first celebrated Family
album, Music In A Doll’s House,
and wrote TV advertising jingles
for likes of Guinness beer, Rice
Krispies and Smarties sweets.
Since setting up Wombles ‘‘hit
factory” (five U.K. hits and three
albums over two years), Batt has
enjoyed two hits in UK. charts
under own name and in 1978
produced album for Steeleye
Span (#), their most commercially
successful.

The Bay City
Rollers

Leslie McKeown vocals
Stuart Wood guitar

Ian Mitchell bass

Eric Faulkner guitar
Derek Longmuir drums

Originally known as The Saxons,
the Bay City Rollers, from Edin-
burgh, became in 1975 the biggest
phenomenon to hit U.K. pop music
scene since The Beatles.

Band line-up shuffled quite regu-
larly in early ’70s, but manager
Tam Paton kept driving Rollers
onward, overlooking fact that
members of the band as it finally
evolved possessed no more than
ordinary talents. It was Paton's
astute management, and a suc-

Below: Barrett. Harvest.
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Beach Boys

Brian Wilson vocals
Carl Wilson vocals, guitar
Dennis Wilson vocals, drums

Mike Love vocals
Al Jardine vocals, guitar

Formed Los Angeles 1961 by Wilson brothers Carl (born Dec 21, 1946),
Dennis (Dec 4, 1944) and compositional genius Brian (June 20, 1942) — all
from middle-class district of Hawthorne, California. While at school,
the brothers harmonised in friends' and relatives' homes along with
cousin Mike Love (Mar 15, 1941) and Al Jardine (Sept 3, 1942).

Played high school hops as Carl And The Passions and later Kenny
And The Cadets (Brian was Kenny) until the Brian Wilson composition
Surfin’ in 1961. It was Dennis who was the surfer in the group, and who
one day suggested to brother Brian — who had studied music theory at
school — that he write a song on that subject. Surfin’, recorded in demo
studio, came out on small Candix label — group choosing name Beach
Boys to fit the song — and became local and then national hit. (Other
Canc)hx material contained on U.S. only Greatest Hits 1961-63 compila-
tion.

In one swoop, from very few influences, Brian Wilson had created a
whole new genre - surf music. As Nik Cohn said in his book, ‘‘Awop-
bopaloobop™: ““He (Wilson) worked a loose-limbed group sound and
added his own falsetto. Then he stuck in some lazy twang guitar and
rounded it all out with jumped up Four Freshmen harmonies. No sweat,
he'd created a bonafide surf music out of nothing. More, he had in-
vented California".

The group made their debut on New Years Eve 1961, following with
their first tour in early 1962 - Wilsons' neighbour David L. Marks
taking Al Jardine'’s place for six months while latter attended dental
college.

From Candix to mighty Capitol label and two more hits, Surfin’ Safari
(1962) and Surfin’ U.S.A. (1963), on which Brian Wilson hooked surf
lyrics to Chuck Berry's Sweet Little Sixteen riff. Surfer Girl and
Little Deuce Coupe, the latter marking Brian’s new interest in hot rods
and dragster racing, followed, and in same year the elder Wilson
composed the million-selling Jan & Dean hit Surf City. Surfin’ U.S.A.
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cession of carefully chosen singles
- mostly written by Bill Martin and
Phil Coulter (bespoke song-
writers for many years; they had
composed Britain’s first outright
winner of the Eurovision Song
Contest, Sandie Shaw’'s Puppet
On A String) - that enabled
Rollers to hit such impregnable
peaks. Accusations that they didn’t
play on their records just became
irrelevant.

They are more than a pop group,
they are an entire cult, an oppor-
tunity for their pubescent audience
to imitate their Tartan gear.
Although they are Scotland’s own,
their success is unconfined.

First hit U.K. charts in late '71
with Keep On Dancing, and
through a string of teen-appeal
ditties like Summerlove Sensa-
tion and Shang-A-Lang, just got
bigger and bigger, until they
peaked in Spring '75 with an old
Four Seasons’ song, Bye Bye
Baby, and a nationwide tour
which was given daily coverage
by a rapacious national press. At
last, the new phenomenon -
Rollermania. Their albums might
seem leadenly uninspired, but
they have all gone gold anyway.

This achieved, the Rollers set
out with calm deliberation to
conquer the U.S. A No. 1 single
— Saturday Night — augured well;
as U.S. success was consolidated
in 1976. Alan Longmuir left, and
Mitchell was drafted in.

Recordings:

Rolling (—/Bell)

Once Upon A Star (—/Bell)

Wouldn’t You Like It (—/Bell)

Rock ’'n’ Roll Love Letter
(Arista/—)

Left: The Beach Boys, when it
looked like good vibrations all
the way. From bottom left,
clockwise: Al Jardine, Dennis,
Brian, Carl Wilson, Mike Love.

album (1963) earned first gold record, a success repeated by Surfer
Girl.

Fun Fun Fun, Little Honda and I Get Around made singles lists in
1964, but it wasn’t until the unusually-complex last-named — backed
with ‘forgotten masterpiece” Don’t Worry Baby - that the Beach Boys
began to obtain serious critical attention.

Towards end of same year, however, Brian Wilson began to suffer
pressures of stress and over-work. With nervous breakdown early
1965, Brian announced decision to stop touring with band and instead
mastermind their recording career from behind the scenes. Bruce
Johnston was drafted in as replacement, after brief stay by Glen
Campbell (¥).

By now, singles like Help Me Rhonda and California Girls were
beginning to evolve new subtleties in composition and production, a
direction re-enforced by Brian’s first post-touring album Beach
Boys - Today (1965). Albums Summer Days And Summer Nights
and Beach Boys Party followed in same year, after which Brian set
himself to work on major project Pet Sounds with lyricist Tony Asher.

Slowly, however, the Beach Boys and their creative mastermind
had begun to drift apart. While group toured world, Brian started
hanging out with one Van Dyke Parks (®), later to write Beach Boys
lyrics, started dropping acid and went through a period of attempting
to disown his musical past.

The masterwork Pet Sounds was, in fact, put together under heavy
contractural pressures from Capitol and not at all approved by rest of
group when they returned to U.S. On release in 1966, it was received
well by critics and by Beach Boys aficionados in U.K. but bombed in
the U.S.

However, though not as influential as contemporary Beatles album
Revolver, Pet Sounds did set totally new standards in arrangement
and production that diverted pop on to unforeseen track.

Beatles status at time is of more than passing interest here, because
Brian Wilson was by all accounts possessed of quite acute feelings of
competitiveness towards the British group. Thus, the commercial failure
of Pet Sounds dented his pride badly - a blow only slightly eased by
gold record sales for revolutionary Good Vibrations, one of finest
pop singles of all time, later same year.

There then followed the most enigmatic period in the Brian Wilson/
Beach Boys career — the Smile album project with new lyricist Van
Dyke Parks. With the group on his back to produce more commercial
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Above: Pet Sounds. Courtesy Capitol Records/EMI.

material (they also harboured a deep resentment towards Parks),
Wilson saw Smile as his tour de force — his masterpiece which would
give the Beatles their come-uppance and show the watching world
that Brian Wilson, the artistic genius, was where the direction of pop
was really at.

Yet the new album was plagued by bad vibes and slow to materialise,
and when, in spring 1967, the Beatles released Sgt Pepper to unpre-
cedented universal acclaim, Brian Wilson withdrew into a state of
sustained paranoia. One theory is that Wilson realised Smile could
only come out second best in comparison to Sgt Pepper and thus de-
cided to withdraw from ‘‘battle”’.

Whatever the truth, Wilson took only three or four of the songs pre-
pared for Smile — omitting the epic Surf’s Up — wrote a bunch of new
material and released same under the title Smiley Smile (1967),
which even in its revamped state is one of rock’s most maligned and
misunderstood albums. (Some 15 tracks were originally composed for
Smile, nine of which have subsequently turned up on various BBs
albums.)

A sequence of critically-unfavoured albums followed - first of which,
Wild Honey (1968) — was recorded by group in Brian’s living room
and marked return to simpler music. By this time, burgeoning San
Francisco rock scene was beginning to break out nationally and Beach
Boys in comparison drew bad press for their all-American persona and

Below: Endless Summer. Courtesy Capitol Records/EMI.
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Above: Surf’s Up. Courtesy Warner Bros Records.

whole ‘‘plastic L.A. trip".

Brian Wilson, suffering from a hearing defect, was a disillusioned
man; and Dennis Wilson, after breakdown of his marriage, was having
own problems — it was in this period he became involved with Charles
Manson, a story well-documented in press at time.

Other members of band — Mike Love in particular — became involved
in transcendental meditation, an influence evident on the 1968 Friends
album which was released in wake of near-disastrous U.S. tour.

By 1970 — despite 1969 Do It Again hit from Friends — Beach Boys
were at their lowest ebb. They had left Capitol for Warner-Reprise
(changeover in UK. not until 1972) and first album for new label,
Sunflower, represented group at a new low. (It was also last BBs album
personally directed by Brian until 18 Big Ones in 1976.)

In 1970, however, came chance for a renaissance. Group went down
well with critics and audience at a Monterey Festival, hitched on to
ecology bandwagon in series of benefit gigs, and jammed with Grateful
Dead at Fillmore West summer 1971 - an event witnessed by Bob
Dylan who was heard to mutter “‘they're great” within earshot of at
least one reporter.

For next album, Surf’s Up, the Brian Wilson/V. D. Parks epic for
Smile was rescued from vaults and released mid-1971 to critical acclaim
and healthy sales, resuscitating interest in group and returning them to
rightful place among world’s leading rock bands.

Below: Holland. Courtesy Warner Bros Records.
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South Africans Ricky Fataar and Blondie Chaplin (now departed)
came in to fill out stage sound. Yet, despite acclaimed concert appear-
ances, Beach Boys as recording group failed to take advantage of
second-wind reputation. Carl And The Passions, a double set uniting
Pet Sounds with new material, was one of poorest ever albums, and
the early 1973 Holland album - recorded in Amsterdam — was, so the
story goes, at one point in danger of being rejected by Warner-
Reprise until label bosses brought in Van Dyke Parks and forced Brian
Wilson to complete embryonic part-written composition Sail On Sailor.

That track aside, Brian Wilson's output since late '60s has been vir-
tually non-existent — descending further still into his role as confused
genius. In Nick Kent's lengthy Brian Wilson article in “New Musical
Express’ 1975, one-time Beatles and Beach Boys PR Derek Taylor is
quoted thus: **Brian though — one day he's coherent . . . bright, and then
the next he can be so damn illogical . . . strange . .. scarey.”

Ironically, however, American public — somewhat behind UK. — has
spent last couple of years rediscovering Beach Boys history. Frustrating
group's own efforts to de-emphasize their past, a well-compiled classics
anthology, Endless Summer, topped U.S. charts mid-1974, and that
and the similarly-retrospective Spirit Of America have since gone
platinum. 1974 Reprise In Concert album, a live double set, has also
achieved U.S. gold status.

For three years no new studio product was forthcoming. When a new
album did appear (ballyhooed as Brian Wilson’s return) it was anti-
climatic in the extreme. 15 Big Ones — a reference to the number of
tracks, and the age of the band - did indeed feature Brian singing,
writing and ‘‘directing’, but it was a perplexingly forlorn collection
that appeared to indicate a total dearth of direction and ideas.

Much as they might be lost in the '70s, however, the importance of
Brian Wilson and the Beach Boys can never be undermined.

Recordings:
Surfin’ Safari (Capitol)
Surfin U.S.A. (Capitol)

Surfer Gixl (Capitol)

hml{.e.blzsy%s.un&(CapﬂoD

Shut Down Vol. II (Capitol)

All Summer Long (Capitol)

Christmas Album (Capitol)

Beach Boys - Today (Capitol)

Beach Boys In Concert (Capitol)

Summer Days And Summer
Nights (Capitol)

Beach Boys Party (Capitol)

Friends (Capitol)

20/20 (Capitol)

ﬁynj!ower (Reprise/Stateside)

Surf’s 5 (Reprise/Stateside)

Carl And The Passions/
eprise

Holland (Reprise)

In Concert (Reprise)

15 Big Ones (Reprise)

Compilations:

The Beach Boys Greatest Hits
- DI/ —
;nggess Eummer (Capitol)

Pe (Capitol) 1r1 rica (Capitol)
miley Smile (Capitol) [) 1brations arner Bros)
Wild Honey (Capitol) olden Greats (—/Capitol)

The Beatles .. ...

John Lennon guitar, vocals
Paul McCartney bass, vocals

George Harrison guitar, vocals
Ringo Starr drums, vocals

All four bom in Liverpool — Lennon Oct 9, 1940; McCartney June 18,
1942; Harrison Feb 25, 1943; Starr July 7, 1940. Originally Lennon had
formed a school group called The Quarrymen, and had met McCartney,
who in turn had introduced Lennon to school-friend of his, Harrison.
When they left school in 1989, all were keen to continue playing to-
gether. Lennon went on to Liverpool College Of Art where he met
Stuart Sutcliffe, whom he persuaded to take up bass.

They thus had three guitarists and a bass-player, though Sutcliffe was
hardly competent. After playing locally, they obtained an audition
with one of UK.'s leading impresarios, Larry Parnes, who was suffi-
ciently impressed to send them on a short tour of Scotland backing
Johnny Gentle. It was at this time that they started calling themselves
the Silver Beatles, although even then it seemed they preferred the
simple abbreviation, The Beatles.

Still they needed a regular drummer, and found one in Pete Best, son
of the owner of Liverpool’s Casbah Club. The need had been made
more pressing by the fact that on returning from Scotland the band were
offered a residency in Hamburg — which turned out to be the first of
five such stints. It was there they were to learn the endurance and stage
extroversion which enabled them to make such a dramatic impact back
home. Nevertheless, the first visit was cut short when the German
authorities discovered that George was under-age to be playing in
public performance in bars and clubs.

Back in Liverpool they were rawer and cruder, their stamina and
inventiveness considerably strengthened. They began to make solid
reputations for themselves in the North-West. When they played a
return engagement in Hamburg (during which they made their first
recordings, under the direction of Bert Kaempfert, as backing musicians
for Tony Sheridan), Stu Sutcliffe opted to stay on and continue his art
education, and McCartney took up bass. In April 1962, Sutcliffe tragically
died of a brain haemorrhage.

When they returned to Liverpool, the group were taken in hand by
local record shop owner Brian Epstein (#). After he'd arranged an
unproductive audition for them at Decca Records, the band returned
to Hamburg, where they were telegrammed by Epstein. George
Martin at EMI records liked their demo tapes, and a recording session
had been fixed.
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With this decisive step in front of them, Lennon, McCartney and
Harrison decided to oust Best, and offered the job to Ringo Starr,
who'd met the others in Hamburg while playing with Rory Storme and
the Hurricanes.

The last piece thus in position, The Beatles came back to take up a
contract with EMI Records in September 1962, and take their first
tentative steps to becoming the most phenomenal recording artists
ever known.

Under the guidance of producer George Martin — henceforward to
play an important part until almost the very end - the first single,
Love Me Do, was a minor hit towards the end of the year; but it was not
until 1963 and Please Please Me, which topped the U.K. charts, that the
ball started rolling for what the national press was to dub ‘‘Beatle-
mania’’.

Two more hits — From Me To You, She Loves You - followed, as well
as their debut album, Please Please Me, but it was not until their fifth
single, I Want To Hold Your Hand, was promoted by Capitol records
in the U.S. that the group achieved recognition there in 1964. By the
time of their first U.S. tour in April 1964 their records were, incredibly,
filling the top five places of the ‘“Cashbox” singles chart.

With The Beatles both capitalised on their first overseas success and
consolidated their, by now, unprecedented reputation at home.

By mid-64 the band were touring almost continuously in the UK.,
Europe, the U.S. and Australia, and after their sixth hit, Can’t Buy Me
Love, withdrew momentarily to make their first feature film, ‘A Hard
Day’s Night”, directed by Dick Lester from a script by Alun Owen.

A departure from the pop-film tradition, *“A Hard Day’s Night” did
not attempt to portray The Beatles as singing actors in the stereotyped
dramatic situations of an Elvis Presley or Cliff Richard feature, but
used documentary techniques linked by surreal episodes to illustrate
the life-style the band were actually living.

The film was an unequivocal commercial and critical success, and
opened even more avenues for the band as fully-fledged entertainers,
not merely musicians. This could be discerned in two ways. Firstly,
The Beatles were granted an open sesame to literary and intellectual
company everywhere. In 1964, after the publication of John Lennon’s
first book “In His Own Write’’, he was invited to be guest of honour at
Foyle’s literary lunch. And secondly, The Beatles had now become the
first rock band to bridge the generation gap; theirs was no longer
merely an adolescent audience — they really did appeal to everyone
from eight to 80.

atareo
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Please Please Me. Courtesy
Parlophone Records/EMI.

A Hard Day’s Night. Courtesy
Parlophone Records/EMI.

The soundtrack album A Hard Day’s Night was equally well-
received, and the title-track provided the band with their seventh
consecutive hit single in Britain.

In the latter half of 1964 Beatles For Sale was released, retreating in
format from A Hard Day’s Night which had been entirely composed
of original material, to that of Please Please Me and With The Beatles
which featured eight Beatles’ originals, plus six compositions by other
artists. I Feel Fine saw out the year as the No. 1 single in both the
UK. and U.S. It was The Beatles’ eighth U.K. hit, their sixth consecutive
No. 1.

From here on though, the band virtually ignored all outside sources,
and 1965 showed the group beginning to consciously reject the instant
commercial material of the previous two years, beginning with the
highly personal Ticket To Ride which, despite managerial misgivings,
was no less successful than earlier hits.

““Help!”, their second movie, again directed by Lester, somewhat
jumped the gun on The Beatles’ new-found self-consciousness, and its
surreal humour emerged as self-indulgent, although the accompanying
album, Help!, was the biggest yet. Once again the title-track, issued as
a single, was a worldwide hit — but this time the group did not return to
touring, retiring instead to the recording studio to work on Rubber
Soul.

In many ways Rubber Soul started a new kind of break-through. The
songs were powerful, the music sophisticated and well-produced
(though Beatles’ songs had never been anything but), the lyrics by turn
acerbic and wittily ironic, often relating to personal experience. The
aim was nearly always true.

Their work was henceforth infused with a new positivism. With
Paperback Writer they took further the process initiated on Rubber
Soul, and focussed more sharply on lyrics and the technical side of
electric sound-production. The major fruits of this phase, though, were

Right: They went up the stairs. They came down the stairs. The
flash-bulbs duly popped. This particular shot dates from Sept
1964, and could have been taken almost anywhere in the world.
For the record, they are leaving New York.



provided by Revolver, which many regard as their most consistently
successful album. The painstaking care granted to each track was quite
unique, as was both the scope and the unimpaired brilliance of their
inventiveness. It all showed that touring for them had become something
more than an irritating duty; it had become a positive obstacle to their
progress, and in the latter half of 1966 they abandoned it altogether.

Growing in confidence, they issued at the beginning of 1967 what is
normally considered the best pop single of all time — Penny Lane/
Strawberry Fields Forever. They followed even this in the most
devastating manner possible. Sergeant Pepper’s Lonely Hearts Club
Band, released June 1, 1967, is traditionally regarded as the apex not
only of their career, but of rock music per se. Conceived as an un-
broken series of songs, it featured an impressive array of styles, some
dazzling and innovatory production techniques and climaxed astonish-
ingly in the literally mind-blowing A Day In The Life. The intricate
design of the sleeve set entirely new standards of record art-work
(and the idea of printing the lyrics on the sleeve similarly started a
whole new thing).

It has not aged well, but its contemporary effect was incalculable.
August critics who had previously put their reputations on the line for
the band now found their faith triumphantly vindicated. The world at
large received it rapturously.

Epstein had had reservations about the whole enterprise, and by now
The Beatles’ need of a manager was minimal — but it was nevertheless
a traumatic blow when he died later that year. At this time the band
members were up to their necks in Eastern mysticism and assorted

Let It Be. Courtesy
Apple [EMI.

Revolver. Courtesy
Parlophone Records[EMI.

drugs; from now on they became more prone to wild errors of judg-
ment; of which opening an Apple boutique in Baker Street, London, was
merely the first. (Though the subsequent chaotic Apple organisation
showed none of The Beatles had a head for business.)

If hubris now ran rampant in The Beatles’ camp, nemesis was just over
the horizon in the shape of their third film, ““Magical Mystery Tour’. It
was an hour-long television presentation, premiered in the U.K. on
Dec 26, 1967; a self-indulgent affair of jumbled lunacy, ill-conceived
witticisms and trick photography which they had made entirely them-
selves; it showed the Achilles heel at last.

They were chastened by the experience, and consequently spent
months on the enormous, sprawling The Beatles, which finally appeared
at the very end of 1968, some months after the biggest latterday hit
Hey Jude/Revolution, the first single to appear on their own Apple
label. The latter song revealed Lennon’s awakening political con-
sciousness, even though he was then still rejecting facile solutions.

Though full of good tracks The Beatles (usually referred to as The
White Album) was the work of a disintegrating unit, and the appearance
of the ominous single, Ballad Of John And Yoko, reflected the inner
turmoil of a band which was visibly coming to the end of its tether in
front of the cameras for the film *‘Let It Be” at Twickenham studios.

Before that though they had initiated another fascinating project — the
cartoon film, ‘“‘Yellow Submarine”, directed by George Dunning.
Though The Beatles’ involvement was minimal, they did provide the
odd joke and wrote some new material.

Let It Be - originally to be called Get Back — was recorded and left in
the can; once again The Beatles were undermined by soaring ambi-
tion. They delayed the release of the album because they wanted it
to be a multi-media entertainment, accompanied by the film and a
book. Abbey Road was put together and released in its place — the
last tracks, chronologically, that The Beatles cut together. Ironically, it
showed them still as buoyant as ever.

Let It Be was eventually released in 1970, in a version doctored by
Phil Spector and in company with an almost worthless book of photo-
graphs, at a very inflated price, and the career of The Beatles, who by
then were no longer interested in working with one another, closed
on a sour note.

For subsequent careers, ® Harrison, Lennon, McCartney and Starr.

The importance of The Beatles’ recorded work in the shaping of
contemporary rock is incalculable and is approached in significance
only by the career of Bob Dylan (¥). By far the best songwriting team
in the field, Lennon-McCartney, supported increasingly by Harrison
after Revolver, provided the basic material for a series of albums
monumental in scope, imagination and technical expertise.

Most of the basic production precepts of today came into being as
innovations on particular Beatles tracks and it is extremely unlikely that
rock, as it is presently commercially structured, will ever again offer
the claustrophobic, hot-house urgency of the conditions in which The
Beatles made their most revolutionary music.

In 1974 a successful Liverpool play by local writer Willy Russell,
“John, Paul, George, Ringo . . . And Bert” was produced on the London
stage and in the U.S. by Robert Stigwood, who also staged a version of
‘‘Sergeant Pepper’s Lonely Hearts Club Band” in New York. There is
rumoured to be a documentary film in preparation, and a Hollywood
biopic must be on the cards. This could all be forestalled, of course, if
The Beatles themselves reunited for a concert; after over five years of
public squabbling, litigation and finally reconciliation, they might all
just be ready to take up one of the priceless purses that are currently
being proferred by various promoters.

Of the many books about their career, ‘‘The Beatles” by Hunter
Davies is the authorised biography, ‘“‘Love Me Do - The Beatles’
Progress” by Michael Braun is a lively and intelligent memoir of the
early days of fame, and ““The Beatles: An Illustrated Record” by Tony
Tyler and Roy Carr is a thorough and illuminating account of their
recording career. ‘“Lennon Remembers” by Jann Wenner is the full
text of an extremely lengthy, highly tendentious and consistently
fascinating interview with Lennon from ‘‘Rolling Stone.

U.K. Album Releases:
Please Please Me (Parlophone)
With The Beatles (Parlophone)
« A Hard Day’s Night
(Soundtrack) (Parlophone)
. Beatles For Sale (Parlophone)
. Help! (Soundtrack) (Parlophone)
. Rubber Soul (Parlophone)
. Revolver (Parlophone)
A Collection Of Beatles
Oldies . . . But Goldies

. Sergeant Pepper’s Lonely
Hearts Club Band
(Parl.phone)

. The Beatles (Apple)

. Yellow Submarine
(Soundtrack) (Apple)

. Abbey Road (Apple)

«Let It Be (Apple)

* The Beatles 1962-66 (Apple)

+ The Beatles 1967-70 (Apple)

* Rock ’n’ Roll Music

(Parlophone) (Parlophone)
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(Capito (Capitol)
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Above: Backstage after their
first headlining tour, Beatles,
Pacemakers, Roy Orbison.
Left: Abbey Road. Apple/EMI.

Beaver and
Krause

Borm in Derroit, Bernie Krause
gained erratic experience as a
folk singer, moving around the
cities in the East, before Lee
Hays offered him the chair Pete
Seeger was vacating in The
Weavers. That was in 1963, and
when the group finally disbanded
at the end of the year, Krause
moved on to San Francisco, doing
some production work for Motown
in Detroit on the way. In 1967
Elektra hired him as a producer,
and it was there he met Paul
Beaver.

Beaver had been born in the
mid-west in 1925 and was a
veteran of '40s and ’'S50s jazz
clubs, before becoming a highly-
qualified Moog musician. In 1853
he had worked on ‘‘The Magnetic
Monster”, which was the first
film to use electronic effects as
an integral part of its score. He
was a pioneer in the field of elec-
tronic instrumentation, and by the
time he met Krause had already
experimented with ring modula-
tion, filter and oscillation devices.
In the later '60s he contributed
Moog music to the scores of
“Catch-22”, ‘“‘The Graduate”,
“Candy’’, ‘‘Performance” and
‘““Rosemary’s Baby".

Together Krause and Beaver
began work on the electronic
aspects of recording, and Krause

W

conceived something called The
Martin Parasound String-Control-
led Synthesiser - which was a
synthesiser installed in a guitar
body so that it could be played on
stage.

Their music was referred to
simply as electronic, but they
preferred to think of it as a new
form of audio-expressionism. In
1968 they signed for Warner
Bros and recorded In A Wild
Sanctuary, but their “tour de
force™ is generally reckoned to be
Gandharva, recorded live in
Grace Cathedral, San Francisco,
Feb 10-11, 1971, with the partici-
pation of rock musician Mike
Bloomfield and noted jazz musi-
cian Gerry Mulligan. Their third
and final recording All Good
Men included the first complete
recording of A Real Slow Drag,
written by ragtime composer
Scott Joplin for his opera ‘‘Tree-
monisha”, which was never pub-
licly performed until 1975.
Though Beaver and Krause were
innovators in their field, their pre-
eminence was undermined as
electronic instruments rapidly
became commonplace. Early in
1975, Paul Beaver died of a stroke
in Los Angeles.

Recordings:
In A Wild Sanctuary (War

Gandharva (W
All Good Men

¥Be-Bop Deluxe

Bill Nelson g s
Charlie Tumahai !
Andrew Clarke |
Simon Fox d:




Above: The Jeff Beck Group,
early version. From left:
Aynsley Dunbar, who occupied
the drum seat for a fortnight,
Beck, Rod Stewart, Ron Wood.
Revered by U.S. audiences,
they could have been where
Zeppelin are today. Beck, by
his almost self-destructive
nature, blew it-and his group
just fell apart.

Highly touted new British band
based around not inconsiderable
guitar-playing ability of Wake-
field-born Nelson. A one-time
local government officer, Nelson
worked with two Yorkshire bands
— Global Village and later the
gospel-based Gentle Revolution —
recording three albums, A To
Rustr, Astral Navigations and
Northern Dream, at Holyground
“home studio” in his native Wake-
field in what was described as “‘an
exercise in alternative record
production”. Though last named
has since become collectors’
piece, all three had limited press-
ings, selling only in local record
shops.

However, one of 250 pressings
of Northern Dream found its way
to DJ John Peel, who gave Nelson
first air-play and helped attract
interest of major EMI label.

First incarnation of Be-Bop
Deluxe featured Nelson, Robert
Bryan (bs), Nicholas Chatterton-
Dew (drms), lIan Parkin (rhy gtr)
and Richard Brown (kybds),
though latter quit shortly before
recording of band’s first album
Axe Victim, released U.K. on
EMI's Harvest label in 1974.

Band'’s first major tour same year
was as support to Cockney Rebel,
during which Nelson became dis-
satisfied with colleagues, dis-
banding group in August that
year. From similarly disarrayed
Cockney Rebel, Milton Reame-
James (kybds) and Paul Jeffreys
(bs) joined Be-Bop with former
Hackensack drummer Simon Fox
completing new line up. However,
presence of ex-Rebels was short-
lived, and third incarnation of
Be-Bop Deluxe started with en-
listment of New Zealander
Tumahai.
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As three piece, band cut second
album Futurama at Rockfield
Studios in Wales with Queen pro-
ducer Roy Thomas Baker, Andrew
Clarke (kybds) joining after
album’s release in U.K. mid-1978.
Nelson himself produced ambi-
tious Sunburst Finish, released
in UK. early 1976 coincidental
with major U.K. tour obviously
designed to push Be-Bop Deluxe
into heavyweight heirarchy.
Recordings:

Axe Victim (Harvest)
Futurama (Harvest)
Sunburst Finish (Harvest)

eJeff Beck

Born Surrey, England, June 1944,
studied at Wimbledon Art College.
Established himself as one of U.K.’s
all-time great hero axemen dur-
ing two-year stint with Yardbirds
(9 from whom he split in 1966.
In 1967 had U.K. hit solo single
with out-of-character Hi Ho Silver
Lining (re-issued and hit second
time round in U.K. 1972) and fol-
lowing year with even more
bizarre Love Is Blue, before
forming The Jeff Beck Group with
Rod Stewart (vcls), Ron Wood
(bs), Micky Waller (drms) and
later Nicky Hopkins (pno).
Enhanced already considerable
reputation with series of rowdy,
outrageous gigs — mostly in U.S. -
and two patchily excellent albums,
Truth (1968) and Beck-Ola (1969).
Their music basically bluesy
hard rock, Wood and Stewart
contributed one or two originals
but it was band’s exciting re-
workings of blues and contem-
porary material that pulled the
crowds. Also, the teaming of
Beck and Stewart (privately the
two were frequently at each
others’ throats) was like nothing
heard in rock before, and like
nothing that was to be heard
again until Jimmy Page squared
off to Robert Plant in Led Zeppe-
lin.

A continually hassle-prone out-
fitt The Beck Group eventually
burned itself out in 1969 and
Wood and Stewart went to join
Faces (#). Beck made attempts to

form band with Tim Bogert and
Carmine Appice, late of Vanilla
Fudge (9), but project fell through
when the guitarist sustained in-
juries in car smash. He was out of
action for 18 months.
Bogert/Appice formed Cactus
(#), and Beck resurfaced late 1971
with another Jeff Beck Group,
featuring Cozy Powell (drms),
Max Middleton (pno), Clive
Chaman (bs), and Robert Tench
(vcls). This band made two
albums, Rough And Ready (1971)
and Jeff Beck Group (1972), but
Beck declared it unsatisfactory.
Break up of Cactus subsequently
allowed him to form group he had
long wanted — Beck Bogert &
Appice (#), but this too was rela-
tively short-lived.

Rough And Ready.
Courtesy Epic/CBS.

One of greatest guitar players
to emerge in rock — only Clapton
and Hendrix can truly be said to
have surpassed him for imagina-
tion, excitement, technique and
sheer fuel — Beck’s tragedy is that
he’s also thoroughly inconsistent
and law purely unto himself.

1975 double album, Blow By
Blow, however, returned him
some measure of commercial
success.

First two albums later coupled
for double-album re-issue by
Epic 1975.

Recordings:
(Epic/Columbia-EMI) .
Epic/Columbia-EMI)
(Epic)

N~

PN

] (Epic)
Wir pIC

.Beck, Bogert &
Appice
Jeff Beck guitar, vocals

Tim Bogert bass, vocals
Carmine Appice drums, vocals

Formed 1972 when Americans
Appice and Bogert left Cactus ($)
and English axe hero Beck (#) dis-
banded last Jeff Beck Group. A
thunderously exciting power trio,
instrumentally impeccable but
suffering from dearth of worth-
while material. Cut one and only
album 1973 and broke up follow-
ing year (though there is an in-
concert album Live Jn.Japan

Recordings:

Beck Boiert & Aiilii (Epic)
David Bedford

British-born composer/arranger,
studied at Royal Academy of
Music. As arranger worked on
first Kevin Ayers (%) solo album,
before joining Ayers’ The Whole
World band on keyboards for two
albums. Subsequently formed duo
with fellow Whole Worlder Lol
Coxhill (#). His first solo album,
Nurses Song With Elephants,
released UK. 1972 (not in U.S.),
f(;atured Ayers and Mike Oldfield
®

Went on to pursue variety of
activities including music teach-
ing and arranging for likes of
Ayers, Oldfield, Roy Harper and
Edgar Broughton Band.

Next appeared on UXK. Virgin
label for Star’s End project, a
Bedford composition commission-
ed by Royal Philharmonic and
performed at London Festival
Hall in November 1974. Record
features Mike Oldfield on guitar,
as does The Orchestral Tubular
Bells (1975), Bedford’s orchestral
arrangement of Oldfield’s million-
seller, and The Rime Of The
Ancient Mariner (again 1975),



Above: Whatever his short-
comings in other departments,
Beck remains one of the
greatest guitarists to emerge in
rock.

his evocation of Samuel Cole-
ridge’s epic poem with narration
by actor Robert Powell.

Recordings:

Nurses Song With Elephants
(—/Dandelion)

Star’s End (Virgin)

The Orchestral Tubular Bells
(Virgin)

The Rime Of The Ancient
Mariner (Virgin)

Captain
Beefheart

Beefheart was born Don Van Vliet
in Glendale, California in 1941.
At high school in Lancaster, early
artistic leanings led to offer of art
scholarship, which he declined,
before meeting and becoming
firm friends with Frank Zappa.
After joining a band called The
Blackouts, Van Vliet took the name
Captain Beefheart and formed the
Magic Band in 1964. The band
successfully purveyed a blues-
rock sound, signed to A&M
Records, and issued a single
Diddy Wah Diddy (a Bo Diddley
original); the first album, Safe As
Milk, was turned down by A&M
as being too bleak lyrically, so
Beefheart took it to Kama Sutra.
The album was composed entirely
of original tunes, based on coun-
try-blues styles and making fine
use of slide guitars and synco-
pation. It won guarded approval
from the critics, mainly for its
avant-garde techniques. It also
spurred interest in the Magic
Band, which led to a successful
tour of Europe.

At this time the Magic Band con-

sisted of Van Vliet, plus Ry
Cooder (gtr), Jimmy Semens
(gtr), Herb Bermann (bs) and

John French (drms). Cooder and
Bermann presently departed to
be replaced by Alex St. Claire

and Jerry Handley respectively,
and the new line-up cut Mirrox
Man, an album not released until
years later and not considered
part of the Beefheart canon.

For Strictly Personal in 1968,
Semens was replaced by Jeff
Cotton; the album was mixed by
Bob Krasnow without Beefheart’s
supervision, and the futuristic
blend of blues, rock and free-
form jazz remains obscured by
phasing.

It was not until his old friend
Zappa signed Beefheart to his
own Straight label in 1968, and
allowed him to make an album
free of all constraints that the
original qualities of the music were
enabled to pass unhampered by
post-production work. Recalling

Above: Your Captain speaking.

Semens, Van Vliet built the
Magic Band again from scratch,
giving the members outlandish
names. The new line-up was: Bill
Harkleroad (Zoot Horn Rollo), gtr;
Mark Boston (Rockette Morton),
bs; Antennae Jimmy Semens, gtr;
The Mascara Snake, clrnt. The
music this line-up put together
was quite remarkable, all of it
outstanding departures in the
rock field. Trout Mask Replica is
still one of the most advanced
overall concepts in rock music.
In 1971 Beefheart took the band
on a nationwide tour, recalling
French (Drumbo) as drummer.
After this, Zappa and Beefheart
quarrelled, and the latter switched
labels again, this time to Reprise,

('
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Above: Main Course. Courtesy
RSO. Released 1975, this
re-established the Bee Gees in
the U.S., and yielded the
million-selling Jive Talkin’.

and again reshuffled the Magic
Band pack, bringing in Artie
Tripp (Ed Marimba) on marimba
and Elliott Ingber (Winged Eel
Fingerling) on guitar, both of
whom were ex-Mothers Of In-
vention. For the manic-depressive
The Spotlight Kid, Beefheart
unexpectedly returned to his
blues roots.

This line-up didn't work out,
and when Ingber left, Morton
moved up to guitar, and Roy
Estrada (Orejon) took over bass
for Clear Spot, a more straight-
forward and considerably hap-
pier record.

Alex St. Claire Snouffer rejoined,
and the band used on Uncondi-
tionally Guaranteed — his most
melodic and accessible set since
Safe As Milk — was Rollo, Morton,
St. Claire, Tripp and Mark Mar-
cellino on keyboards. Although
Unconditionally Guaranteed,
Beefheart’s debut release on
Virgin Records, effectively re-
launched him as a commercial
proposition, his quick-fire sequel
Bluejeans And Moonbeams was
disappointing and de-escalated
the momentum.

In 1975, amid much rancour, he
parted company with the nucleus
of the Magic Band (who went on
to work under the name Mallard
(¥) and then toured with Frank
Zappa, the two having by now
patched up their differences. They
made an album together, Bongo
Fury, which was the subject of a
legal dispute in the U.K. Beef-
heart meanwhile set to re-
assembling a Magic Band, and
brought back Drumbo, Winged
Eel Fingerling and Indian Ink.

A complete original, Beefheart
exerts next to no influence on the
rest of the rock scene, while con-
tinuing to plough his own con-
sistently startling furrow. In recent
years his music has become more
conventional, but his early albums
remain important for their raw
inventiveness.

AS LN DS, )

Recordings:

Safe As Milk (cnown
ternatively as Dropout

B_oogie) (Kama Sutra)

W(_Kama Sutra)
Strictly Personal (Blue Thumb/

Liberty)

ica (Straight)
ick M Oft B
raight)
i id (Reprise)
Sléacioot oo
nconditionally Guaranteed

(Virgin)
Blue Jeans And Moonbeams
(Virgin)

With Frank Zappa:
Bongo Fury. (Discreet/—)

Above: The brothers Gibb.

Bee Gees

Barry Gibb vocals
Robin Gibb vocals
Maurice Gibb vocals, keyboards

Nucleus of the Bee Gees has
always been the brothers Gibb,
Barry (b. Sept 1946) and twins
Robin and Maurice (b. Dec 1949),
whose parents emigrated from
Manchester, England, to Austra-
lia in 1988. They had already
shown leanings towards enter-
tainment business back in Man-
chester, appearing in talent con-
test when Barry was nine and the
twins seven. After only a few
months in Australia, the Gibbs
had made their first appearance in
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similar talent show, this time on
local radio, and while in early
teens they quickly graduated to

secure their own weekly TV
series.
In 1963, Australia’s Festival

Records released their first single,
Three Kisses Of Love, which
went Top 20. More followed and
by 1965-66, through better-known
hits, Spicks And Specks, I Was
A Lover And A Leader Of Men,
Wine And Women, the Bee Gees
(name taken from Barry Gibb’s
initials) were Australia’s No. 1
group.

Signed to management by Robert
Stigwood (W), the group returned
for an assault on the UK. teen
market with a fourth member in
tow - drummer and former
Australian child actor (‘‘Smiley”’,
“The Scamp”) Colin Petersen.
Shortly after arrival, they added a
fifth member, highly-rated Austra-
lian guitarist Vince Melouney,
and with this line-up cut first
post-Australia album, Bee Gees
First.

Within a matter of months they
had smashed into UK. charts.
The 1967 hit New York Mining
Disaster 1941 gave them their
first bite, and the Bee Gees rose
rapidly to status of teenybop
idols when million-selling follow-
up Massachussetts hit No. 1 in
U K. later same year, both singles
being written by brothers Gibb.

Above: Robin Gibb.

Melodic strength of Gibbs’ song-
writing (also the way Stigwood
astutely handled their career)
invited early comparisons with
Beatles and ensured impressive
run of hits over next two years in
UK. and U.S.: e.g. World, Words,
and the U.S. gold I Gotta Get A
Message To You. Vince Melou-
ney didn’t stay around long how-
ever, splitting to form own ill-
fated group.

Melouney's departure, though of
his own choosing, was an early
omen of sorts, because internal
disagreements always threatened
stability of the group. In 1969,
Robin Gibb decided he could do
without his brothers and struck
out for a solo career. After com-
mercially bright start with 1970-
released Robin’s Reign album,
and hit single Saved By The Bell,
he subsequently found it wasn'’t
that easy. For a while the Bee
Gees existed in a limbo: Maurice
attempted acting career, married
Scottish pop singer Lulu (who
later divorced him), appeared
frequently on his wife’s TV
specials; while Barry seemed
more intent on keeping himself
and his girl-friend in national
press than his avowed intent —

songwriting.
In late 1971, their differences
settled, the brothers re-united.

Maurice and Barry having dis-
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carded the services of Colin
Petersen, none too harmoniously,
the year before.

However, despite two 1971 U.S.
million-selling singles, Lonely
Days and How Can You Mend A
Broken Heart? the brothers Gibb
never quite managed to regain
the early impetus that at one time
looked set to carry them to vir-
tually Beatle-type status.

Since re-union, they have been
more successful outside native
country, though they made im-
pressive U.K. comeback (rising
high in U.S. lists too) with 1975
hit Jive Talkin’, produced by
Arif Mardin. In U.S., Nights On
Broadway followed it into charts,
as did the albums Mr. Natural
and Main Course, which also
yielded the U.S. hit, Fanny.

However, in one area alone the
Bee Gees are assured of status
(and lucrative royalties) for years
to come — songwriting. Their ex-
tensive catalogue of material has
attracted attention of some of the
major international music biz
stars; talents as diverse as Frank
Sinatra, Elvis Presley, Janis Joplin,
Nina Simone,
hundreds more.

Recordings:

Bee Gees First (Atco/Polydor)

Horizontal (Atco/Polydor)

Rare, Precious And Beautiful
(Atco/Polydor)

Idea (Atco/Polydor)

Rare, Precious And Beautiful
Vol. IT (Atco/Polydor)

Odessa (Atco/Polydor)

Cucumber Castle (Atco/
Polydor)

Sound Of Love (Atco/Polydor)

Trafalgar (Atco/Polydor)

To Whom It May Concern
(Atco/Polydor)

Life In A Tin Can (RSO)

Mr Natural (RSO)

Main Course (RSO)

Compilations:

B Of Bee Gees (Atco
éolyaors
Best e ol. IT
tco/Polydor)
Robin Gibb:
Robin’s Reign (Atco/Polydor)

Maggie Bell

Bomn Jan 12, 19485, in poor area of
Glasgow, Scotland. Quit school at
15 to work as window dresser by
day and singer by night, a path
that led eventually to now defunct
Stone The Crows (#).

On Crows break up 1973 Maggie
pursued solo career, recording
1974-released Queen Of The
Night album in New York with
famed Atlantic producer Jerry
Wexler and such eminent soul
sessionmen as Cornell Dupree
and Chuck Rainey. Despite sym-
pathetic press, critical acclaim
and numerous U.K. music paper
readers poll awards, however,
Maggie solo has so far failed to
shift tickets and albums any better
than did Stone The Crows. Title of

Right: the acceptable face of
the Chuck Berry legend-a ’70s
version of the famous duck-
walk. From Maybellene in 1955
through Sweet Little Sixteen,
Roll Over Beethoven, Johnny
B. Goode, Memphis Tennessee
and dozens more, Berry was
rock’s single most influential
figure. And all this from a man
who used to cut hair.

Dean Martin and

second solo album derives from
Maggie’s aunt Doris Droy, who
worked Scottish music halls under
name Suicide Sal.

Recordings:

Queen Of The Night (Atlantic/
Polydor)

Suicide Sal (Swan Song/Polydor)

Chuck Berry

One of the enduring legends of
rock 'n’ roll, and its single most
influential figure.

Born Charles Edward Berry in
St. Louis, Missouri, Oct 18, 1931,
he learned guitar while in teens,
though the halcyon calm of his
adolescent years was shattered
by a three-year spell in reform
school for attempted robbery.
Returned home in 1947 and work-
ed for time for General Motors,

before taking up career in hair-
dressing. Took increasing in-
terest in music, partly to supple-
ment his income and support a
wife and two children. In 1955 he
moved to Chicago, and his career
took off after he'd persuaded
Muddy Waters (#) to let him sit in
on a session. Waters was highly
impressed with his guitar tech-
nique and fluent style, so he
recommended Berry to Leonard
Chess, head of Chess Records,
who signed up many local black
acts.

Berry was offered a contract, and
recorded his first tracks, May-
bellene and Wee Wee Hours.
Though Berry himself preferred
the latter, the former was re-
leased as the A-side after it had
been co-credited to Alan Freed
(%), who possibly suggested modi-
fications to enhance its commer-
cial potential. With the radio

exposure Freed was able to




supply, the song was an imme-
diate U.S. Top 10 hit.

For the next four years, Berry
then went on to produce a stream
of utterly incomparable, arche-
typal rock 'n’ roll songs, among
which were Roll Over Beet-
hoven, Johnny B. Goode, Sweet
Little Sixteen and Brown-Eyed
Handsome Man. Some of his
most dexterous compositions,
such as Memphis Tennessee,
were not even issued as singles
during this period.

His sources were those of rock
'n’ roll itself — a blend of R&B and
C&W (he had listened to country
music on radio at home in St.
Louis), although he had also
acquired an appreciation of blues
(obviously, since he was working
in Chicago). In contrast to other
early rockers, he concentrated on
clarity of diction, so that his witty
and often acerbic lyrics could be
plainly heard - indeed, he was

responsible for introducing a
disciplined lyricism to early rock
music.

He also notched up appearances
in four films at this time — ‘‘Rock
Rock Rock”, *‘Mr. Rock And Roll”,
**Go Johnny Go”, and ‘‘Jazz On A
Summer’s Day” - the latter a film
of the 1959 Newport Jazz Festival,
where he sang Sweet Little Six-
teen and demonstrated his famous
duck-walk, which he had develop-
ed in 1956 and which virtually
completed the Berry charisma.
He was one of the few black per-
formers getting across to a largely
white teenage audience and his
popularity was enormous.

But Berry was something of a
"‘béte noire” in the eyes of the
U.S. music establishment, possibly
because more than anyone else
he made manifest the spirit of
youthful rebellion that was in-
herent in rock music, possibly
just because he was rich and suc-

T

cessful and black.

In 1959, like another prominent
entertainer before him - Charles
Chaplin - he was indicted for
offences under the Mann Act.
Unlike Chaplin, he was found
guilty after a trial lasting almost
two years and sentenced to two
years’ imprisonment. Though
Berry has never ceased to assert
his innocence, the episode shat-
tered his marriage and threatened
to shatter his career.

When he was released, the cli-
mate of rock had changed,
though arguably to Berry's ad-
vantage. When The Beatles and
the Rolling Stones had given back
to rock the strength and vitality it
had been lacking at the tum of
the decade, they had done so
partly by digging into Berry's
repertoire. Roll Over Beethoven
was one of the few early Beatle
million-sellers they didn’t write
themselves, and the Stones, who
to date have recorded more than
12 of his numbers, made Berry's
Come On their debut single. The
Beach Boys merely re-wrote
Sweet Little Sixteen as Surfin’
USA to score one of their earliest
hits.

The success of Memphis Ten-
nessee, issued in 1964, acted as
a harbinger of his release from
prison, and then the result of his
first studio sessions in almost five
years was another string of hits —
Nadine, No Particular Place To
Go, You Never Can Tell.

Though his chart success soon
waned, his popularity in live per-
formance was undiminished, and
he has worked unstintingly in this
area for the last decade, often
using a pick-up band in U.K. This
is one of the aspects that has con-
tinued to make him a controver-
sial personality; another is his
alleged bad temper, and a third is
the fact that in his recording
career he has shown no com-
punction about repeating the
same song many times over with
only minor adjustments. It's pos-
sible that his experience of U.S.
justice soured him; certainly he
seems to have emerged from

prison a harder, more shrewd g

businessman. i

In 1966 he signed a lucrative
contract with Mercury Records,
but by 1969 had returned to Chess,
and made Back Home and San
Francisco Dues, arguably his

finest-ever ‘‘albums’. He also
benefitted from the renewed
interest in rock 'n’ roll, and
worked in some of Richard

Nader'’s revival shows, as well as
being given a prominent part in
the film, ‘“Let The Good Times
Roll”.

A UK. appearance at the Lan-
chester Arts Festival in 1972 not
only gave him one-half of a
double album, London Sessions,
but also, strangely, his biggest-
ever chart success. The gently
ribald My Ding-A-Ling was his
first-ever No. 1 on both sides of
the Atlantic. Strangely, because

Left: Charles Edward “Chuck”’
Berry grants a rare (early)
smile at no charge—though he
may invoice us for it later!
Like most of the veteran rock
stars, Berry probably got
short-changed many times
over in his early years, which
may be one reason for his
notoriously jaundiced attitude
towards the business side of
rock.

the song had been in and out of
his stage show since he first
turned professional.

In 1974 he began to feature his
daughter, Ingrid Gibson, in his
stage shows - she contributes
vocals to Chuck Berry '75.

Berry is now a rich man, and can
afford to live in style and comfort.
Despite the occasionally shoddy
form that his hardened pro-
fessionalism takes, there is no
doubt that his contribution to the
history of rock music has been
unique; even in recent years, his
old songs have continued to
prove ready-made hit material —
as Elvis Presley showed with
Promised Land, and ELO with
Roll Over Beethoven. Golden
Decade, Vols. I and II form the
hard-core of his seminal work;
the other releases listed are those
since he rejoined the Chess label.

Recordings:

Golden Decade (Chess)

Golden Decade, Vol. II (Chess)

Golden Decade, Vol. III (Chess)

Back Home (Chess)

San Francisco Dues (Chess)

London Sessions (Chess)

Bio (Chess)

St. Louis To ’Frisco To
Memphis (Mercury/Philips)

Chuck Berry ’75 (Chess)

Golden Decade Vol Three.
Courtesy Chess/Phonogram.

Big Brother &
The Holding
Company

e® Janis Joplin

Big Star

Brainchild of Memphis-born boy
genius Alex Chilton who with U.S.
group The Box Tops (Chilton
vcls, gtr) had million-selling hits
with The Letter (1967) and Cry
Like A Baby (1968). First named
was later recorded by Joe Cocker.
Cutting four albums for Bell, last
in 1969, Box Tops were among
most successful exponents of so-

called ‘“blue-eyed soul” along
with Righteous Bros and Roy
Head.

Aged 17 at time of The Letter,
Chilton headed for New York
Greenwich Village folk circuit
when Box Tops split, returning to
Memphis 1971 to form Big Star
which on first album featured
Chris Bell (gtr, wvcls), Andy
Hummell (bs), Jody Stephenson
(drms). Bell had left by second
album, which like its predecessor
was critically lauded but com-
mercially a non-happener (there
was third album, never released,
copies of which are collectors’
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items in U.S.). Nevertheless, Big
Star accrued certain cult following
both in U.K. and U.S.

Chilton last heard of working
solo in Memphis.

Recordings:
Big Star 1 (Ardent/Stax)
Radio City (Ardent/—)

. . sems
Elvin Bishop «/ve
SONGS
Born in Tulsa, Oklahoma, Bishop
met Paul Butterfield at University
of Chicago in 1960 and developed
a very fruitful professional part-
nership with him. They formed the
nucleus of the Butterfield Blues
Band (®) in the first half of the ’60s,
Bishop playing lead guitar until
Mike Bloomfield arrived when he
switched to second guitar.

In 1968 Bishop left to form his
own band, though his records
(none of which were particularly
successful) were released under
his own name. Certainly, his
music evinced no radical depar-
ture from that of the Butterfield
Blues Band.

At the end of 1973, he was intro-
duced to Allman Bros manager
Phil Walden by Richard Betts, and
he signed for the former’s Capri-
cormn Records. His first album for
the label, Let It Flow, featured
guest appearances by Betts, Toy
Caldwell of the Marshall Tucker
Band, and Charlie Daniels. The
album showed that Bishop had
left behind the electric 12-bar
blues. He enjoyed commercial
success in 1976 with Struttin’ My
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Stuff, and the single taken from it.

Recordings:

Elvin Bishop (Fillmore)
ﬁm'rﬁ?)rej

ee
Rock My Soul (Epic)
Crabshaw Rising - The Best

Of Elvin Bishop (Epic)

et (Capricorn)

uke Joint Jumg (Capricorn)
Struttin’ My Stuff (Capricorn)

Black Oak
Arkansas -

Jim Dandy vocals

Stan ‘Goober’ Knight guitar,
vocals

Ricky Reynolds guitar, vocals

Pat Daugherty bass, vocals

Jimmy Henderson guitar

Tommy Aldridge drums

From the small community of
Black Oak in Arkansas, first came
together around 1964-65, choos-
ing name from roots (they were
previously Knowbody Else) when
they arrived in Los Angeles 1969.
Former school rebels led by the
ebullient, extrovert Dandy (real
name Jim Mangrum, b. Mar 30,
1948, Black Oak), established early
reputation on strength of dynamic
presentation though sometimes
suspect musical ability.

A prolific recording outfit, re-
leased first album 1970 but didn’t
really start to break in U.S. until
Raunch And Roll Live (1973) and
High On The Hog (1974).

First visited U.K. spring 1974 as

support on tour with Black Sab-
bath, making immediate impact.
Consistent box-office, large-
grossing concert attraction in U.S.
Black Oak, Raunch And Roll
Live and Keep The Faith albums
have since gone gold.

After Street Party set (1974),
original guitarist Harvey Jett re-
placed by Jimmy Henderson from
Jackson, Mississippi. Further re-
organisation in early '76 brought
in Ruby Starr (vcls) and four-girl
vocal unit Hot Buttered Soul to
augment for concerts.

Group live in own community in
Oakland, Arkansas, where they
have purchased parcels of land
and made considerable financial
donations to local causes.

Recordings:

k Oak Arkansas

(Atianflc, = -
Keep The Faith (Atlantic/—)
Y En Xngel (Atlantic/—)
%g\_tgmh-ﬂnumiﬁs (Atlantic)

1gh On The Hog (Atlantic)
Street parfy mtfamlc)
Ain’t Life Grand (Atlantic)
X-Rated (MCA)

Live Mutha (Atlantic)
Balls Of Fire (MCA)

eBlack Sabbath

Ozzie Osbourne vocals
Tony Iommi guitar
Geezer Butler bass
Bill Ward drums

In late 1969, a group from Bir-

Left: Steve Winwood, Rick
Grech, Ginger Baker, Eric
Clapton— briefly, Blind Faith.

mingham, U.K., who had estab-
lished a strong local reputation
changed name from Earth to
Black Sabbath and arrived on
national UK. rock scene on a
wave of mystical beliefs and asso-
ciations with occult, backed up by
huge barrage of sound. First
album hit UK. charts with very
little publicity — and, though band
met certain amount of critical
scorn, theirs was very much an
“underground” breakthrough by-
passing usual media channels.
International success followed
remarkably swiftly — in fact on
strength of second album, Para-
noid, the title track of which gave
band huge 1970 hit. Subsequent
albums achieved gold status and,
although Sabbath remained un-
fashionable among rock critics on
both sides of Atlantic, group
established itself as one of UK.’s
first and most successful heavy
metal exports.

After 1973 fifth album, Sabbath
Bloody Sabbath, however, band
ran up against acute managerial
hassles which forced cessation of
recording and performing until
Sabotage on new UK. label
towards end of 1975. Same time
made concert come-back with
first U.S. and later UK. tour.
Line-up unchanged since incep-
tion, though Gerald Woodruffe
augmented onr keyboards for
recent gigs.

Recordings:

Black S (Warner Bros/
Verngoj
W(Warner Bros/Vertigo)
aster Of Reality (Warner
Bros/Verigo)
Black Sabbath Volu s
T e

Sabb.
arner Bros

Artists)

i:ahotage (Warner Bros/NEMS)
ompilations:

We Sold Our Soul For Rock ’n’
Roll (Warner Bros/NEM}) HWAVE
el SONMGCS

s

orid-wide

5

We Sold Our Soul For Rock ’'n’
Roll. Courtesy NEMS Records.

Ritchie

Blackmore
Born Western - Super - Mare,
England, on April 14, 1945,

Blackmore was guitarist and a
founder-member of British heavy
rock outfit Deep Purple (§) up to
his departure from the band after
much speculation in June 1975.

Taking former Elf members
Ronnie Dio (vcls), Craig Gruber
(bs), Gary Driscoll (drms) and
Micky Lee Soule (kybds), Black-



more formed his own outfit,
Ritchie Blackmore’s Rainbow for a
debut album (1975) and extensive
U.S. tour. Thus far, relatively suc-
cessful in concert and record
areas.

Recordings:
Ritchie Blackmore’s Rainbow
(Polydor)

Rainbow Rising (Oyster)
Ronee Blakley

Born in Idaho and raised in the
U.S. North-West, Ronee Blakley
began studying piano at the age
of eight; she later entered Stan-
ford University and graduated in
music. She also has a degree
from the Juillard School of Music
in New York, and has composed a
film score and given a Moog
synthesiser recital at Carnegie
Hall.

Apart from being so musically
versatile, she was also writing
her own material, and in 1971
began playing clubs in the Los
Angeles area. She made one
album, Ronee Blakley, for Elek-
tra in 1972.

Having heard that album and
seen her perform, Richard Baskin
recommended her for the part of
the country star Barbara Jean in
Robert Altman’s critically-acclaim-
ed movie, “Nashville”. Her per-
formance, for which she gained
an Academy Award nomination,
was particularly commendable.
With this stimulus, she was able
to pick up her recording career
again, with an album for Warner
Bros in 1978, Welcome, entirely
self-composed, and recorded in
Muscle Shoals, with many of the
resident sessioneers participat-
ing and Jerry Wexler producing.
At the end of the year, she was
one of the stars of Bob Dylan’s
Rolling Thunder tour.

Despite the fact that she was
apparently riding a tidal wave of
success, Warner Bros were dis-
satisfied with Welcome and drop-
ped her from the label early in
1976; nevertheless, she is one of
the more promising performers to
emerge in the second half of the
'70s.

Recordings:
Ronee Blakley (Elektra)
Welcome (Warner Bros)

Bobby ‘Blue’
Bland

Born Robert Calvin Bland in Rose-
mark, Tennessee, Jan 27, 1930.
Formed own high school blues
band in early '40s, but by end of
decade had moved into R&B, as
part of group known as Beale
Streeters, which also included
Johnny Ace, Rosco Gordon and
B. B. King (#).

In mid-'50s, signed to Duke
Records and had first major hit
with Farther Up The Road, and
by 1960 was clearly established
as one of leading vocalists in his
field. Bland consolidated reputa-
tion in '60s with singles like I Pity
The Fool, Stormy Monday and
ARin’t That Loving You. He was
by now a distinctive vocal stylist,
and one of most highly paid con-
cert performers; his band in-
cluded his musical director Joe
Scott and the highly-touted guitar-

ist Wayne Bennett.

Like many of his contemporaries,
Bland’s career was in eclipse in
later ’60s, though he hung on in
there with irregular hits. In 1972
Duke Records was taken over by
ABC/Dunhill, and, after a lifetime
of selling records largely to the
black market, Bland was finally
pointed in the direction of the
white rock audience with His
California Album, produced by
Steve Barri.

The experiment was successful,
mainly because Bland was able to
demonstrate his total mastery of
almost any kind of material. His
California Album contained It's
Not The Spotlight, later recorded
by Rod Stewart (ever the Bland
devotee), and gave Bland a
couple of single hits, as did the
follow-up, the equally fine

Dreamer. Bland's career is buoy-
ant again, despite an off-target
Bobby Bland And B. B. King -
Live Together For The First
Time, which was weighed down
by too much mutual respect.

Dreamer. Courtesy
ABC Records.

Recordings:

Best Of Bobby Blue Bland
(Duke)

Best Of . . . Volume II (Duke)

Spotlighting The Man (Duke)

Touch Of The Blues (Duke)

His California Album (ABC)

Dreamer (ABC)

Live Together For The First
Time (with B. B. King) (ABC)

Get On Down With Bobby
Bland (ABC)

#Blind Faith

Steve Winwood keyboards,
guitar, vocals

Eric Clapton guitar, vocals

Ginger Baker drums

Rick Grech bass, violin, vocals

An early example of rock’s inci-
pient fragmentation, Blind Faith
was prototype ‘‘supergroup” — a
phenomenon brought into being
by a period in which public in-
terest centred upon individual
players instead of groups.

The fact that the musicians, pres-
sured by this interest into taking
unpremeditated steps to justify
their sudden eminence, were not
as confident in their own capacity
as were their devotees, is re-
flected in the rather pointed name
the four members of the first such
band chose for themselves.

For the formation of Blind Faith
1969, Clapton and Baker were
available from the disbanded
Cream (#) and Winwood from the
then temporarily defunct Traffic
(#). Grech was tempted mid-
tour from Family (9). They cut one
album, albeit a million-seller, too
fast, made debut in open-air

festival before 100,000 audience
at London’s Hyde Park June 1969,
played one traumatic U.S. tour
and broke up within months of
formation.

Blind Faith. Courtesy
Polydor Records.

In retrospect their one album
ironically shows the bare bones of
a very promising group, contain-
ing as it does a number of good
Winwood compositions and -the
Clapton classic Presence Of The
Lord.

Recording:
Blind Faith (Atco/Polydor)

¥Blodwyn Pig

Mick Abrahams guitar, vocals
Jack Lancaster flute, sax
Andy Pyle bass
Ron Berg drums ') Spv6
Original guitarist for Jethro Tull
(¥), Abrahams formed Pig on
leaving Tull 1968. Albums en-
joyed moderate sales to support
consistent gigging reputation.
When Abrahams left to form
Wombat and later Mick Abrahams
Band (latter recorded two albums,
A Musical Evening With Mick
Abrahams, and At Last), Peter
Banks joined for short spell until
Blodwyn (as they were then
known) split altogether in 1970.
There was attempted short-lived
re-formation of Blodwyn Pig early
1974 with originals Abrahams,
Lancaster and Pyle, plus original
Jethro drummer Clive Bunker, but
project slumped into oblivion
after a handful of gigs. In 1975
Abrahams turned out tuition album
for U.K.-based SRT label — Have
Fun Learning Guitar.

Recordings:
Ahead Rings.Qut.(A&M/Island)
Getting To This(A&M/lsland)

«Blood Sweat

And Tears

David Clayton-Thomas vocals
Bobby Colomby drums

Tony Klatka saxes, trombone
Larry Willis keyboards
George Wadenius guitar
Dave Bargeron trombone

Ron McClure bass

Bill Tillman saxes

Formed New York 1967 by Al
Kooper (), Steve Katz and Bobby
Colomby, BS&T was designed as
means to coerce rock into con-
ventional musical literacy by tech-
nical example — a move many
older critics felt long overdue and
maintained could best be con-
trived by a fusion with the politer
forms of jazz.

On Child Is Father To The Man,
their 1968 first album, the mixture
was still raw enough (partly the
influence of Kooper) to be accept-
able. But Blood Sweat And Tears,
their million-selling second re-
lease, recorded after Kooper had
departed to go super-sessioning,
gave the high-cultural game away
and rock audiences have never
really forgiven the group their
initial patronizing hollowness, a
situation not helped by the stam-
pede of AM stations and audiences
to take group to their hearts.
(From that second LP, You Made
Me So Very Happy, Spinning
Wheel, And When I Die were all
million-selling singles in quick
succession.)

BS&Ts later albums, though not
as pretentious as the second, have
been about equal blends of cold
technique and ersatz emotion,
this disintegratory trend reaching
a nadir with the more posturingly
meaningless performances of
vocalist David Clayton-Thomas.

Since third album, personnel
changes have occurred with per-
plexing frequency - in fact, only
Bobby Colomby now remains of
original line-up. London-born
Clayton-Thomas quit in 1972 to
pursue solo career (see below),
his place being taken by succes-
sion of vocalists — Bobby Doyle,
Jerry Fisher, Jerry LeCroix etc —
until he re-united with BS&T in
late '74 for New City.

By 1976 BS&T had travelled far
from original vision of Kooper,
Katz and Co., and have lost out
with rock audiences in process.
Though still a commercial via-
bility with older, cabaret-oriented
audiences, they remain a signi-
ficantly pointless cul-de-sac off
the very road of rock they set out
to re-surface.

Recordings:

e
(Columbia/CBS)
B](ood Sweat And Tears,
(Columbia )
{Columbia/CBS)

&T 4 (Columbia/CBS)
Eew Blood, (Columbia/CBS)
o sweat (Columbia/CBS)
Mirror Image (Columbia/CBS)

New City (Columbia/CBS)
Compilations:
atest Hits (Columbia/CBS)
ore Than Ever (Columbia/
CBS)
David Clayton-Thomas solo:
David Clayton-Thomas
(Columbia/CRBS)
Tequila Sunrise (Columbia/
CBS)
Harmony Junction (RCA)

Mike
Bloomfield

A monumentally bizarre figure,
whose vast potential has remained
irritatingly unfulfilled. Chicago-
born Bloomfield's astounding
guitar work with the original
Paul Butterfield Blues Band (%)
circa 1965-66 gained him a con-
siderable reputation which his
work on Bob Dylan’'s Highway 61
Revisited only served to enhance.
At that time he was thought of as
one of the great white blues
guitarists.

Leaving Butterfield in 1967,
Bloomfield formed the brilliant
but erratic and short-lived Elec-
tric Flag (#), which also included
Buddy Miles and Nick Gravenites.
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His next venture was Super
Session, an album of jams with
Steve Stills (#) and Al Kooper (¥),
cut in 1968. This collaboration
was an enormous success — as
was its successor, a live double-
album The Live Adventures Of
Mike Bloomfield And Al Kooper.
After that his activities tem-
porarily became vaguer and
vaguer. It's Not Killing Me, a
rather disappointing solo album
followed and, apart from occasion-
al jams with various old friends,
Bloomfield became more and
more reclusive. He and Grave-
nites collaborated on the sound-
track of ‘“‘Steelyard Blues”, which
was effective as a soundtrack if
not as an album release, and also
worked with Dr. John (% and
John Paul Hammond on the disas-
trously tedious Triumvirate. After
that he restricted himself to such
non-constructive activities as TV
commercials, but has since
stepped out from the shadows
again as a founder-member of
KGB (¥).

Recordings:
ion (Columbia/CBS)
e Live Adventures Of Mike
Bloomfield And Al Kooper
(Columbia/CBS)
It’s Not Killing Me (Columbia/
CBS)
Steelyard Blues (Original
Soundtrack) (Warner Bros/—)

David Blue

Born 1942, migrated to Green-
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wich Village as an actor in 1960
under real name David Cohen.
He was part of the circle that
included Bob Dylan, Tom Paxton,
Eric Andersen, et al. Partly as
result of these connections, he
he was selected to do three tracks
on Singer Songwriter Project,
with Patrick Sky, Richard Farina
and Bruce Murdoch, and sub-
sequently made David Blue,
again for Elektra.

In 1966 Blue got together with a
band called American Patrol,
although none of their recordings
together were ever released. Asa
result he joined Reprise Records,
and reverted temporarily to his
real name with Me, S. David
Cohen. With still no great com-
mercial success to his credit, he
changed his name back to Blue
and signed recording deal with
David Geffen’s Asylum records,
Geffen being a personal friend.
Since then his albums have ap-
peared at regular intervals, liber-
ally spiced with superstar names
like Bob Dylan and Joni Mitchell.

While no single album has ever
worked as well as it might, David
Blue, Me S. David Cohen, Nice
Baby And The Angel and Com’n
Back For More, the last named
released in '75, provide an accu-
rate indication of Blue's progress
through 12 years of recording.

Recordings:

Singer Songwriter Project
(Elektra)

David Blue (Elektra)

These 23 Days In September
(Reprise/—)

Me, S. David Cohen (Reprise/—)
Stories (Asylum)
Nice Baby And The Angel
(Asylum)
Com’n Back For More
(Asylum)

Blue Oyster
Cult

Eric Bloom vocals, guitar

Allen Lanier keyboards,
synthesiser

Albert Bouchard drums, vocals

Joe Bouchard bass, vocals

Donald (Buck Dharma) Roeser
guitar, vocals

Widely considered foremost ex-
tant U.S. exponent of heavy metal
rock. Made two unreleased al-
bums for Elektra label as Stalk
Forrest Group and Soft White
Underbelly before signing with
U.S. Columbia late 1971 as Blue
Opyster Cult. Released eponymous
first album same year, following
with Tyranny And Mutation in
1973 (though latter’s release was
delayed in U.XK.).

Received critical acclaim on
both sides of Atlantic, particu-
larly for 1974 third album, Secret
Treaties, which contained Patti
Smith-composed Career Of Evil,
and the live double set, On Your
Feet Or On Your Knees, the
following year.

A dynamically aggressive live
band, after several false starts
completed debut U.K. tour, 1975.

Above: Eric Bloom, BOC.

Agents Of Fortune (1976) fea-
tures Patti Smith ‘‘guest” vocals,
as well as two writing credits.

Recordings:
Blue Oyst Columbia/CBS)
M“ t

OIumpIa

(Columbia/CBS)
On 0

e » 1 B
@ﬁgmmcmmbm/
Blue Ridge

Rangers
® John Fogerty

Blues -
American

Blues was essentially the folk-
music of the Negroes who had
been transported from Africa to
work as slaves on the cotton
plantations in the southern states
of America — although blues as it
developed was not primarily
African in origin and owed at
least as much to European folk
ballad traditions. The music serv-
ed both to ameliorate the negro’s
lot (however briefly) and to
remind him of its nature. As a
standard musical form, blues can
probably be said to have evolved
by the end of the 19th century.
Slightly different forms were de-
veloped in different areas, and
each region had its champion —
Charley Patton in the Mississippi
Delta, Blind Lemon Jefferson in
Dallas. There was also Heddie
Leadbetter (Leadbelly), who was
acquainted with Jefferson in Dallas
at the beginning of the century.
Leadbelly was born in Moorings-
port, Louisiana, Jan 20, 1889, of
black and Cherokee Indian
stock; he helped develop a blues
form that was based on the work
songs and hollers of those, like
himself, doing hard labour in
state penitentiaries. Many of his
songs were adapted by the British
skiffle groups of ’'50s, but his
most famous composition was
Goodnight Irene, which sold
two million copies in 1950, just a
year after his death.

Meanwhile, Bessie Smith, from
Chattanooga, Tennessee, became
one of the first people to take

Left: On Your Feet Or On Your
Knees. Courtesy CBS Records.
A critically well-received
double live set, BOC have
since said they hated it.



blues into the concert hall and
also one of first to make extensive
recordings (for Columbia). She
often sang with jazz musicians,
although she was herself con-
sidered a classic blues singer; her
career nose-dived after the stock
market crash of 1929, and she
died after an automobile accident
in that year.

Things began to change, in fact,
with the depression. Thousands
of unemployed negroes migrated
north in search of work; they
settled in the great industrial
centres, particularly Chicago and
Detroit. It was Chicago that came
to dominate the Northern blues
scene, in the same way that
Memphis became the natural
centre for those who had stayed
in the south. A dichotomy began
to develop between delta blues
and urban blues because, with
the trek north, styles began to
change. Packed noisy clubs called
for louder, more brash music
than the traditional acoustic blues
style of the south, and many of the
more distinguished singers added
keyboards, percussion and bass
to form their own groups. The
softer style of '30s performers
like Big Bill Broonzy was gradually
outmoded.

Chicago’s own really unique
sound evolved with the arrival of
Muddy Waters and others in the
post-war years; in 1934 the young
Waters had heard Robert Johnson
in Clarksdale, Mississippi, and
the impression was a lasting one.
Johnson was one of the most in-
ventive blues singers and, though
he was murdered in 1938 at the
age of 24, was the single most im-
portant influence on the Chicago
blues of the ’50s and ’60s.

The rise of the Chess record
company (originally known as
Aristocrat) also assisted in spread-
ing the gospel of blues music.
Len and Phil Chess, Jewish immi-
grants from Poland, arrived in the
US. in 1928 and developed a
chain of night-clubs and bars in
the black sections of Chicago.
The Chess label itself was formed
in 1950, with talent scouts like lke
Turner and Sam Phillips in Mem-
phis, and soon afterwards black
musicians were flocking to Chica-
go; Sonny Boy Williamson II and

Howlin’ Wolf arrived, as well as'&,

Muddy Waters.

Howlin’ Wolf was born June 10,
1810 near Tupelo in Mississippi
delta, and was very influenced by
Charley Patton. He was originally
recorded in Memphis by Sam
Phillips for the Sun label, before
he signed to Chess, and then
moved to Chicago 1952. His real
nane was Chester Burnett; he was
a huge man with a brooding and
utterly distinctive style of singing,
who even had a minor hit with his
classic Smokestack Lightnin’.
After several visits to Britain, he
worked, like other blues singers,
with respectful rock musicians,
and in 1969 recorded the contro-
versial and cleverly titled This Is
Howlin' Wolf's New Album. He
Doesn’t Like It. He Didn’t Like
Electric Guitar At First Either,
and in 1971 he made London
Sessions for Rolling Stones Re-
cords, with the assistance of Eric
Clapton, Stevie Winwood, Charlie

Right: Muddy Waters, one of
the most influential of blues-
men. Bottom right: Willie
Dixon, who played in Muddy’s
band. Top: John Lee Hooker.

Watts and Bill Wyman. He died in

1976, by which time heavy rock
bands like Led Zeppelin had re-
cycled much of his material.

Muddy Waters was born
McKinley Morganfield in Rolling
Fork, Mississippi, April 4, 1915.
After moving to Chess, he made a
series of magnificent blues re-
cordings in the 'S0s, introducing
the world to songs such as
Hoochie Coochie Man and I
Just Wanna Make Love To You.
Then when he began to be
brought over to Britain, his inno-
vative use of amplification at first
riled the purists, but it did per-
suade people like Alexis Korner
and Cyril Davies to plug in, and
hence directly influenced the
Stones. Waters, too, aimed direct-
ly at the rock market in the later
’60s with Electric Mud and After
The Rain.

Before Waters' personal success
his band had proved the fount of
much talent - namely his half-
brother Otis Spann, who died in
1970, and harmonica player Little
Walter, who died in 1968. Per-
haps more important, though, was
his bass-player, Willie Dixon, who
wrote numerous blues standards
including You Shook Me and
Little Red Rooster. He acted as a
link-man between the artists and
the Chess label, arranging the
business side as well as playing
on most of the sessions. Further,
he recorded with people like
Chuck Berry and Bo Diddley, and
was probably the most important
individual link between the blues
and rock 'n’ roll.

John Lee Hooker was bomn in
Clarksdale, Mississippi in 1817,
and was based in Detroit in the
post-war years. A stylist whose
guitar playing is characterized by
constantly shifting rhythms, he
was a major influence on the
British R&B boom of early ’60s,
with songs like Boom Boom and
Dimples. (The former was suc-
cessfully covered by The Animals;
the latter became an unlikely hit
single for him). He too, inevitably,
went on to recording sessions
with rock artists, making Hooker
'n’ Heat with Canned Heat (9).

A drumneary by of e e e iy Bl Cliig

The Story Of The Blues, Vol
One. Courtesy CBS Records.

Sonny Terry and Brownie
McGhee, a harmonica and guitar
partnership, made a strong im-
pression on blues revivalism,
being themselves articulate com-
mentators on the genre. They re-
corded prolifically in the ’50s,
before they too directed them-
selves towards the white market,

issuing an album with rock

musicians on A&M in 1973.

In Kansas City, a more raucous
and extrovert blues style was
developed by artists like Joe
Turner, who became known as
blues shouters. This too played
an important formative part in
rock 'n’ roll as Bill Haley (to give
just one example) tended to base
his style and presentation on that
of the shouters.

Hence, the effect of the blues on
rock 'n’ roll is quite incalculable.
The Beatles, Rolling Stones and
Animals were all heavily in-
fluenced by these bluesmen and
their styles of music. Bob Dylan’s
debut album was composed al-
most entirely of old blues stan-
dards.

In the U.S. it wasn’t until success
of Paul Butterfield (#), who'd
learned his blues direct from
Chicago’s dive-bars where people
like Muddy Waters, Howlin’ Wolf,
Little Walter and Otis Rush were
still delivering their music, that
these performers came to be
appreciated for themselves. In
the wake of the '60s blues boom,
many achieved fame, though few
made fortunes, despite their
gladiatorial entry into the rock
arena. The truth is they were
living legends all, and by the
time the world became aware of
that, most were too old to play or
even to benefit in any material
form.

British audiences, on the other
hand, discovered the blues via
the works of groups such as
John Mayall's Bluesbreakers and




Fleetwood Mac (® British Blues).
On the whole, also, it was more
often the British performers who
opted to work directly with the
legendary American bluesmen.
The Story Of The Blues, Vols. I
& II (Columbia/CBS), compiled
by Paul Oliver to accoimpany his
book of the same title, is one of
the most thoroughly-researched
compilations of blues music,
illustrating its many forms.

Blues - British

The British Blues Boom, which
flowered from 1965-68, began as
extension of earlier R&B phase
(® British R&B) and finally petered
out, leaving nucleus of formidable
instrumentalists with  abiding
knowledge of blues form and the
technique to carry these ideas
forward in creating new types of
virtuoso rock 'n’ roll.

Dates given above indicate
“peaking” of interest in British
Blues; but several respected
“founding fathers” — John Mayall,
Alexis Korner, John Baldry and
Graham Bond - had run blues-
oriented outfits for years.

Genre ranged from bottleneck/
tambourine ‘‘delta” blues to all-
electric ‘‘city” blues based on
Chicago and Detroit downtown
guitar styles. Early Rolling Stones
material shows marked influence
of former style, but real boom
came when British guitansts like
Eric Clapton, Peter Green, ()
Fleetwood Mac), Stan Webb (#
Chicken Shack) and Alvin Lee
(® Ten Years After) emerged as
masters of ‘‘city” style already
used by legendary U.S. guitar
giants such as B. B. King, Buddy
Guy, Otis Rush, Albert King and
Freddy King.

Seminal British outfit during
Blues Boom was John Mayall's
Bluesbreakers. With Clapton, then
Green and later Mick Taylor (%
Rolling Stones) as guitar front-
men, Mayall’s reputation as boss-
man of U.K. blues scene held
throughout late '60s.

Other bands (Fleetwood Mac,
early Jethro Tull, TYA, Savoy
Brown, Chicken Shack) and the
occasional blues soloist (Duster
Bennett) spread the word — and
impressario/producer Mike Ver-
non founded a new label, Blue
Horizon, expressly to expose this
wealth of talent.

Boom'’s real legacy lies in later
development of new, instrumental
standards in British rock 'n’ roll
and a style based on instrumental
virtuosity and epic soloing later
to form platiorm for '70s U.K.
invasion of U.S. rock market.
Although loath to copy their
own national sources, American
guitarists assiduously learned the
style second hand; rock guitar
received its biggest boost in
technique for ten years and these
influences remain.

Blues Project

Al Kooper keyboards
Steve Katz guitar

Danny Kalb guitar

Andy Kulberg bass, flute
Roy Blumenfeld drums

bryonic stage. Possibly N.Y.'s
first real white blues band,
achieved semi-legendary status
working East Coast 1965-66, Al

Kooper (#) having played ses-
sions for Dylan, Steve Katz boast-
ing similar reputation via associa-
tions with New York folk scene
(Dave Van Ronk, Even Dozen
Jug Band etc).

Project landed residency at
Cafe Au Go Go in Greenwich
Village - see first album - and
word of mouth reputation spread
fast. By summer '66, band had
played three huge open-air con-
certs in Central Park. Albums of
time now collectors’ pieces in
States.

Original group disintegrated,
however, when Kooper and Katz
went off to form Blood Sweat &
Tears (§). A revival of Blues
Project was attempted in 1971 by
Kalb and Blumenfeld with afore-
mentioned Tommy Flanders, plus
Don Kretmar from Seatrain and
keyboards player David Cohen.
This band made Lazarus album,
which was produced by Shel
Talmy, same year. In 1972,
guitarist Bill Lussenden augment-
ed line-up for Blues Project
album on Capitol. Blues Project
split second time round shortly
after.

Re-united by Al Kooper early
1973 for one-off Central Park gig,
out of which came MCA album
listed below. In early 1976, Steve
Katz launched new band American
Flyer on United Artists.

Recordings:

Live At The Cafe Au Go Go
(Verve)

Blues Project/Projections
(Verve)

Blues Project At Town Hall
(Verve)

Lazarus (Capitol)

Blues Project (Capitol)

Reunion In Central Park (MCA)

Colin
Blunstone

Bormm June 24, 1945 and began
career at school in St. Albans,
UK. with group The Zombies (¥).
After demise of band, and dis-
enchanted with music business,
took office job in London suburbs
only once venturing out of self-
imposed exile to record a remake
of Zombies’ song She’s Not
There under pseudonym Neil
MacArthur, a minor U.K. hit 1968.
Returned to music full-time with
the 1971 solo album One Year,
from which came 1972 hit with the
Denny Laine song Say You Don’t
Mind. After second album same
year, went on road in U.K. with
band which included Pete Wing-
field (§) on keyboards. Slumped
into period of inactivity after
1974 Journey and is now with
Elton John’s Rocket Records.

Recordings:

One Year (Epic)
Ennismore (Epic)
Journey (Epic)

Marc Bolan
(& T. Rex)

Seminal New York City group,
first recorded with above line-up.
Artie Traum and Tommy Flanders
also involved with band in em-

36

Bom Mark Feld in Hackney, East

Right: My People Were Fair
And Had Sky In Their Hair . . .

London, 1948, Bolan was youthful
mod and budding male model
before attempt to break into
music scene at same time as other
struggling young songwriters,
David Bowie and Cat Stevens.
Changed name to Marc Bolan
when Decca released The Wizard
single in 1966 before becoming
member of John's Children, who
have claims to being first-ever
glam rock band. This outfit had
two minor British hits on Track
label, Desdemona and Go Go
Girl, the latter actually a backing
track for Bolan's later Mustang
Ford with vocals added after
he had left group. Around this
time, also cut recordings for
Track album, Beginning Of
Doves, although this was not re-
leased until 1974.

Tanx. Courtesy EMI.

Bolan subsequently attempted to
form five-piece electric group
which, legend has it, failed when
hire purchase company repos-
sessed their equipment. Out of
wreckage, surviving members
Bolan and percussionist Steve
Peregrine Took started gigging
as acoustic duo 1968 under name
Tyrannosaurus Rex.

First and second albums were
purely acoustic and featured
Bolan compositions heavy with
his own private mythologies. By
the third album, Prophets Seers
And Sages etc, in 1969, Bolan
had expanded instrumentation

and was writing some of his best
songs.
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But now they're content to wear stars on their brows

Steve Took quit soon after,
mainly through disenchantment
with inability to stamp his own
personality on duo’s work, and
he was replaced by Micky Finn,
who met Bolan in health-food
restaurant.

Finn made debut on 1970 Beard
Of Stars album, which was transi-
tional collection in that Bolan in-
troduced electric guitar on several
tracks. Up to this point Rex were
minority appeal outfit on fringes
of what British press termed at
time ‘‘progressive” boom, in
competition for audiences with far
more successful contemporaries
like of Ten Years After, Jethro
Tull and Fleetwood Mac.

Then, in late 1970, Bolan and
Finn, now operating under abbre-
viated name of T. Rex, had sur-
prise UK. No. 2 single with
Ride A White Swan — which was
issued simultaneously with T. Rex
album as their debut release on
now defunct Fly label.

Bolan’s audience changed dra-
matically within a period of
months. With addition of bassist
Steve Currie and later drummer
Bill Legend, consolidated new
position as fast-growing teeny-
bopper and chart attraction with
Hot Love, which topped U.K.
charts for six weeks in early 1971,
and Get It On which enjoyed
comparable success later same
year. (Latter is closest Bolan
ever got to breaking U.S. singles
charts, retitled as Bang A Gong.)

By this time, totally on strength
of Bolan’s charismatic person-
ality and penchant for cormer-
cial songs, T. Rex were drawing
from their increasingly younger
audiences the kind of hysteria
previously not seen since golden
days in U.K. of Stones, Beatles
and The Monkees.

In mid-1971 Electric Warrior
completed transition from gentle
folkiness of early Rex to full-
blown rock 'n’ roll attack. It was
an entertaining if flawed collec-
tion, and Fly pulled Jeepster
track off album to release as single.
It made U.K. No. 2 but Bolan, upset
at not being consulted, started his
own T. Rex label.




Right: From 1969 Steve Took
and Marc Bolan, the original
Tyrannosaurus Rex. Was Marc
really the skinny hippy ? Was
he just holding his stomach in?

Through 1972 Bolan was at peak
of his popularity. The Slider was
great commercial success, and
Telegram Sam, Metal Guru,
re-issued oldie Debora, Children
Of The Revolution and Solid
Gold Easy Action continued
stream of U.K. hits.

In 1973 Ringo Starr (#) turned
film-maker and directed movie
about the T. Rex phenomenon
‘“Born To Boogie", which, despite
the participation of Elton John,
satisfied only the faithful.

Critically however, his output
came in for increasing hammer-
ing, and Bolan himself was obvi-
ously decidedly frustrated by
total inability to open U.S. market
with same ease. Albums from
Tanx onwards failed to match
UK. sales of immediate prede-
cessors, and by 1973 T. Rex
fever started to abate as Bolan
fans began to switch loyalties to
U.S. bopper exports David Cas-
sidy and Osmonds.

In 1976, after spending year or
so in U.S. to avoid full weight of
tax laws at home, Bolan charisma
at low ebb - though the T. Rex
fans who remain tend to be as
strident in their support almost as
much as those of Elvis Presley and
were sufficient in number to
ensure at least a couple of sell-
outs on low-profile spring '76
comeback tour of U.K.

Having left wife June Child,
now lives with U.S. singer Gloria
Jones with whom he also works
on stage.

Over the years there has been
considerable repackaging of
Bolan/T. Rex material with first/
second and third/fourth Tyranno-
saurus Rex albums reissued as
double album couplings in 1972.

Recordings:

Marc Bolan:

Beginning Of Doves (—/Track)

Tyrannosaurus Rex:

My People Were Fair And Had
Sky In Their Hair But Now
They’re Content To Wear
Stars On Their Brows
(—/Regal Zonophone)

Prophets Seers And Sages, The
Angels Of The Ages (Blue
Thumb/Regal Zonophone)

Unicorn (Blue Thumb/Regal
Zonophone)

Beard Of Stars (Blue Thumb/
Regal Zonophone)

T. Rex:

T. Rex (Reprise/Fly)

Electric Warrior (Reprise/Fly)

The Slider (Reprise/T. Rex)

Tanx (Reprise/T. Rex)

Marc Bolan and T. Rex:

Zinc Alloy And The Hidden

Riders Of Tomorrow (Reprise/
T. Rex)

Zip Gun Boogie (Reprise/T. Rex)

Futuristic Dragon (Reprise/

T. Rex)

Compilations:

A Beginning (A&M/—)

Best Of T. Rex (—/Fly)

Light Of Love (Casablanca/—)

Tommy Bolin

Amernican guitar virtuoso and
prolific composer, originally from
Sioux City, lowa. Played with U.S.
groups Zephyr and Energy before

oo W A

Al

joining James Gang (#) in 1973 on
recommendation of group’s for-
mer axeman Joe Walsh (#9). Cut
two albums with James Gang,
supplying material for both, be-
fore quitting group summer 1974.
Set to work on solo album Teaser
which features Tubes drummer
Prairie Prince and keyboarder
Jan Hammer.

In summer 1975 joined U.K.
rock group Deep Purple (®) to fill
guitar spot left vacant by Ritchie
Blackmore. Release of Teaser in
winter 1975 coincided with Bolin’s
first Purple album Come Taste
The Band, for which he wrote or
co-wrote no less than seven of ten
tracks. Also featured heavily on
Billy Cobham (#) album, Spec-
trum.

Recordings:
Teaser (Nemperor/Atlantic)

Graham Bond

A ‘founding father’ of British R&B
(¥ boom of ’60s, Bond’s story is
one of the greatest tragedies of
UK. rock. Already an established
jazz saxophonist, having played
with Don Rendell Quintet, Bond
led succession of line-ups through
'60s which included at various
times many of instrumental super-
heroes of years to follow: Ginger
Baker, John McLaughlin, Jack
Bruce, Jon Hiseman, Dick Heck-

Right: Graham Bond, a
founding father of British R&B.
Obsessed with the occult in
later years, he died under the
wheels of a London train in
May 1974.

stall-Smith. In a sense Bond was
catalyst in formation of both
Cream (9) and Colosseum (¥).

His first band in 1963 formed out
of Alexis Kormer (#) Blues In-
corporated with McLaughlin,
Baker and Bruce (then on double
bass) stayed close to jazz and
blues roots. Later, when blues and
R&B scenes erupted on UK. gig

l"’i'

circuit, the Graham Bond Organi-
zation became known for playing
the most evil-sounding, dirty
R&B heard on home shores.
Technologically as well as music-
ally, Bond was an innovator: the
first British musician to use the
Hammond organ and Leslie speak-
er combination (in an R&B con-
text), the first to ‘‘split” the instru-
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ment for portability, the first to
build an electronic keyboard and
the first to use a Mellotron, which
can be heard on first two albums.

After break-up of last Organiza-
tion line-up circa 1969, Bond did
some solo recording and session
work and eventually turned up in
Ginger Baker’s muscle-bound
Rir Force (% Ginger Baker). He
went to the U.S. to record and do
session work, marrying singer
Diane Stewart on his return to
UK. Later the couple teamed up
with Pete Brown (9) to form Bond
And Brown and record Two
Heads Are Better Than One in
1972.

Bond and his wife shared an in-
terest in magick (sic) and together
subsequently formed and dis-
banded several groups, including
Holy Magick which recorded We
Put Our Magick On You (re-
leased 1974).

After the near-simultaneous col-
lapse of the band and his marriage,
Bond formed Magus with British
folk singer Carolanne Pegg. How-
ever, mainly for financial reasons,
the group disbanded around
Christmas 1973 without recording.

The following year found Bond
at his lowest ebb. His financial
affairs were in chaos, and the
demise of Magus had badly hurt
his pride. Throughout his career
he had been hampered by severe
bouts of drug addiction and, in
Jan ’73, had spent a month in hos-
pital with a nervous breakdown.

He seemed on course again in
early '74, however, until on May 8
of that year, in mysterious cir-
cumstances, Bond died under
wheels of train at Finsbury Park
Station, London. He was 37.
Friends agree that he was off
drugs, although he was becoming
increasingly possessed by his
interest in the occult (he believed
he was Aleister Crowley’s son).
The day before his death he had
phoned the ‘New Musical Ex-
press’ offices saying he was
“clean” and ‘‘looking forward to
getting back to work again’.

Along with John Mayall and
Alexis Korner, one of the great
catalytic figures of '60s rock in
UK. Arguably more gifted than
both, has claim to title ‘““Father of
British Blues”.

Recordings:

The Sound Of '65 (—,Columbia)

There’s A Bond Between Us
(—/Columbia)

Bond and Brown:

Two Heads Are Better Than

One (—/Chapter One)

Holy Magick:

We Put Our Magick On You
—/Philips)

Compilations:

This Is Graham Bond (—
Philips

Solid Bond (Warner Bros)

Bonzo Dog
(Doo Dah) Band

Viv Stanshall

Neil Innes ke
bass, v 1

Roger
e

Rodney Slater saxes

“Legs” Larry Smith percussion

ls, trumpet
ards, guitar,

cals
uskin Spear saxes,

College group formed London
1966 (flexible early line-up also
featured Vernon Dudley Bohay
Nowell and Sam Spoons) as out-
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crop of brief movement back
towards Temperance Seven/
Alberts-style very English mix-
ture of trad jazz and surrealism
inspired by contemporary com-
mercial success of New Vaude-
ville Band. Attracted small but
cult live following and cut two
flop singles for Parlophone before
moving to Liberty and expanding
into burgeoning album market.

First album, Gorilla, in 1967,
while reflecting the in-bred ec-
centricity of this genre, also
showed Bonzos to be gifted be-
yond all competition, Spear pro-
viding authenticity with his tho-
rough knowledge of '20s style,
Innes contributing distinctive com-
positional ability, and Stanshall
demonstrating genuine comic in-
spiration.

With second album (1968), group
broadened musical base to en-
compass rock parodies and step-
ped up direct satire that had ori-
ginally distinguished them, only
Mothers Of Invention operating in
this field at the time. In 1968 group
had UK. Top 10 hit I'm The
Urban Spaceman, written by
Innes and produced by Apollo C.
Vermouth, a bombastic pseudo-
nym for Paul McCartney.

Keynsham. Courtesy United
Artists Records.

The 1969 Tadpoles album was
temporary return to their point of
origin dictated by Spear who was
unhappy with new developments
and - after Keynsham in 1969
had confirmed direction of second
album - the band split up.

An attempt by Innes and Stan-
shall to revive group - Let’s
Make Up And Be Friendly (1972)
— only partially successful, but it
did provide link with personnel
of likewise disbanded outfits
operating in same territory (i.e.
Scaffold, Liverpool Scene) which
went on to result in Grimms
musical-satirical revue.

Viv Stanshall has since worked
solo — recording his own Men
Opening Umbrellas Ahead
album for Warner Bros in 1974 —
with little success; Larry Smith
appeared with Elton John and
Eric Clapton on '74 U.S. tours;
Ruskin Spear appears occasionally
with his Kinetic Wardrobe; Rod-
ney Slater became local govern-
ment officer; Neil lnnes since
associated with former Monty
Python personnel, notably Eric
Idle’s BBC-TV ‘‘Rutland Weekend
Television” programme.

Recordings:

Bonzo Dog Band: Gorilla
(Impernial/Sunset)

The Doughnut In Granny’s
Greenhouse (Imperial/Sunset)

Tadpoles (Imperial/Sunset)

Right: The Bonzos. Vintage
rock lunacy.

Keynsham (Imperial/Liberty)

Let’s Make Up And Be Friendly
(United Artists)

Compilations:

History Of The Bonzos (United
Artists)

Booker T. &
The M.G.s

Booker T. Jones keyboards
Steve Cropper guitar

Al Jackson drums

Don “Duck’” Dunn bass

Stax Records’ house rhythm sec-
tion, who almost inadvertently
formed themselves into perma-
nent group after one-off single
release, Green Onions, had be-
come a worldwide hit. Booker T.
& The M.Gs (M.G. stood for
Memphis Group) existed only as
an occasional ensemble, though
they regularly made records of
their own, as well as intermittent
live appearances.

Best-known line-up of the group
was Booker T. Jones (keyboards),
Steve Cropper (guitar), Al Jack-
son (drums) and Don ‘Duck’ Dunn
(bass), though Dunn had replaced
original member Lewis Steinberg.

Jones, born Memphis, Nov 12,
1944, had been raised in middle-
class area of the ghetto, while
Cropper had had an entirely dif-
ferent rural upbringing. Jones
and Jackson were black, Cropper
and Dunn white; a truly integrated
group. Despite success of Green
Onions, Booker T. completed his
studies at Indiana University until
1966.

Their own records notwithstand-
ing, the band became best-
known for their clean, tasteful
work as session musicians in
Memphis, working behind all
major Stax label artists — Rufus
and Carla Thomas, Otis Redding
and Wilson Pickett. Their music,
and that of Willie Mitchell (#) came
to represent the renowned Mem-
phis sound in its quintessential
form — a tight, disciplined, spare
sound which had a profound in-
fluence on the development of
soul and rock music.

Right: Bowie 1976, return of
the thin white duke.

Despite continuing to produce
hit singles and albums into the
late ’60s, the group began to
phase out personal appearances,
concentrating on studio work,
until they disbanded in the early
'70s. Jones married Rita Coolidge’s
sister, Priscilla, and embarked on
a joint recording career with her.
He also had other projects to sort
out — for example, he produced
Just As I Am for Bill Withers.

In 1975 Al Jackson was murdered
by an intruder at his Memphis
home (% Steve Cropper).

Recordings:

Green Onions (Stax/Atlantic)
Uptight (Stax)

Soul Limbo (Stax)
McLemore Avenue (Stax)
Booker T. Set (Stax)

Meltin’ Pot (Stax)
Compilations:

The Best Of . . . (Stax/Atlantic)
Greatest Hits (Stax)

Booker T. & Priscilla:
Booker T. & Priscilla (A&M)
Home Grown (A&M)
Evergreen (Epic)

Bootlegs

Illicit recordings: Bob Dylan -
The Great White Wonder being
the album that in 1969 first brought
bootlegs to public notice. It wasn’t
by any means the first however.
For years, jazz fans had been
transferring recordings of artists
like Charlie Parker and obscure
blues records on to limited edi-
tion albums. Most modern boot-
legs are either recorded direct
from concerts or are fourth-
generation copy tapes. An illegal
practice which infringes law of
copyright, bootlegs continue to
appear (virtually every major
rock artist is in this unofficial

‘“catalogue’”) despite increasing
government pressures in U.S. and
UK. It is estimated that the Great
White Wonder double set has
sold in excess of 350,000 copies
world-wide, thus qualifying for
gold record status.







David Bowie

Bom David Jones, South London, 1947. As youth, nearly lost sight of
left eye in fight; surgery left him with paralysed pupil. After Bromley
High School worked as commercial artist for London ad agency,
playing saxophone in local semi-pro groups around 1963 before form-
ing own outfit David Jones And The Lower Third which recorded one
obscure and long-since deleted album. Changed surname due to
clash with David Jones of then popular Monkees.

Spent period working with troupe led by mime artist Lindsay Kemp,
often cited by Bowie as strong influence in later introduction of theatrical
techniques to rock presentation.

Contracted to Pye label as solo artist in 1966, he made two unsuccessful
singles before moving to Decca following year. His pop material for
Decca was first gathered together on the 1967-released The World Of
David Bowie - of which two versions exist — although a more complete
collection, Images 1966-67, later appeared as double set on London
label in 1973.

His early semi-hits as pop singer, including Love You Till Tuesday,
Rubber Band, and The Laughing Gnome (an embarrassing novelty
item re-issued by Decca and a U.K. Top Ten hit in 1973) show theatrical
bias and heavy debt to phrasing of British singer/actor Anthony Newley,
both of which survived in Bowie's work up to Ziggy Stardust period.

By 1967-68 and arrival in UK. of “‘flower power” as musical force (sic),
Bowie had realised that radical change of approach was necessary,
this gaining its first, rather premature airing on the 1969 released
Space Oddity LP (originally titted Man Of Words Man Of Music). An
undisciplined album, it nevertheless possessed a freshness and
individuality that would later bear fruit.

Title track from this collection saw Bowie break through into U.K.
Top Five (in fact, Space Oddity single was re-issued 1975 in U.K. and
topped charts) — though Bowie chose not to attempt to follow through
and instead ‘‘retired” to run Arts Lab in Beckenham, South London.

His U.K. record company of time, not unnaturally, prevailed upon him
to return to studio, and eventually Bowie succumbed to cut the power-
ful, doom-laden The Man Who Sold The World album (1970) which
many critics count among his finest works.

(Space Oddity and Man Who Sold The World were initially released
in U.K. on Philips and Mercury labels but were purchased and re-issued
by RCA when Bowie signed new record deal. Both have since become
gold albums.)

His taste for rock returned, Bowie began to play occasional dates first
as soloist with acoustic guitar and later with as-yet unnamed Spiders
From Mars - Mick Ronson (gtr), Trevor Bolder (bs), and Woody
Woodmansey (drms). (At this point Bowie was also beginning to
indulge taste for outrageous clothing — hand-out shots of time show
him posing in ankle-length dress with model wife Angie and their
child Zowie.)

Hunky Dory, the 1971 album that resulted from this initial foray,
drew widespread critical plaudits, the public not being long in catching
up with Bowie in the shape of the 1972-recorded Ziggy Stardust And
The Spiders From Mars, his blueprint for stardom. On its release, and
turning-point London charity gig previewing Spiders’ stunningly-
theatrical stage presentation, Bowie shot to eminence in blaze of pub-
licity and acclaim.

Album became million-seller, also providing first post-Space Oddity
U.K. singles success with Starman (1972). From that point on, Bowie
consistently in albums and singles charts, first breaking through in
U.S. when RCA released Space Oddity as 1973 single.

Shortly before this, Bowie started diversifying interests, producing
Transformer album for Lou Reed and composing and producing first
Mott The Hoople hit All The Young Dudes.

In late 1972 undertook extensive U.S. tour with Spiders, the experience
of which he used to provide material for May 1973 album Aladdin
Sane. Released to perhaps unsurpassed wave of public interest, this
was somewhat disappointing in comparison to previous work though
it did produce semi-classic singles Jean Genie and Drive-In Saturday,
the former purportedly about Iggy Pop.

Two months later Bowie recorded Pin Ups, (released Oct '73) com-
prising reworkings of the artist’s favourite oldies from '64-67 U.K. pop
scene he had experienced first-hand, but this again received only
muted critical approval, and in July 1973 on stage at Hammersmith
Odeon, London, during last date of 60-concert U.K. tour, Bowie stunned
rock business by announcing his ‘‘retirement” from the road. He
never worked with Spiders again.

With RCA and American manager Tony DeFries determined, however,
to gain maximum mileage out of their star, singles taken at random
from various Bowie albums continued to appear on both sides of the
Atlantic with increasing frequency.

Shortly after his ‘‘retirement’”’, Bowie filmed his now-famous NBC-TV
“Midnight Special” show, a lavish production entitled *“The 1980 Floor
Show”, at London Marquee Club and left by boat for the U.S. (he has a
fear of planes and refuses to fly anywhere) where he has based his
centre of operations ever since.

“The 1980 Floor Show" later formed basis of May 1974 conceptual
album Diamond Dogs, the theme of which Bowie expanded into visual
form during summer ‘‘come-back’ tour of U.S. Extravagant in presenta-
tion, this show featured American guitarist Earl Slick in Mick Ronson’s
old role, and was recorded during performance at Philadelphia’s
Tower Theatre for the 1974 million-selling double album David Live.

It was during this tour that Bowie first displayed signs of a gradual
shift away from the rock of earlier work towards R&B and soul terri-
tories, an area he has continued to explore in all subsequent recordings.

When tour ended, rock press speculation grew about the artist's
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DAVID BOWIE
ZIGGY STARDUST

The Rise And Fall Of Ziggy Stardust. Courtesy RCA Records.
Bowie as Ziggy poses in Heddon St., off London’s Regent St.

health and increasing dissatisfaction with DeFries’ handling of his
business affairs (indeed, in U.K. at this time, despite return of Space
Oddity to singles charts, mainstream opinion was that Bowie was in
decline).

Bowie eventually divested himself of DeFries but only after pro-
tracted legal hassles conducted by Californian lawyer Michael Lippman,
who eventually became the artist’s new business adviser until, in early
1976, he in turm was none-too-politely shown the door.

The early 1975 Young Americans album went far, however, to
dispel fears of artistic decline. Recorded largely at Sigma Studios in
Philadelphia with assistance from local musicians, this displayed
Bowie’s leaning towards soul orientation in full flood. Brilliant title
track returned him to U.S. and U.K. singles charts, as did follow up
Fame (co-written by John Lennon) from same album. Despite con-
siderable U.S. sales before, surprisingly the million-selling Fame
was Bowie's first American singles No. 1 (it also established him in
U.S. disco market).

Through 1975 Bowie was also heavily involved in filming of Nicholas
Roeg-directed ‘“The Man Who Fell To Earth” movie — the artist’s acting
debut — which went on release Spring 1976. Shortly before, his Station
To Station album confirmed soul orientation and supplied UK. and
U.S. hit single Golden Years. The movie and new album together indi-
cate renaissance of interest in one of the most important single figures
to emerge so far in '70s rock.

Also in Spring 1976, after lengthy U.S. tour, Bowie returned to U.K. for
first time since 1973 ‘‘retirement” for series of major gigs at London
Wembley Empire Pool.

Recordings:
The World Of David Bowie Aladdin Sane (RCA)
(London/Deram) Pin Ups (RCA)

Space Oddity (RCA)

The Man Who Sold The World
(RCA)

Hunky Dory (RCA)

The Rise And Fall Of Ziggy
Stardust And The Spiders
From Mars (RCA)

Diamond Dogs (RCA)
David Live (RCA)
Young Americans (RCA)
Station To Station (RCA)
Compilations:

Images 1966-67 (London)
Changesonebowie (RCA)

Hunky Dory. Courtesy
RCA Records.

Aladdin Sane. Courtesy
RCA Records.




The Box Tops
® Big Star

Joe Boyd

Born 1942 in Massachusetts, Boyd
has something of the reputation of
a thaumaturge in that he's nor-
mally to be found doing the right
thing at the right time, and doing
it very well.

From 1961 he ran a folk club in
Boston, and was energetic on the
scene there and in Greenwich
Village; at one time both he and
Bob Dylan were columnists for
the magazine ‘““Hootananny”’. After
coming to Europe several times
as co-ordinator of blues package
tours, Boyd accepted a post as
UK. representative of Elektra
Records, and produced, amongst
other things, the four Eric Clapton
tracks on the What's Shakin’
compilation.

Then, as musical director of the
UFO club in London’s Tottenham
Court Road, he became a leading
light of the emerging London
underground, and as such was
involved with the embryonic
Pink Floyd (#) — he produced their
debut single, Arnold Layne.

Again for Elektra he produced
the early, highly-considered al-
bums for the Incredible String
Band (W), and went into manage-
ment with his Witchseason com-
pany. He was thus running the
careers of the ISB, Fairport
Convention (# and Nick Drake
(¥), and was such a moving spirit
with that new wave of folk bands
that he has some claim to being
the inventor of folk/rock. He also
managed and produced the Chris
MacGregor Band, a free-form
experimental jazz band.

In 1970 Boyd produced 12 albums
(including Fotheringay, Fair-
port’s Full House, the ISB's I
Looked Up, Nick Drake’s Bryter
Later, John and Beverley Mar-
tyn’s The Road To Ruin and
Nico’s Desertshore) and de-
cided he’d had enough — or rather

Right: David Gates. He was in
a high-school band with Leon
Russell and worked with
Chuck Berry and Elvis Presley
before forming Bread.

too much — and accepted a lucra-
tive position with Warner Bros
supervising their film scores. He
worked on the soundtracks of “A
Clockwork Orange’, ‘“Deliver-
ance” and ‘‘Summer Of '42".

He left Warner Bros so that he
could devote his time to setting
up the “Jimi Hendrix"” movie —
which was his brain-child - and
then moved back into record
production with three delightful
albums for Maria Muldaur, a
rather self-consciously worthy
one from her ex-husband Geoff,
and the marvellous debut album
of Kate and Anna McGarrigle (9).
Ever-versatile, he also co-pro-
duced Toots and the Maytals’
Reggae Got Soul in 1976.

Bonnie
Bramlett
® Delaney & Bonnie

Bread

David Gates vocals, guitar,
keyboards, Moog

James Griffin vocals, guitar

Larry Knechtel keyboards

Mike Botts drums

Like others before them, Bread
started out as a soft-rock studio-
bound band who discovered that
the reaction to their records was
so good they had to equip them-
selves for concert appearances.
David Gates had once organised
a high-school band of which Leon
Russell (#) was a member. He also
worked in a local back-up band
supporting Chuck Berry, Carl
Perkins, Johnny Burnette and
others, in the Tulsa area. After
completing high school, he moved
to Hollywood to work as a session
man and arranger; his several
duties included arrangements for

an Elvis Presley film, producing
Pat Boone, and supporting Merle
Haggard, Glen Campbell and
Duane Eddy. He began to work
with Griffin and singer/guitarist
Robb Royer in a group called
Pleasure Faire. Griffin had pre-
viously produced for Burnette and
The Crickets and, under the
pseudonym Arthur James, written
For Al We Know - from the
movie “Lovers And Other Strang-
ers” — which in 1969 had won the
Oscar for the best film song.

In 1969 the three of them began
calling themselves Bread and
signed with Elektra Records;
their first album, Bread (which
featured Jim Gordon on drums)
revealed them as sensitive song-
writers performing own material
in a harmonic, soft-rock style
which rapidly became their trade-
mark.

Make It With You from On The
Waters won a gold disc in the
U.S. and a silver in U.K. Also at
this period the accumulating offers
of concert appearances led to the
addition of drummer Botts to
make them a viable stage act.

Manna contained the million-
selling and widely-covered If;
shortly  afterwards  Knechtel,
whose most historic contribution
to popular music had previously
been to play piano on Simon &
Garfunkel’s Bridge Over Troubl-
ed Water, replaced Robb Royer
in line-up. Knechtel's first sessions
with Bread resulted in Baby, I'm
A-Want You, another gold single,
a feat the album it was taken from
quickly emulated.

With their ability to produce
commercial singles of across-the-

Left: Pin Ups. Courtesy

RCA Records. Bowie’s
collection of '60s hits, released
1973. That’'s Twiggy posing
with him on the cover.

board appeal, the group seemed
set for a long run until the shock
announcement of their disband-
ment in 1973.

Griffin has since made one solo
album in 1974; for Gates’ sub-
sequent career, % David Gates.

Recordings:

Bread (Elektra)

On The Waters (Elektra
Manna (Elektra)

Baby, I'm A-Want You (Elekira
Guitar Man (Elektra)
Compilations:

Best Of Bread (Elekira

Best Of Bread, Vol. II (Elektra

Brewer &
Shipley

Mike Brewer, born Oklahoma
City 1944, and Tom Shipley, bormn
Mineral Ridge, Ohio, 1942, first
met in mid-'60s while doing
rounds of folk clubs as soloists.

They linked up in 1968 to write
and record as a duo. Based at
first in Hollywood where they cut
Down In L.A. inadvertently for
A&M - they had only intended the
songs as demo tapes; they signed
with Kama Sutra Records and re-
corded Weeds in San Francisco
with the considerable assistance
of producer Nick Gravenites,
violinist Richard Green, guitarist
Mike Bloomfield, pianist Nicky
Hopkins, and pedal steel-player
Red Rhodes.

After thus coming into public eye,
Tarkio made breakthrough
especially the single from it, One
Toke Over The Line. Albums
have since been released in the
folksy open-road style which re-
flects their life-style (the pair dis-
liked the West Coast and rapidly
retired to live with their families
on small backwoods farms in
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Missouri); however they never
quite fulfilled the promise they
showed at beginning of '70s, and
now seem hardly distinguishable
from all the other folk-rock duos.

First album released in U.K. with
title Brewer And Shipley.

Recordings:

Down In L.A. (A&M)

Weeds (Kama Sutra)

Tarkio (Kama Sutra)

Shake Off The Demon
Sutra)

Rural Space (Kama Sutra)

Brewer & Shipley (Capitol —)

Welcome To Riddle Ridge
(Capitol)

Kama

Brinsley
Schwarz

Brinsley Schwarz guitar, vocals
Nick Lowe bass, vocals

Billy Rankin drums

Bob Andrews keyboards

Ian Gomm guitar

Formed 1970 out of remnants of
struggling UK. pop group Kip-
pington Lodge, Brinsley Schwarz
became infamous as subject of
one of most outrageous hypes in
rock when planeload of UK.
journalists were jetted across

Atlantic to witness this, then com-
pletely unknown, band’s debut as
support act, at New York’s Fill-
more East. Resulting barracking
in press almost destroyed band
before they were even months old.

Brinsleys slunk away into hiber-
nation, but stayed together and
returned to music scene with
ironically-titted Despite It All
album later same year. From this,
they set about valiant attempt to
live down ill-fated beginnings,
achieving same by taking totally
reverse route to early hype and
concentrating with as low a pro-
file as possible on U.K. club/pub
circuit.

In doing so, against all odds,
accrued small but ardent follow-
ing and unwittingly blazed a trail
for many of mid-'70s so-called
London pub-rock bands (Dr.
Feelgood, Kilburn & The High
Roads etc).

After second album, lan Gomm
joined on second guitar, round-
ing out Brinsleys sound. However,
band were never able to fully
capture on record dance-band
feel and warmth of live gigs,
although Silver Pistol, recorded
at their Middlesex home, and
Nervous On The Road (both
1972), cut at Welsh Rockfield
studios, came close.

Band broke up February 197S.
Nick Lowe now working in col-
laboration with Dave Edmunds ($);
Andrews, Schwarz playing with
Graham Parker And The Rumour
(produced by Lowe).

Recordings:

Brinsley Schwarz (United
Artists)

Despite It All (United Artists)

Silver Pistol (United Artists)

Nervous On The Road (United
Artists)

Please Don’t Ever Change And
Eight Others (United Artists)

The New Favourites (United
Artists

Compilations:

Original Golden Greats (United

-
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British R&B

Although commercialization of
British rhythm and blues move-
ment occurred after that of
Merseyside, its growth began
earlier, in the mid-'80s, when
Cyril Davies (# and Alexis
Korner (¥) opened London Blues
and Barrelhouse Club for Thurs-
day night sessions at Roundhouse
pub in Soho.

Two years later, in 1957, jaz.
bandleader Chris Barber made
first of series of tours with visiting
American bluesmen such as Bill
Broonzy and Muddy Waters. By
1960 Barber had introduced R&B
set in his own band's repertoire,
featuring Oitilie Patterson as
singer, backed by Korner on guitar
and Davies on harmonica. These
short spots became so popular
that Korner and Davies decided
to form R&B band of their own.

Thus Blues Incorporated was
born, their first-night line-up — at
Ealing Rhythm & Blues Club,
London, March 1962 - including
Davies (harmonica, vcls), Korner
(gtr), Charlie Watts (drms) and
Art Wood (vcls), the latter being
elder brother of Faces, later
Stones, guitarist Ron.

Wood, in fact, soon left to form
own band Artwoods, and other
changes followed. By midsuramer,
band consisted of Davies, Korner,
tenorist Dick Heckstall-Smith,
pianist Johnny Parker, bassist Jack
Bruce (# and drummer Ginger
Baker (W).

John Baldry (#) alternated vocals
with Davies, and regular visitors
to the Ealing club, like Mick
Jagger, Brian Jones and Paul
Jones (% Manfred Mann) would sit
in with band.

By then, in addition to weekly
appearances at Ealing, Blues Inc.
had been given residency at
London Marquee Club.

Near the Marquee, meanwhile,
another former jazz club - the
Flamingo — was developing its
own brand of R&B. Under in-
fluence of predominantly black
audience, Georgie Fame (®) was
playing mixture of American and
West Indian styles which ranged
from James Brown through Mose
Allison to Ska (an earlier form of
reggae).

By end of 1962, four styles of
British R&B had been established.
Cyril Davies had left Blues Inc. to
lead own band (which included
Baldry as singer and Nicky
Hopkins on piano) in an attempt
to recreate sound and style of
Muddy Waters; Korner had re-
placed him with Graham Bond (#)
on alto, giving Blues Inc. a jazzier
sound than before; the Rolling
Stones had been formed by
Jagger, Jones, Keith Richard, lan
Stewart and Dick Taylor to play
the rocking, guitar-led R&B of
Chuck Berry and Bo Diddley; and
Georgie Fame And The Blue
Flames had created own style
unique to Flamingo.

Almost without exception, bands
that sprang up later directly
followed one of these four styles.
Popularity of R&B grew, replac-
ing trad jazz in clubs and ulti-
mately making charts. In stroke of

Right: James Brown (see
opposite page), one of the early
publicity pics. Fatter and
older, Soul Brother Number
One remains irrepressible.

tragic irony, Cyril Davies died
January 1964 in same week Stones
reached Top Ten for first time
with I Wanna Be Your Man.

In fact, few of instigators of
British R&B enjoyed success of
those who learned from them.
Barber was branded as a jazzer;
Korner had to resort to pop with
CCS aggregation to achieve any
kind of success; Baldry led three
fine R&B outfits — Hoochie Coochie
Men, Steampacket and Bluesology
— but left little recorded evidence
of his talent in genre.

Of the original Stones, lan Stewart
was kicked out when Andrew
Loog Oldham took over manage-
ment of band because he didn’t
look the part, and Dick Taylor
formed Pretty Things (#) only for
them to be put down as ersatz
Stones.

Although the Liverpool bands
received larger share of inter-
national attention, R&B was even-
tually shown to be a stronger
foundation for subsequent de-
velopment of British rock.

For while The Authentics,
Cheynes, Downliners Sect, Ronnie
Jones and the Night-timers, Zoot
Money’'s Big Roll Band, Para-

mounts (later Procol Harum),
Roosters (with Eric Clapton),
T-Bones and Chris Farlowe’s

Thunderbirds may have been
forgotten along with clubs such as
Crawdaddy, Eel Pie Island, Klooks
Kleek and the Scene, there is
hardly a British musician over 25 —
from Clapton to John McLaughlin,
Jimmy Page to Steve Winwood,
Jeff Beck to John Renbourn, Albert
Lee to Gary Brooker, Pete
Townshend to Keith Emerson -
who didn't start careers playing
Mojo or Smokestack Lightnin’
or Route 66 or another of classics
of British R&B.

into mid-'60s Greenwich Village
coffee house folk scene. Before
deciding to record as soloist in
1970, played as sideman for likes
of Bob Dylan, Ringo Starr, Rev.
Gary Davis and Chubby Checker
— in all, Bromberg reckons he's
appeared on some 75 albums by
other artists.

Midnight On The Water.
Courtesy CBS Records.

Talented and eclectic — his music
incorporates elements of folk,
country, jazz and blues — works
with variable back-up bands and
has recorded four albums for U.S.
Columbia, the 1975 Midnight On
The Water set being particularly
well-received by critics.

Recordings:

David Bromberg (Columbia/
CBS)

Demon In Disguise (Columbia/
CBS)

Wanted Dead Or Alive
(Columbia/CBS)

Midnight On The Water
(Columbia/CBS)

Elkie Brooks

David
Bromberg

Born Philadelphia, Sept 1945,
guitarist/singer. Raised in New
York where, after studying for
career as musicologist at Colum-
bia University, he became drawn

Sister of '60s Liverpool Boom pop
singer Billy ]J. Kramer (Do You
Wanna Know A Secret? etc).
Similarly Lancashire-born, involv-
ed in music business from age of
15 when she went to London to
sing with ‘Palais-type” dance
band. After multitude of different
gigs, various labels, and some
ten years’ experience as struggl-




ing pop singer, fronted 12-piece
UK. jazz-rock outfit Dada which
metamorphosed into Vinegar Joe
(®). It was when V. Joe split in
late 1973 that Ms Brooks em-
barked on new solo career with
A&M, the 1975-released album
below being first fruits of that
partnership.

Recording:
Rich Man’s Woman (A&M)

Arthur Brown

A product ot the U.K!s psychedelic
summer of 1967 — when he began
working at London's UFO club
with original Crazy World Of
Arthur Brown group, which in-
cluded keyboardist Vincent Crane
- later of Atomic Rooster ($) —
and drummer Drachen Theaker.
Born Whitby, Yorkshire June 1944
and an ex-Reading University

philosophy student, Brown was a
pioneer of theatre of shock-rock —
appearing on stage with bizarre
facial make-up and metal helmet
which would be set on fire during
finale of act.

In 1968 smashed into U.K. singles
charts with Crane-composed Fire.
Success was repeated in U.S.
charts, but subsequent Crazy
World tour there was near-
disaster. Earlier audiences began
to drift away, and Brown failed to
capitalise on success of Fire.
Before Crazy World eventually
split, Carl Palmer (®Emerson
Lake And Palmer) had spell in
drum seat.

Brown re-emerged after lengthy
lay-off in 1970 fronting the simi-
larly theatrical but none too
successful Kingdom Come, from
whom he split in late '73 after
band had produced three albums,
Galactic Zoo Dossier, Kingdom
Come, and The Journey.

Ever the eccentric, Brown took
himself off on mid-Eastern trek
which culminated with him play-
ing guitar for Israeli troops, before
returning to U.K. and six-month
course in meditation. In 1975
signed to British Gull Records.
Had small role in “‘“Tommy’’ movie.

Recordings:

The Crazy World Of Arthur
Brown (Track)

Galactic Zoo Dossier (—
Polydor)

Kingdom Come (— Polydor

The Journey (Passport
Polydor)

Dance (Gull)

James Brown

Born May 3, 1928 at Pulaski,
Tennessee (though Brown has
often disputed both his birth-date
and -place) and raised in Augusta,
Georgia, where he still lives,
Brown rose from an early life of
extreme povery to become a most
potent symbol of successful black
America. He began recording in
1948 and, before signing for King
in 1955, made several records of
the Dbasic, contagious dance
rhythms for which he later be-
came renowned. His first record
for King, Please Please Please
(as usual, recording with his
backing group, the Famous
Flames) established him as a
name in the black R&B market.
Over next decade, he issued a
string of top-selling records, all
of which utilized the same tech-
niques. What made him so popu-
lar to a black audience was his
intense, emotional involvement
with each song; the passionate
intensity of his delivery was
quite unmatched, and this was
accompanied by a stage show of
total overkill, using a succession
of dramatic effects. Brown went
coast-to-coast, breaking box office
records all over America. He
became Soul Brother Number
One, and even before Muhammed
Ali, Brown was the personifica-
tion of the spiritual liberation of
black America. Rich and success-
ful, he did it by taking care of
business himself.

Nevertheless, Brown, supreme
in the black market, wanted to
extend his audience, and he did
it without compromise. Disgruntl-
ed with King’s lack of success in
obtaining media promotion for
him, he ignored his contract and
made an album and single for
Smash Records. Out Of Sight
(1964) demonstrated the Brown
technique par excellence, and it
did indeed help widen his
audience, but King subsequently
re-claimed him. However the
breach had now been made, and
King now got him radio exposure,
turning numbers like It's A
Man’s Man’s Man’s World into
million-sellers. Although this song
empnloyed strings, it was never-
theless delivered in Brown's
frenzied and distinctive gospel-

Left: Arthur Brown, The Man
Who Crazed The World. He
set himself on fire in 1968, and
further pioneered the Theatre
Of The Absurd with the
neglected, anarchic Kingdom
Come. A former student of
philosophy, Brown was ever
outrageous. Notice how one
trouser leg doesn’t match the
other.

styled singing.

Say It Loud, I'm Black And I'm
Proud was one of the first affirma-
tive statements of the new black
American consciousness, though
Brown eschewed politics. He was
personally thanked by the U.S.
President for his part in calming
down racial tensions during the
riots of late '60s, by putting on a
marathon television show to help
keep people off the streets.

He has possibly been the most
influential of all soul artists. Cer-
tainly, he is the one who made
least concessions himself. His
music has always been ideal
dance music, and his use of jazz
influences and Afro-rhythms help-
ed pave the way for the prevalent
street-funk music of the mid-'70s -
something at which his new back-
ing group, Fred Wesley and the
J.B.s, who provide a complex
rhythmic accompaniment, have
particularly excelled.

In recent years he has tended to
become a parody of himself. His
records and stage act have a
somewhat dated ambience. His
bands are liveried retainers,
totally regimented in style and
movement; but while his own per-
formance necessarily lacks some-
thing of the former athleticism (he
is, after all, getting old) his per-
sona still retains the chutzpah of
earlier days, and he continues to
add outrageous appellations like
campaign medals. He has lately
been referring to himself as the
Minister of New New Super Heavy
Funk. He is irrepressible.

Since his recorded output is
prodigious — and he adds to it
weekly (or so it sometimes seems),
the discography lists only recent
albums.

Recordings:

Revolution Of The Mind
(Polydor)

Get On The Good Foot
(Polydor)

Soul Brother Number One
(Polydor)

Slaughter’s Big Rip-Off
(Soundtrack) (Polydor

The Payback (Polydor)

It’s Hell (Polydo

Reality (Polydor)

Sex Machine Today (Polydor

Everybody’s Doin’ The Hustle
And Dead On The Double
Bump (Polydor)

Compilations:

Soul Classics, Vols. I-III
(Polydor

Pete Brown

Born London, 1940, and a veteran
of British Underground, Brown
helped promote cause of poetry
and jazz in early '60s. reading and
playing with occasional groups
that included musicians like Dick
Heckstall-Smith and Graham Bond,
with whom he ldter formed Bond
And Brown partnership for 1972
album Two Heads Are Better
Than One ($ Graham Bond).

Of interest to rock buffs pri-
marily due to songwriting part-
nership with Jack Bruce (W)
Brown wrote lyrics for Bruce
compositions which provided
Cream (®) with some of their
finest material - e.g. White
Room, Tales Of Brave Ulysses,
Sunshine Of Your Love. Also
worked iIn same capacity on
Bruce solo albums.

Has also fronted own rock bands,
The Battered Ornaments, which
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included Chris Spedding (®), and
Piblokto. Both recorded for Har-
vest label in UK.

Jackson
Browne

Emerging out of Los Angeles
music scene, went to New York
as a 17-year-old where he played
back-up guitar for Nico (®) at the
Electric Circus; three Browne
songs were later featured on
Nico’'s debut album, Chelsea
Girl.

Browne’s talents are quite for-
midable and, excepting Joni
Mitchell (#), he is certainly the
most literate of singer/songwriters
to emerge so far; but news of his
talents was initially disseminated
by colleagues as he was both too
self-effacing and too suspicious of
the business to promote his own
affairs.

In the early days, the Nitty Gritty
Dirt Band (®) recorded several of
his songs, and Tom Rush (#) re-
corded These Days and Jamaica
Say You Will. It was through
people like Rush that Browne's
name came to be known. In-
evitably he found himself in
David Geffen’s L.A. stable of
Asylum boy wonders. Though he
recorded one album in demo
form, it wasn’t until 1972 (the
same year he played some gigs in
UK. with Joni Mitchell) that
Jackson Browne was released;
it contained much material that
had already been recorded by
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other artists.

He has worked closely with The
Eagles (#), and For Everyman
features a song co-written with
Glenn Frey, Take It Easy, which
had opened The Eagles’ debut
album; he also wrote, wholly or
in part, Nightingale, Doolin-
Dalton and James Dean for The
Eagles. Basically, Browne had no
need to further his own career as
so many other people were doing
it for him. For Everyman, in 1973
consolidated his fast-growing re-
putation, and Late For The Sky
(1974) cemented it. He tends to
work slowly and painstakingly,
and hence his output is small;

Above: Jackson Browne.

but his songs continue to be re-
corded by a wide range of artists
— Doctor My Eyes (the Jackson
5), Jamaica Say You Will (Joe
Cocker), Song For Adam (Kiki
Dee), Fountain Of Sorrow (Joan
Baez), being just a few examples.

Again excepting Ms. Mitchell, he
is most lyrically refined of new
breed of singer/songwriters, and
like her, tends to eschew the
everyday superficialities of the
rock-biz.

His brother, Severin Browne,
has recorded one album, Love
Songs, for Mowest.

Recordings:

Jackson Browne (Asylum)
For Everyman (Asylum)
Late For The Sky (Asylum)

Jack Bruce

Scottish bass virtuoso and singer
songwriter. Born John Simon
Asher Bruce in Bishopbriggs,
Lanarkshire, May 14, 1943. Early
musical exposures were to Scot-
tish folk, jazz and Bach, all of
which influences are evident on
later recordings. At 17, won
scholarship to Royal Scottish
Academy of Music.

First gained attention playing
R&B on double bass in Graham
Bond Organization, subsequently
appearing in John Mayall’s Blues-
breakers and Manfred Mann
before founding Cream with
Ginger Baker and Eric Clapton
(®#Bond, Mayall, Manfred Mann,
Cream).

After Cream break-up 1969,
Bruce was the odd-man-out in
formation of Blind Faith (#). In-
stead recorded much praised
1969 solo album Songs For A
Tailor, followed by less-known

Left: Late For The Sky.
Courtesy Asylum Records/
WEA. Browne’s concept for the
cover photo was executed after
the style of Magritte.

1970 Things We Like project
with John McLaughlin, Dick Heck-
stall-Smith and Jon Hiseman.
During this time, also played
with Tony Williams Lifetime and
formed group with American
jazzers Larry Coryell, Mike Man-
del, and former Jimi Hendrix
drummer Mitch Mitchell to pre-
sent live the material from Har-
mony Row (1971), his second
solo album.

Diversifying even further, col-
laborated with Paul Haines and
Carla Bley on acclaimed jazz-
rock album Escalator Over The
Hill, and subsequently returned
to rock to join sub-Cream trio
West Bruce And Laing (#) 1972-73.
In November 1974 released third
solo album Out Of The Storm,
after which he formed short-
lived group featuring ex-Stone
Mick Taylor on guitar and pre-
viously-mentioned Carla Bley on
keyboards. This band fell to
pieces after handful of gigs when
Taylor and Bley walked out.
Erratic nature of later work may
have dampened reputation as
musician which was at peak dur-
ing Cream, but Bruce remains
one of prime bass stylists in rock.

Recordings:

Songs For A Taylor (Atco/
Polydor)

Harmony Row (Atco/Polydor)

Out Of The Storm (RSO)

With John McLaughlin, Dick

Heckstall-Smith, Jon Hiseman:

Things We Like (Atco/Polydor)

Compilations:

Best Of (RSO)

Roy Buchanan

Virtuoso American guitarist, born
Arkansas. Son of a preacher,
raised in Californian farm com-
munity where travelling revival-
ists and their gospel music led
him into abiding interest in blues.
Backed rock legend Dale Hawkins
(Suzie Q) for three years, during
which time he struck up friend-
ship with Robbie Robertson later
of The Band (#). Of Buchanan,
Robertson has said: ‘“He was the
first great rock guitarist I ever
heard . . . wonderful, just won-
derful.”

From 1959, when he married,
Buchanan worked out of Washing-
ton D.C. recording with likes of
Freddy Cannon and for ace pro-
ducers/writers Lieber and Stoller
(®. In his time claims to have em-
ployed his battered Telecaster in
more than 100 different bands in
clubs the length and breadth of
the U.S. Solo albums date from
1972.

Recordings:

Roy Buchanan (Polydor)

Second Album (Polydor)

That’s What I Am Here For
(Polydor)

Rescue Me (Polydor)

Live Stock (Polydor)

A Street Called Straight
(Atlantic)

Lord Buckley

Born Richard M. Buckley in
Stockton, California in 1905, he




began working night-clubs in
Chicago during the depression.
He adopted the language and
mores of the urban streets, and in
particular familiarised himself
with the hip argot of the black
jazz musicians. He used all this to
develop an act of great origin-
ality, in which he employed un-
orthodox language to describe
visions and allegories which
would usually have been con-
sidered in an orthodox fashion —
Jesus, for example, was referred
to as ‘‘the Nazz".

A truly hip aristocrat, Buckley
collapsed and died in New York
in 1960, since when many lesser
talents have earned a living just
by repeating his patter whole-
sale. Most contemporary song-
writers who aspire to humour
owe at least something to him,

from Bob Dylan, who loved
Buckley's records, to Tom
Waits (#).

Tim Buckley

Born Feb 14, 1947 in Washington
and bred in New York. Moved to
California when he was 10, played
with several country bands during
his adolescence, and also de-
veloped an act with Jim Fielder
(later a member of Blood, Sweat
And Tears) for clubs in Los
Angeles.

Buckley attracted attention as a
solo performer and was signed
by Frank Zappa’s manager Herb
Cohen, who was impressed by his
striking voice, with its incredible
range, and also his material.
Cohen arranged Buckley a deal
with Elektra Records. Tim Buck-
ley was released in October 1966,
when he was 19. It had been
recorded in three days.

He was young, talented and ver-
satile, ever the man most likely to.
Even at the beginning, when he
was essentially a folk-oriented
performer, his music took in a
wide variety of styles and Lilian
Roxon, in **Rock Encyclopedia”,
wrote “There is no name yet for
the places he and his voice go.”

George Harrison thought highly
of him and recommended him to
Brian Epstein, who saw him in
April '67, when Buckley was
energetically playing clubs in
New York; he stayed there to
record his second album. Good-
bye And Hello is generally con-
sidered to be his finest creative
work. To a certain extent, it pro-
vided Buckley with his break-
through as he came to the atten-
tion of a wide audience, both in
the U.S. and UK.

At this juncture, however, Buck-
ley was probably too talented for
his own good, too eager to ex-
plore different musical forms. He'd
hardly established an audience
for himself before he’'d left it far
behind. Nevertheless, his next
albums, Happy/Sad and Lorca
(recorded in 1969 and 1970) are
highly effective in their jazz-
tinged introspective melancholy.

Buckley moved to Cohen's own
company, Straight Records, and
experimented further. Starsailor
is notable for being a strange and
unique voyage into the realms of
avant-garde jazz.

Unfortunately this approach dis-
affected most of Buckley's audi-
ence. It was two years before his
next album; he lived reclusively,
devoting time to his family and
working on a film script. He also

acted in productions of Edward
Albee’s ''Zoo Story” and Jean-
Paul Sartre’s '"No Exit".

After his lay-off, his music be-
came more conventional. Greet-
ings From L.A. and Sefronia are
both little more than exercises in
commercial music-making and
Look At The Fool was off-
target altogether.

\ \ NS
Goodbye And Hello. Courtesy
Elektra Records/WEA.

Sadly it was to be his last album.
He died June 29, 1975, of an over-
dose of heroin and morphine,
leaving behind a mass of unful-
filled promises, but several al-
bums that will appreciate and be
appreciated with time.

Recordings:

Tim Buckley (Elektra)
Goodhye And Hello (Elektra)
Happy/Sad (Elektra)

Lorca (Elektra)

Blue Afternoon (Straight)
Starsailor (Straight)

Greetings From L.A. (Straight)
Sefronia (Discreet)

Look At The Fool (Discreet)

Budgie

Burke Shelley bass, vocals
Tony Bourge guitar, vocals
Steve Williams drums

Formed Cardiff, Wales, by Shelley
in 1968, later joined by fellow
Welshman Bourge and original
drummer Ray Phillips. Released
first album 1971. A somewhat
pedestrian heavy-riffing outfit,
Budgie had achieved little beyond
small but solid UK. gig circuit
following until In For The Kill,
fourth album (1974), gained cer-
tain measure of success in U.K.
Ray Phillips had quit before re-
lease of that set, replaced by Pete
Boot who in turn was replaced
late in 1974 by current drummer,
Welshman Steve Williams. Fifth
album (1975) recorded at Welsh
Rockfield Studios. Later same year
signed to A&M.

Recordings:

Budgie (MCA)

Squawk (MCA)

Never Turn Your Back On A
Friend (MCA)

In For The Kill (MCA)

Bandolier (MCA)

If I Was Brittania I'd Waive
The Rules (A&M)

Buffalo
Springfield

Neil Young vocals, guitar
Steve Stills vocals, guitar
Richie Furay vocals, guitar
Dewey Martin vocals, drums
Bruce Palmer bass

Seminal West Coast outfit, formed
early 1966 with above line-up —
initial inspiration stemmmed from
Stills (%) who had previously been
in New York-based vocal group
The Au Go Go Singers with
Richie Furay. When that band
split, Stills made his way to Los

Angeles, eventually phoning
Furay to join him in formation of
new group.

Stills had first met Neil Young (#),
then solo folk singer, during
travels in Canada. Legend has it
that while Stills and Furay were
stuck in L.A. traffic jam they
spotted hearse with Ontario num-
ber plates and had flash that it
might be Young. It was.

True or no, Young was at time in
company of bass-playing country-
man Bruce Palmer. Dewey Martin
brought number up to five and, in
March 1966, Buffalo Springfield
was born.

Thus constituted, they released
Buffalo Springfield debut album
in following year — re-issued by
Atco/Atlantic and retitled The
Beginning in 1973. Featuring all
originals by Stills and Young, it
was remarkable debut and set
pattern for Springfield sound -
highly melodic, poignant songs
using up to four vocal parts against
acoustic backing. Still's For What
It’s Worth was U.S. hit.

Buffalo Springfield Again, re-
leased 1968, saw a number of per-
sonnel changes. After playing on
half album, Bruce Palmer was de-
ported during sessions and two
musicians Jim Fielder (bs), later
of Blood Sweat & Tears, and Doug
Hastings (gtr), later of Rhinoceros,
came in for short stays until Jim
Messina (bs, vcls) established him-
self as Palmer’s replacement.
(Palmer subsequently cut solo
album, as did Dewey Martin.)

By this time, however, band was
beginning to tear itself apart,
largely it is said due to embittered
personal squabbles between Stills
and Young. Towards end of 1968
Springfield broke up, their third
album, Last Time Around, being
released posthumously the follow-
ing year.

Young returned to solo work;
Stills joined Dave Crosby and
Graham Nash in CS&N ($ Crosby
Stills Nash & Young); Messina and
Furay formed Poco (¥); Dewey
Martin made short-lived attempt
to keep Springfield name alive
with three new members, then
turned to sessionwork.

Real commercial success eluded
band during their short lifespan,
and the near-legendary status
Springfield enjoyed in later years
came only after CSN&Y achieved
supergroup status. As a result of
this posthumous interest, Spring-
field material has been re-issued
and re-packaged a number of
times on both sides of the Atlantic
(Neil Young’s 1973 retrospective
double-album Journey Through
The Past contained a couple of
Springfield selections).

Recordings:

Buffalo Springfield (Atco/
Atlantic)

Buffalo Springfield Again
(Atco/Atlantic)

Last Time Around (Atco,
Atlantic)

Compilations:

Retrospective (Atco/Atlantic)

Expecting To Fly (Atco/Atlantic)

Buffalo Springfield (Atco

Atlantic)

Jimmy Buffett

Born in 1948, Buffett grew up in
Mobile, Alabama, and after drop-
ping out from college went to
New Orleans before settling in
Nashville with ambitions to be-
come a country singer.

He was shortly offered a con-
tract by Andy Williams' Barnaby
Records. He cut one album, Down
To Earth, which wasn’t particu-
larly successful, and severed his
associations with the company
when they misplaced the master
tape of his second album.

In any case Buffett's talent was
hardly the sort that could be
straight-jacketed by Nashville's
orthodox music establishment. He
moved to Key West, Florida,
where he has resided ever since.
After signing with ABC-Dunhill,
he recorded his second debut
album, ironically again in Nash-
ville, though this time with greater
artistic freedom. Released in 1973,
A White Sports Coat And A Pink
Crustacean helped to establish
him, and it was a reputation he
was able to enhance with his
next album, Living And Dying
In 3/4 Time, which received good

reviews, and contained the
moderately - successful single,
Come Monday.

Buffett's subsequent releases

have confirmed his talent without
increasing the size of his audience.
He is an original and talented
tunesmith, able to handle any-
thing from schlocky ballads to a
facsimile of Lord Buckley’'s God’s
Own Drunk. His lyrics are wry,
and his songs bear titles like My
Head Hurts, My Feet Stink And
I Don’t Love Jesus. He used to
performn alone, but in 1975 put
together a backing group, the
Coral Reefer Band with a line-up
of: Roger Bartlett (gtr); Greg
“Fingers’ Taylor (hmnca, pno);
Harry Dailey (bs); Phillip Fajardo
(drms).

Recordings:

Down To Earth (Barnaby/—)

A White Sports Coat And A
Pink Crustacean (ABC-
Dunhill)

Living And Dying In 3/4 Time
(ABC-Dunhill)

AlA (ABC)

Havana Daydreamin’ (ABC)

Eric Burdon

Born May 11, 1941, in Walker-on-
Tyne, England, Burdon grew up
in Newcastle and went to art
school there. He first heard black
R&B records from a merchant
seaman who lived in the flat
below his, and decided that he
too had to sing like that; he was
to succeed better than most of
his contemporaries in this ambi-
tion.

As vocalist with the highly suc-
cessful Animals ($) he soon dis-
tinguished himself by his power-
ful delivery and manic stage act.
He also established a reputation
as a hard-drinking, hard-talking
Geordie, often speaking out
against racism.

When the original Animals split
in 1966, Burdon formed a new
group, Eric Burdon And The
Animals, with Danny McCulloch
(gtr), Barry Jenkins (drms), Vic
Briggs (kybds), John Weider (bs).
With this line-up Burdon moved
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Right: Early Byrds circa ’65.
But haven’t we seen that pose
before? With The Beatles?
Uhmm. L tor (clockwise): Gene
Clark, Hillman, McGuinn,
Crosby, Mike Clarke.

away from R&B and into more
straightforward rock. He experi-
mented with acid rock and in the
psychedelic summer of '67 began
a complete change of image and
style. Gone was the tough boozer
— instead a new gentle Eric issued
declarations of love for all. His
records became increasingly pre-
occupied with direct social com-
ment and personal confessions of
faith. Good Times encapsulated
this new attitude — “Instead of just
drinking/l should have been
thinking”. By now he was con-
centrating his activities in the U.S.,
where he was by now more suc-
cessful. San Franciscan Nights
and Sky Pilot were both Top 10
singles there.

The albums released in this
period — Winds Of Change, The
Twain Shall Meet and Every
One Of Us - all made more im-
pact in the U.S. (the latter was not
even issued in the U.K.). At the
end of 1968, Burdon put out Love
Is (a double album in the U.S, a
single in Britain) which he said
would be his last record.

He then disappeared on the
West Coast for a couple of years,
amid rumours of a broken mar-
riage and drug problems. In 1970
he resurfaced with War (®), a
black progressive band. Though
Burdon’s message songs still
dominated the material, it was
musically a great improvement,
and the debut album of the part-
nership — Eric Burdon Declares
War - produced a No. 1 U.S.
single, Spill The Wine. Never-
theless, there was only one other
album, Black Man’s Burdon,
before the two factions separated
and War went on to bigger things.

In 1971 Burdon fulfilled a per-
sonal ambition by working with a
long-time Blues hero of his,
Jimmy Witherspoon, when the
two collaborated on the album,
Guilty — though it was evident
the vocalists had too much respect
for each other.

ti'_‘.'“ -
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Above: Eric as boozer.

Burdon broke cover again in
1973 when he played three dates
in the UK. and some gigs in the
U.S. with a three-piece hard-
rock outfit — Aaron Butler (gtr),
Randy Rice (bs), Alvin Taylor
(drms). Burdon was looking and
behaving as he had in the middle
’60s, an image the album Sun
Secrets consolidated, for it in-
cluded new versions of old
Animals’ songs. Unfortunately it
hardly provided him with a bona-
fide come-back. The '70s have
been a lean period for him, and
in 1975 Stop showed that. Never-
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theless, though sales of his
albums in the U.S. have dropped
off, he still has a loyal following
there.

Recordings:
With Eric Burdon And The
Animals:
Exic Is Here (MGM/—)
Winds Of Change (MGM)
The Twain Shall Meet (MGM)
Every One Of Us (MCM/—)
Love Is (MGM)
Compilations:
Best Of Eric Burdon And The
Animals, Vol. II (MGM/—)
Eric Burdon: Star Portrait
(MGM, —)
Mad Man Eric Burdon
(MGM, —)
With War:
Eric Burdon Declares War
(Polydor)
Black Man’s Burdon (Liberty)
With Jimmy Witherspoon:
Guilty (United Artists)
With The Eric Burdon Band:
Sun Secrets (Capitol)
Stop (Capitol)

Burning Spear
®» Reggae

Suzie Q. Subsequently developed
own style and, despite the pro-
digious amount of licks he put
down, avoided becoming stereo-
typed by being continuously in-
ventive. In 1958 he had moved to
Hollywood - and most of his re-
cording was consequently done
on the West Coast — and joined
Ricky Nelson’s band with whom
he remained into the '60s.

Moved on to work with the new
breed of country stars, including
Gram Parsons and Mike Nesmith,
and also, like a close colleague
Glen D. Hardin, was recruited to
Elvis Presley’s permanent stage
band. By 1971 his name was suffi-
ciently magnetic for him to be per-
suaded into making a solo album,
The Guitar Sounds Of James
Burton - but it was hardly dis-
tinguished, and he has not cared
to repeat the experience.

He continued to work regularly
in country-rock circles, and in
1975 he and Hardin came together
to form the backbone of The Hot
Band, backing band for Emmylou
Harris (#) in live concert and on
record.

Recordings:
The Guitar Sounds Of James
Burton (A&M)

James Burton

Paul Butterfield

One of bona-fide guitar heroes,
Burton first appeared on record in
18957 when, at the age of 16, he
played solo on Dale Hawkins’

Central figure in U.S. white blues
scene of the 1960s. Butterfield
(b. Dec 17, 1942) grew up on the
streets of Chicago, playing along-

side and learning from the black
artists of Chicago’s South side
clubs — men like Muddy Waters,
Little Walter, Buddy Guy and
Junior Wells, perfecting his craft
before forming his own band, the
nucleus of which was himself
(vcls, harmonica) and Elvin Bishop
(gtr), with Jerome Arnold (bs)
and Sam Lay (drms).

[TALL COMES BACK PABL BUTTERFIELD'S BETTER BAYS

It All Comes Back. Courtesy
Bearsville Records|WEA.

The band gained a huge local
following in Chicago, before
signing with the Elektra label, and
producing Butterfield Blues
Band, with the line-up by now
extended to include Mike Bloom-
field (lead gtr) and Mark Naftalin
(kybds); Billy Davenport had re-
placed Lay on drums. It was this
line-up which caused furore at the
1965 Newport Folk Festival —
partly through their own per-
formance, which offended the
purists (they were the first elec-
tric band to play the festival) but



which went down a storm, and
partly through their role in back-
ing Bob Dylan’s first electric per-
formance.

In 1966 Butterfield Blues Band
contributed four tracks to an
Elektra collection, What's Shakin’.

In a sense Butterfield was always
too far ahead of his time for com-
fort. By 1967, when the world was
spiritually prepared for high
energy white electric blues, he’d
already moved on to soul music,
adding a brass section of Charles
Dinwiddie (tenor sx), Keith John-
son (tpt) and David Sanborn (alto
sx) for The Resurrection Of
Pigboy Crabshaw and In My
Own Dream, the album which
also moved Bishop into the lead
guitar chair, as Bloomfield had left
to form Electric Flag (#). In 1968
Bishop (® Elvin Bishop) too left to
form his own band (he was re-
placed briefly by Buzzy Fieton),
and  Butterfield’'s subsequent
albums were messy and showed
a lack of direction, though Live,
produced by Todd Rundgren (%)
struck a few sparks.

After one last album under the
old Blues Band name, Sometimes
I Just Feel Like Smilin’, Butter-
field switched to Albert Gross-
man’s Bearsville label, and assem-
bled new band Better Days, which
consisted largely of local musi-
cians — Billy Rich (bs), Christopher
Parker (drms), Ronnie Barron
(kybds), Amos Garrett (gtr) and
Geoff Muldaur (vcls). Muldaur’s
then-wife Maria was an ‘‘ex
officio” member, playing on most
of the debut album Better Days

which was nevertheless disap-
pointing; the band were well re-
ceived on what few live gigs they

did.

After a second album It All
Comes Back, for which Butter-
field added a horn section (and
David Sanborn temporarily re-
turned to the fold), the band just
ground to a halt. Garrett went off
to work with Maria Muldaur, and
Parker with Aretha Franklin.
Despite a solo album, Put It In
Your Ear, Butterfield seemed to
lack motivation at beginning of
1976.

Recordings:

Butterfield Blues Band (Elektra

East-West (Elektra)

The Resurrection Of Pigboy
Crabshaw (Elektra)

In My Own Dream (Elektra

Keep On Movin’ (Elektra)

Live (Elektra)

Sometimes I Just Feel Like
Smilin’ (Elektra)

Better Days (Bearsville)

It All Comes Back (Bearsville)

Put It In Your Ear (Bearsville

Compilation:

Golden Butter (Best Of Paul
Butterfield) (Elektra)

vocalist. Considered Kevin Coyne
(®) and Howard Werth (9) as re-
placements for Morrison, but
finally engaged Jess Roden (¥);
also Manzarek left after disagree-
ments to make solo album, and
others brought in Phillip Chen
(kybds) and Roy Davies (bs), and

new line-up called itself The
Butts Band. Debut album re-
corded in Jamaica, somewhat

reggae-influenced, and margin-
ally promising, but band fell apart
after short U.K. tour when Roden
left. Chen has since worked with
Chapman Whitney, and on Jeff
Beck’s Blow By Blow, and Davies
with Gonzalez.

John Densmore and Robby
Krieger reconstituted Butts Band
1975 for uninspired Hear And
Now album, with Michael Stull
(vcls/gtr), Alex Richman (kybds
vcls), Mike Berkowitz (drms) and
Karl Ruckner (bs).

Recordings:
The Butts Band (Blue Thumt?
Island)

Hear And Now (Blue Thumb/—

The Byrds

The Butts Band

After death of Jim Morrison in
1971, three remaining members of
The Doors (W) attempted to con-
tinue as recording act, but after
Other Voices and Full Circle it
became evident they needed new

Roger McGuinn guitar, vocals
Chris Hillman bass, vocals
Gene Clark vocal:
David Crosby guitar, vo
Michael Clarke drums
Like Buffalo Springfield, seminal
West Coast group — at one time
in early career, with Beatles pub-

cals
Cdlc

Left: Sweetheart Of The Rodeo.
Courtesy CBS Records. Enter
Gram Parsons. Sleeve design
is from a catalogue for
western gear. Figures.

licist Derek Taylor on Byrds pay-
roll, they were being touted as
U.S. answer to Liverpool Boom
invasion.

Formed as Byrds (aka Jet Set aka
Beefeaters) Los Angeles 1964 with
above line-up. McGuinn at that
time using birthname Jim - he
changed to Roger in 1968 - for-
merly back-up musician for Bobby
Darin and also Judy Collins.
Crosby, who had spent five years
as member of Les Baxter's Bal-
ladeers, joined him and Gene
Clark (‘) to initiate the new group
— personnel being completed by
Beatle lookalike Michael Clarke
and bluegrass mandolin player
Chris Hillman, from The Hillmen.

Recorded first album, Preflyte,
as demo before Bob Dylan ‘‘dis-
covered” them and supplied
their first hit single, Mr Tambou-
rine Man (1965). This inaugurated
category ‘folk-rock’, this period
in group’s career covered on
Mr Tambourine Man album
(1968) and Turn! Turn! Turn!
(1966).

Gene Clark left during the re-
recording of Fifth Dimension
(1966), The Byrds continuing as
quartet through their ‘'space-
rock’” phase chronicled on
Younger Than Yesterday (1967)
and The Notorious Byrd Bro-
thers (1968), the latter featuring a
line-up reduced to trio by de-
parture after disagreements of
Dave Crosby (# to Crosby
Stills & Nash (®). Further light on
Crosby departure under own
entry.

Gram Parsons (9) subsequently
joined group, pushing McGuinn
towards obsession with country
genre evident on 1968 Nashville-
produced Sweetheart Of The
Rodeo LP. Though “‘country rock”
went on to become formidable

Above: Roger McGuinn. His
Dickensian shades and
Rickenbacker guitar were
early Byrds trademarks.

movement in own right, it was the
start of a lingering deterioration
for Byrds.

By following year, only McGuinn
remained of previous members —
Gram Parsons and Chris Hillman
having quit to form Flying Burrito
Bros (¥). McGuinn assembled new
Byrds with Clarence White (gtr),
John York (bs) and Gene Parsons
(drms).

Ths line-up made Dr Byrds
And Mr Hyde (1969) and The
Ballad Of Easy Rider (1970).
Skip Battin replaced John York
on bass for the late 1970 double
set Untitled which provided a
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slight — though temporary -
upswing in group’s downward
progress. Byrds even returned
to singles chart with early 19871

Chestnut Mare.

Byrdmaniax (1971) and Farther
Along (1972), however, showed
them at lowest ebb of creativity.
A late attempt to re-establish
Byrds myth with original line-up,
on Byrds’ album in 1973, misfired,
resulting in final dissolution of
group.

Byrds most productive and in-
fluential period is represented by
the 1966-68 trilogy, Fifth Dimen-
sion, Younger Than Yesterday
and Notorious Byrd Brothers,
notably with songs like So You
Want To Be A Rock ’'n’ Roll
Star and Eight Miles High
which had noticeable effect on
Beatles’ development.

Skip Battin now with New Riders
Of The Purple Sage (¥); Gene
Parsons with Flying Burritos;
Clarence White killed by car in
July 1973; Roger McGuinn work-
ing solo (# Roger McGuinn),

though he retains rights to Byrds’
name and has never ruled out
possibility of re-formation.

Second and third albums packag-
ed as double set in U.S.; sixth and
seventh similarly coupled and re-
cycled in U.K. 1976.

Fifth Dimension. Courtesy
CBS Records.

Recordings:

Preflyte (Bumble/Asylum)

Mr Tambourine Man
(Columbia/CBS)

Turn! Turn! Turn! (Columbia/
CBS)

Fifth Dimension (Columbia/
CBS)

Younger Than Yesterday
(Columbia/CBS)

The Notorious Byrd Brothers
(Columbia/CBS)

Sweetheart Of The Rodeo
(Columbia/CBS)

Dr Byrds And Mr Hyde
(Columbia/CBS)

The Ballad Of Easy Rider
(Columbia/CBS)

Untitled (Columbia/CBS)

Byrdmaniax (Columbia/CBS)

Farther Along (Columbia/CBS)

Byrds (Asylum)

Compilations:

Greatest Hits (Columbia/CBS)

Greatest Hits Vol 2 (Columbia/
CBS)

History Of The Byrds
(Columbia/CBS)

Cactus

Tim Bogert bass

Carmine Appice drums
Rusty Day vocals, harmonica
Jim McCarty guitar

U.S. band, original line-up as
above. Formed 1969 by Appice
and Bogert, formerly of Vanilla
Fudge (W), after failure of plans to
assemble group with Jeff Beck
and Rod Stewart. Day previously
with Mitch Ryder's Detroit Wheels
and Amboy Dukes; McCarty with
Mitch Ryder and Buddy Miles.
Later included British vocalist
Pete French and pianist Duane
Hitchings.

Two founders quit 1972 to form
Beck Bogert & Appice (#) with
Jeff Beck. A new group, without
any of original members, later
attempted gigs under name The
New Cactus Band.

Recordings:

Cactus (Atco/Atlantic)

One Way ... Or Another
(Atco/Atlantic)

Restrictions (Atco/Atlantic)

'Ot And Sweaty (Atco/Atlantic)

J. J. Cale

Veteran of U.S. recording scene,
although first album under own
name didn’t appear until 1972.
Grew up in Tulsa, Oklahoma,
with Leon Russell (§). The pair
played local clubs and dives. Cale
later led band called Valentines
and tried, unsuccessfully, to make
it in Nashville as country singer.
Went to Los Angeles with Russell
where he wrote and recorded
After Midnight, which didn't
come to notice until Eric Clapton’s
1970 version made U.S. singles
charts. Cale was first heard on
album with 1967-released, little
known A Trip Down Sunset
Strip (Viva/Fontana), a quite atro-
cious piece of psychedelic oppor-
tunism credited to Leather Coated
Mind, which he wrote songs for
and co-produced.

Okie. Courtesy A&M
Records.

Disillusioned with L.A., returned
to Tulsa and built own small studio
where he remained until fellow
Tulsa musician Carl Radle (% Eric
Clapton) took tapes of Cale to
Nashville resulting in recording/
management deal and his first
real album, Naturally (1972).

With soft yet distinctive vocal
phrasing, and haunting guitar
style, above sparse instrumenta-
tion, Cale is epitome of 70’s rock
phrase ‘laid back’.

Recordings:
Naturally (A&M)
Really (A&M)
Okie (A&M)

John Cale

Welsh-born and classically-train-
ed, it was via Cale’s interest in
New York contemporary classical
avant-garde that he became in-
volved with Lou Reed and Velvet
Underground (¥).

To Reed’s startling mixture of
musical primitivism and lyrical
worldliness, Cale added authentic
element of those experimental
styles then in vogue in N.Y. — e.g.,
the influence of Lamonte Young,
and Earle Brown’s interest in the
possibilities inherent in noise and
monotony as embodied in Velvets
cuts Sister Ray and European
Son To Delmore Schwartz.

Velvets sound became markedly
less extreme after Cale left in

Left: David Crosby and Roger
MecGuinn frolic foolishly in the
grass for an early Byrds
publicity pic. Crosby wrote
many of the group’s most
memorable early songs, and
was in the vanguard of The
Byrds’ whole raga-rock venture.

1968 to pursue multifold career as
producer, arranger, COmpOSer,
and performer.

Fruits of Cale’s early cross-cul-
tural associations can be found on
1971 album Church Of Anthrax,
on which he collaborated only
partially successfully with the
experimental musician Terry
Riley, and on The Academy In
Peril the following year, a collec-
tion that allowed his classical
background full rein.

Fourth album, in 1973, was
second for Warner Brothers, for
whom Cale worked as Staff pro-
ducer and A&R man in California
until approached by Britain’s
Island Records in early 1974.

Returned to U.K. under new con-
tract to record Fear (1974) using
services of Eno and Phil Manza-
nera (% Roxy Music). Produced
The End album for former Vel-
vets contemporary Nico (having
worked in same capacity on her
earlier records (#) Nico), and ap-
peared with her and other [sland
stablemates Kevin Ayers (9) and
Eno (# on album recorded live
at London Rainbow Theatre, June
11974,

Slow Dazzle, his second solo
album for Island, again used Eno
and Manzanera, the latter sharing
guitar duties with Chris Spedding
(). From sessionmen for this LP
— specifically Spedding (gtr), Timi
Donald (drms), Pat Donaldson
(bs), Chris Thomas (vin, kybds) —
Cale formed road band for Euro-
pean tour spring 1975.

Towards end of 1975 returned to
New York to produce stunning
debut album for Patti Smith (),
taking time out to record the
somewhat poorly-received Helen
Of Troy (1975). Has also produced
albums for Iggy Pop (¥), Modem
Lovers, Silverhead.

Recordings:

Vintage Violence (Columbia/
CBS)

Church Of Anthrax (Columbia/
CBS)

The Academy In Peril (Warner
Bros)

Paris 1919 (Warner Bros)

Fear (Island)

June 1, 1974 (Island)

Slow Dazzle (Island)

Helen Of Troy (Island)

Courtesy CBS Records.

Robert Calvert

Born South Africa 1945, raised in
Kent, England, from age of two.
Had ambitions to be pilot foiled
by defect of ear drum and attend-
ed Canterbury College of Tech-
nology studying to be surveyor.
Joined Hawkwind () as “resident
poet/actor” 1973, leaving to work
on first solo album — a satirical
rock drama about deathtrap aero-
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planes in German Air Force.

Recordings:

Captain Lockheed And The
Starfighters (United Artists)

Lucky Lief And The Longships
(United Artists)

Camel

Peter Bardens keyboards
Andy Latimer guitar
Doug Ferguson bass
Andy Ward drums

Veteran of U.K. R&B scene, Bar-
dens served apprenticeship with
Van Morrison’s old band Them,
Shotgun Express (which also in-
cluded Rod Stewart and Peter
Green) and Village before assem-
bling Camel in 1972. Others had
been together since 1968, first in
band called Brew and later as
back up musicians to Philip
Goodhand-Tait.

Released firstalbum 1973, second
in following year. It wasn’t until
Snow Goose (1975), however,
that Camel began to achieve
recognition. A conceptual album
inspired by Paul Gallico’s novel
“The Snow Goose’” (the writer
later served writ on band alleging
copyright infringement), it put
group into U.K. album charts for
first time — also providing minor
breakthrough in U.S.

Recordings:

Camel (MCA)

Mirage (Janus/Deram)

Snow Goose (Janus/Deram)
Moonmadness (Janus/Deram)

Glen Campbell

Boru Delight, Arkansas, April 22,
1938, seventh son in family of 11.
Rise to popularity in the late '60s
coincided with the increasing
commercial viability of country
music.

Campbell moved to Los Angeles
at beginning of '60s and worked
clubs and occasional sessions,
graduating to work with artists
such as Johnny Cash, Dean Martin

and the Mamas and Papas, and
continually improving his skill at
achieving a chunky, 12-string
guitar sound. He was also a stand-
in Beach Boy, filling the gap be-
tween the departure of Brian
Wilson and the arrival of Bruce
Johnston.

In the latter half of '60s, after
modest success with Turn
Around, Look At Me single, he
was signed as solo artist to
Capitol Records, and enjoyed
major hits such as Gentle On My
Mind, Wichita Lineman and
Galveston.

By now he was big-business, and
was given his own U.S. TV-show,
which ran for the next four-and-a-
half years, and a role in the John
Wayne movie, “True Grit”. He
also worked temporarily in part-
nership with Bobbie Gentry (the
two had a hit together with a re-
vival of All I Have To Do Is
Dream) and later with Anne
Murray.

Success has been almost auto-
matic in the '70s. Hits like Rhine-
stone Cowboy have continued
to roll off the drawing-board. He
now has 11 gold albums, though
his style has changed not a jot
since the beginning.

Recordings:

Glen Campbell Live (Capitol)

The Glen Campbell Album
(Capitol)

Glen Campbell’s Greatest Hits
(Capitol)

Try A Little Kindness (Capitol)

The Last Time I Saw Her
(Capitol)

Glen Travis Campbell (Capitol)

I Knew Jesus Before He Was A
Star (Capitol)

I Remember Hank Williams
(Capitol)

Glen (Capitol)

Reunion (Capitol)

Two Sides Of Glen Campbell
(Capitol)

Rhinestone Cowboy (Capitol)

Bloodline (Capitol)

With Bobbie Gentry:

Bobbie Gentry & Glen
Campbell (Capitol)

With Anne Murray:

Anne Murray & Glen Campbell
(Capitol)

Left: Cookbook. Courtesy
United Artists. This “best of”’
compilation includes a list of
Heat’s appearances up to

Al Wilson’s death.

With Tennessee Ernie Ford:
Glen Picks And Ernie Sings
(Capitol)

Can

Michael Karoli guitar, vocals
Holger Czukay bass, vocals

Jaki Liebezeit percussion, wind
instruments

Irmin Schmidt keyboards
vocals

Formed Cologne, Germany, 1968
with Malcolm Mooney on vocals,
they recorded and privately dis-
tributed Monster Movie before
Mooney was taken ill and replaced
by Damo Suzuki, who had been
discovered by the group singing
for pfennigs on streets of Munich.

Their sparse style, based on re-
peated rhythmic figures and
simple harmonies, was employed
as basis of long, hypnotic impro-
visations, several of which can be
found on Tago Mago.

The band can boast many classi-
cal and avant-garde influences;
both Czukay and Schmidt have
studied under Karlheinz Stock-
hausen. Ege Bamyasi is one of
their most interesting releases,
being less indulgent and patchy
than the band have been in the
past; however it is generally con-
sidered that they reached their
peak with Future Days. In 1973
Suzuki left, and the others decided
to handle the vocals themselves.

They are also known for their
soundtrack music (some of which
can be sampled on Soundtracks),
and contributed some of the score
for Skolimowski's ‘“Deep End”.

Along with Tangerine Dream (¥)
they remain one of most important
and creative of continental groups.
They now live and work in
Cologne, where they have built
their own studio.

Unlimited Edition (1976) was
double-album, one of which was a
straight re-issue of Limited Edi-
tion; the other consisted of a
selection of unreleased record-
ings.

Recordings:

Monster Movie (United Artists)

Soundtracks (United Artists)

Tago Mago (United Artists)

Ege Bamyasi (United Artists)

Future Days (United Artists)

Limited Edition (United Artists)

Soon Over Babaluma (United
Artists)

Landed (Virgin)

Unlimited Edition (Virgin)

Canned Heat

Bob Hite vocals

Harvey Mandel guitar
Fito de la Parra drums
Richard Hite bass, tuba
Gene Taylor keyboards

Formed 1966 in California, nucleus
of original band comprised the
gargantuan Hite - hence nick-
name ‘‘The Bear” — (b. Torrance,
California, Feb 26, 1945), a one-
time record store manager, and
guitarist, singer and harmonica
player Al “Blind Owl” Wilson (b.

Boston, Massachusetts, July 4,
1943). Wilson had majored in
music at Boston University, was a
skilled arranger and shared with
Hite an abiding interest in the
collection and assimilation of old
blues recordings. By time of his
death, in September 1970, Wilson
had, in fact, become recognized
as one of world’s leading authori-
ties on the blues.

In 1965 he and Hite ~ along with
drummer Frank Cook - put to-
gether first outfit, a jug band, in
Los Angeles. By 1966, their music
had drifted further towards blues,
and the white blues band Canned
Heat came into being with addi-
tion of Henry Vestine (b. Dec 25,
1944, Washington D.C.), late of
Mothers Of Invention, and Larry
Taylor to line-up.

First album, Canned Heat (1967),
enjoyed moderate sales, but act
really broke big with appearance
at Monterey Festival. By the
second album, Cook had been re-
placed by Mexican Fito de la
Parra, and in 1968 a single from
that album —~ On The Road Again
(composed by Wilson) — became
huge international hit. Vestine left
in summer following year to
launch own band. He was replaced
by Detroit guitarist Harvey
Mandel (8).

A re-make of Wilbert Harrison's
Let’'s Work Together provided
further singles success in 1970
but, later that year, death of Al
Wilson took band hard.

Various confusing personnel
changes occurred between 1970-
75. Larry Taylor had left in May
1970; Vestine had returned. Joel
Scott Hill came in for Al Wilson,
and later in the year Mandel left
to pursue solo career, including
spell with John Mayall (¥). Mexi-
can-born bass player Antionio
De La Barreda came in for a spell;
Larry Taylor returned, then quit
again; Joel Scott Hill departed;

Above: Bob Hite (left) and
Al Wilson (right), at the time
of the Heat’s On The Road
Again hit. Wilson died in
Hite’s back yard Sept 3, 1970.
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and Vestine quit for second time
late '75 — by which time Hite's
brother Richard had joined band.
Other personnel who came and
went in later years include James
Shane, Chris Morgan and Ed
Beyer. Mandel completed this
farcical cycle by rejoining Heat
summer '76.

Since Wilson's death, output had
been significantly inferior to
earlier work, although quality
picked up towards later years.

In 1971 group recorded set with
blues legend John Lee Hooker.
Other discographical notes: first
album comprises tracks prior to
Liberty signing not released until
1971; second listed album was
later re-issued in U.K. under title
Rollin’ And Tumblin’.

Recordings:

Live At Topanga Corral
(Scepter/D]M)

Canned Heat (Liberty)

Boogie With Canned Heat
(Liberty)

Livin’ The Blues (Liberty)

Hallelujah (Liberty)

Future Blues (Liberty)

Canned Heat Live In Europe
(Liberty)

Historical Figures And Ancient
Heads (Liberty)

New Age (Liberty)

One More River To Cross
(Atlantic)

Compilations:

Cookbook (Liberty)

With John Lee Hooker:

Hooker ’n’ Heat (Liberty)

Jim Capaldi

Of Italian descent, founder mem-
ber UX. group Traffic (#), for
whom he supplied lyrics as well
as drums. Recorded first two solo
albums 1972 and 1974 while still
member of Traffic, and since
demise of that band at end of U.S.
tour 1974 has pursued full-time
solo career. Made surprise ap-
pearance in U.K. singles charts
December 1975 with reworking
of Roy Orbison's Love Hurts.
Third album part-recorded in
Alabama with Muscle Shoals ses-
sioners (Roger Hawkins, Barry
Beckett etc — who had worked with
Traffic in past), and rest in London
with likes of Steve Winwood,
Chris Spedding and Paul Kossoff.

Recordings:

Oh How We Danced (Island)
Whale Meat Again (Island)
Short Cut Draw Blood (Island)

Caravan

Pye Hastings guitar, vocals
Richard Coughlan drums
Geoff Richardson violin, guitar
Mike Wedgwood bass

Jan Schelhaas keyboards

critics forecast for them.

David Sinclair left late 1971 to
eventually join Robert Wyatt's
Matching Mole, his place being
taken by Steve Miller (not U.S.
axeman of same name) for the
1972 set, Waterloo Lily. Sinclair
re-enlisted with band 1973, until
he quite again in 1975, his place
taken this time by Jan Schelhaas.
In between these changes,
bassist Wedgwood joined band
June '74, replacing John Perry.

Sixth, 'live” album recorded
with New Symphonia Orchestra.

Recordings:

Caravan (—/MGM)

If I Could Do It All Over Again
I'd Do It All Over You
(London/Decca)

In The Land Of Grey And Pink
(London/Deram)

Waterloo Lily (London/Deram)

For Girls Who Grow Plump In
The Night (London/Deram)

Recorded Live At The Theatre
Royal, Dxury Lane, On The
28th Of October 1973 (London/
Deram)

Cunning Stunts (BTM/Decca)

Blind Dog At St. Dunstans (BTM)

Eric Carmen

Borm Cleveland, Ohio, Aug 11,
1949, formerly lead singer/crea-
tive force behind Raspberries —
others were Wallace Bryson (gtr),
David Smalley (rhy gtr), Jim
Bonfanti (drums). Group began
out of Cleveland early 1970,
though their first album Raspbezr-
ries for Capitol wasn’t released
until 1972.

Group’s appeal from start was as
premier U.S. “British” band (sic).
Carmen had made close study of
the compositional ability of groups
such as Beatles, Who and Stones
(as well as the Beach Boys) which
he and Raspberries were able to
duplicate with uncanny precision.
The format brought band a string
of U.S. hits (Go All The Way, I
Wanna Be With You, Lets
Pretend, Overnight Sensation).
Raspberries and Carmen record-
ed four albums for Capitol 1972-74
before latter quit to launch solo
career.

Signed by Clive Davis’ remark-
ably successful Arista label, scor-
ed No. 1 U.S. hit with debut re-
lease All By Myself (February
1976) from solo album Eric
Carmen. At same time started
gigging with Eric Carmen Band
featuring himself on vocals, key-
boards, guitar plus Richard Reis-
ing (gtr, kybds, vcls), George
Sipl (kybds, vocals), Dan Hrdlicka
(gtr), Steve Knill (bs), and two
drummers D. Dwight Kreuger and
Michael McBride.

Raspberries Best Featuring
Egric Carmen released by Capitol
1976.

Although not named as such until
1968, Caravan had been in
existence in various forms as The
Wilde Flowers since 1964 -~ this
Canterbury, Kent, England, outfit
also being the origin of Soft
Machine (¥).

With line-up of Hastings and
Coughlan plus the Sinclair cousins
David (kybds) and Richard (bs,
vcls), Caravan cut first three
albums between 1968 and 1971 -
the best being the second, If I
Could Do It All Over Again I'd
Do It All Over You - without
ever achieving popular success
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Recordings:
Eric Carmen (Arista)

The Carpenters

Richard Carpenter vocals,
keyboards
Karen Carpenter vocals, drums

Brother-sister vocal duo who
have become major U.S. singles
export of '70s with their whole-
some image and interpretations
of contemporary material.

From New Haven, Connecticut,

Richard (b. Oct 15, 1945) began
playing piano at 12, later studying
instrument at Yale. In 1963 Car-
penter family moved to Dow-
ney, California, and Richard con-
tinued musical education at Cal
State University at Long Beach.
Younger sister Karen (b. Mar 2,
1950), meanwhile, developed in-
terest in drums and the pair of
them, plus a bass-playing friend,
Wes Jacobs, formed first of three
Carpenters aggregations, a jazz
instrumental trio that managed a
first place in Hollywood Bowl
Battle Of The Bands talent contest.
Soon after, though, Richard dis-
banded trio in favour of group
that would enable he and Karen
to pursue growing interest in
vocal harmonies. This band, Spec-
trum, brought in four other Cal
State students alongside Carpen-
ters, and went out gigging to
somewhat desultory response.
Eventually Spectrum fell away
to leave Carpenters on own, the
pair employing overdubbing to
achieve the harmonic blend long
sought-after. They cut demo tapes
of experimental new sound in
friend’s garage and, after a year
hustling various companies, A&M
Records co-founder Herb Alpert
gave them a listen and signed
pair to record contract.

Now And Then. Courtesy
A&M Records.

In 1970 had million-seller with
Bacharach-David song Close To
You, which also broke them in
UK. Since then, The Carpenters
have been virtually unstoppable
on both sides of Atlantic: ten U.S.
million-selling singles (including
We’ve Only Just Begun, For All
We Know, Rainy Days And
Mondays, Superstar, Yesterdav
Once More, Please Mr. Post-
man); international sales of singles
and albums in region of 25 million;
three Grammy Awards; and sell-
out concerts around the world.
The 1973 album, The Singles
1969-73, is among biggest-selling
albums of all time.

Recordings:

Offering (A&M) - later re-issued
as Ticket To Ride

Close To You (A&M)

The Carpenters (A&M)

X Song For You (A&M)

Now And Then (A&M)

The Singles 1969-73 (A&M)

Horizon (A&M)

A Kind Of Hush (A&M)

Compilations:

The Carpenters Collection (A&M)

Johnny Cash

Born Dyess, Arkansas, Feb 26,
1932 and raised in strict Baptist
share-cropping family, Cash is
country music’s biggest-selling
artist — without being strictly

country himself.

As a youth, Cash worked in
Detroit, then joined U.S. Air
Force, serving as radio operator
in Germany where he started to
play guitar and write songs. On
discharge, married Vivien Liberto
of San Antonio, moved to Memphis
and worked as salesman in elec-
tricity business, attending radio
announcers’ school part-time.

In 1985 Cash signed to Sun
Records, and thus was part of the
first wave of rock performers
that also included Elvis Presley,
Jerry Lee Lewis, Roy Orbison
and Carl Perkins. His debut re-
cordings, two self-penned rock-
abilly numbers Cry Cry Cry/Hey
Porter, sold well, before his 1956
recording of I Walk The Line
became his first million-seller.
This was succeeded by hits such
as Orange Blossom Special,
Folsom Prison Blues and Ballad
Of A Teenage Queen, before in
1958 Cash moved his family to
southern California to try his hand
at movies, and also switched to
Columbia Records.

At this point, Cash began to en-
counter personal problems; he
became moody and depressed,
left his family to go to New York,
and started taking amphetamines.
By 1963, at the same time as he
had a big hit with Ring Of Fire,
his career reached crisis point.
With addiction affecting his work,
he was arrested crossing the
Mexican border with a guitar-
case full of pep pills. His health
deteriorated, and he almost died
of an overdose following a car
crash in Nashville. His wife
divorced him.

At this point Cash was rescued
by June Carter (daughter of
Mother Maybelle Carter, of the
famous Carter family, and an im-
portant singer in her own right —
she had written Ring Of Fire).
She acted as a steadying in-
fluence on Cash, helped him kick
drink and drugs, and married him
in 1967. They worked regularly
together, and had a hit in 1967
with Jackson.

Cash’s career was also abetted
by an invitation to appear on Bob
Dylan’s Nashville Skyline. They
duetted uncertainly on Girl From
The North Country, and Cash
also contributed fulsome sleeve
notes (in verse), but this neverthe-
less helped widen his appeal to
rock circles.

He also worked briefly with
Dylan's producer, Bob Johnston
(), a partnership which gave
Cash one of his biggest-selling
singles (which he had first per-
formed on his ABC-TV show) A
Boy Named Sue. It went gold in
U.S. and was taken from album
At San Quentin — he has regu-
larly given concerts in prisons,
and also featured prison songs in
his act.

His career was thus fully restored
by late '60s. In recent years has
turned whole-heartedly to reli-
gion, and is a member of Evan-
gelical Temple in Nashville (run
by Pastor Jimmy Snow, son of
country singer Hank Snow), and
in 1971 went with his wife to
Israel to make film about modemn-
day life in the Holy Land. Also
appeared in 1973 on concert
platforms with leading U.S. evan-
gelist, Billy Graham.

Cash is very prolific recording
artist, normally issuing at least
two albums a year, though he
records his own material (which



usually reflects all facets of
American life) infrequently. His
gtr/bs/drms supporting group
play almost mechanically, a for-
mula involving a one-two bass
skip beat and little else, over
which Cash projects his hard,
masculine voice.

In recent years famous television
documentary made about him -
*The Man, His World, His Music’’;
his biography published 1974,
written by Christopher S. Wren,
and entitled “Winners Got Scars
Too".

Discography is necessarily selec-
tive.

Recordings:

Original Golden Hits, Vols. I &
II (Sun)

Greatest Hits, Vol. I (Columbia/
CBS)

At Folsom Prison (Columbia/
CBS)

At San Quentin (Columbia/
CBS)

The World Of Johnny Cash,
Vols. I & II (Columbia/CBS)

I Walk The Line (Columbia/
CBS)

The Man In Black (Columbia/
CBS)

That Ragged Old Flag
(Columbia/CBS)

One Piece At A Time
(Columbia/CBS)

David Cassidy

Born New York April 12, 1950, the
son of actor Jack Cassidy and
actress Evelyn Ward. After
divorce of parents, moved to
Hollywood when he was seven,
returning to New York in teens
after spell with Los Angeles
Theatre Group. Acted in U.S. TV
shows such as '‘Marcus Welby
M.D.” and ‘“Bonanza” before
landing part as Keith Partridge in
"'The Partridge Family”, a weekly
soap opera concerning exploits
of pop-singing family. Even be-
fore series made its TV debut,
first Partridge Family single I
Think I Love You, featuring
Cassidy’s lead vocal, sold in ex-
cess of five million copies.
Continuing to appear weekly in
“Partridge Family”, by then being
simultaneously shown on British
TV, Cassidy shot to teenybop
stardom with string of gold
singles, albums and sell-out tours.
In UK., where his popularity was
greater than in native U.S., be-
tween 1972-73 (along with Os-
monds) created unparalleled
wave of boppermania previously
stirred by Marc Bolan ($) and
l;ter tapped by Bay City Rollers
®

Then, in spring '74, after a fan
died during hysterical London
concert, Cassidy began to re-
think direction of career. He quit
“Partridge Family” series after
four years. In February 1975
signed long-term contract with
RCA, attempting to forsake earlier
bopper image (although he still
tries to ‘‘censor’” unfavourable
photographs).

First release in new stage was
1975 album The Higher They
Climb, which Cassidy co-pro-
duced with ex-Beach Boy Bruce
Johnston, using participation of
likes of Harry Nilsson, Richie
Furay, America's Gerry Beckley
and Dewey Bunnell, and Flo &
Eddie.

Returned to charts late '75 with
singles I Write The Songs,

written by Bruce Johnston, and
subsequently the Beach Boys
composition Darlin’.

Recordings:

Cherish (Bell)

Rock Me Baby (Bell)

Dreams Are Nuthin’ More
Than Wishes (Bell) ~

Cassidy Live (Bell)

The Higher They Climb The
Harder They Fall (RCA)

Home Is Where The Heart Is
(RCA)

Compilations:

Greatest Hits (Bell)

Cat Mother &
The All Night
Newsboys

Bob Smith keyboards, vocals

Roy Michaels guitar, bass,
vocals

Michael Equine percussion,
vocals

Charlie Chin guitar, banjo

Larry Packer guitar, violin,
mandolin .

New York rock 'n’ roll band, with
line-up as above recorded first
album 1969 with Jimi Hendrix as
producer. On second album, 1971,
Chin replaced by Jay Ungar. For
1972 Cat Mother set, Ungar and
Larry Packer replaced by Charlie
Prichard (gtr) and Steve Davidson
(percussion). By Last Chance
Dance (1973), Charlie Harcourt
(later of Lindisfarne) had taken
over guitar spot from Prichard.
Founder member Michaels one
time in Au Go Go Singers with
Steve Stills (#) and Richie Furay.

Recordings:

The Street Giveth And The
Street Taketh Away (Polydor)

Albion Doo-Wah (Polydor)

Cat Mother (United Artists)

Last Chance Dance (United
Artists)

Cate Brothers

Born Dec 26, 1942, near Fayette-
ville, Arkansas, twin brothers
Ernie and Earl Cate grew up with
Grand Old Opry and southern
R&B songs and were playing to-
gether by the time they were in
high school.

They formed a band together in
the mid-'60s (Ernie, kybds, vcls;
Earl, gtr), which included Terry
Cagle (drms), nephew of The
Band's Levon Helm, who also
worked with them on occasion.

When they signed with Asylum
in late '74, they had been writing
their own material for some time,
and were playing energetic
southern rock-soul. Widely-
touted, they were able to acquire
services of Steve Cropper as pro-
ducer for their debut album,
Cate Brothers, which was en-
thusiastically received.

Recordings:
Cate Brothers (Asylum)

Philip Catherine
®» Focus

Right: a rare, Sun label photo-
graph of Johnny Cash, circa
!55. Not a line or bag in sight.

Felix Cavaliere
®» The Rascals

CCS

® Alexis Korner

Chas Chandler

Former docker and founder-
member of Newcastle, England,
mid-'60s hit group The Animals
(¥). Chandler has said that when
he left that group he had just
£1,400, two bass guitars and a
share in a London flat! New career
as manager began when he ‘‘dis-
covered” Jimi Hendrix (¥) in New
York Greenwich Village club.

In partnership with one Mike
Jeffrey, Chandler took Hendrix to
UK. and constructed The Ex-
perience around him. It was
Chandler who encouraged Jimi’s
flamboyant showmanship. Even-
tually, he and Jeffrey disagreed
over the handling of Hendrix’
career, and Chandler took up new
job as talent scout and booker for
Robert Stigwood Organisation.
One of the acts he booked, later
managed, was Slade (¥); under
his guidance they became one of
major UK. pop-rock attractions
of the time.

Harry Chapin

Born Dec 7, 1942 into a family of
strong musical interests, Chapin
was raised in Greenwich Village.
When the family moved across
the river, Chapin joined the
Brooklyn Heights Boys Choir,
where his adolescent colleagues
included Robert Lamm (later to
join Chicago, #).

After studying at Cornell Univer-
sity, entered film industry, and
with Jim Jacobs made movie,
“Legendary Champions’, that

won Academy Award nomination.
In summer 1964 reunited with his
two brothers and father to play

in a group arouvnd Greenwich
Village.

When that group disbanded (his
brothers needed to avoid the
draft) he formed his own with
John Wallace (vcls), Ron Palmer
(gtr) and Tim Scott (cllo); band
became successful locally and
signed to Elektra Records. Debut
album, Heads And Tales, repro-
duced band’s complex live sound,
and single taken from it, Taxi,
attracted considerable attention.

Chapin’s audience increased
with his subsequent albums, as
his largely narrative songs be-
came popular; the heavily senti-
mental W.O.L.D., taken from
Short Stories, became a major
U.S. hit 1973, and a minor hit in
UK. Verities And Balderdash
became Chapin’s first gold album
in 1974, and again the single from
it, Cat’s In The Cradle, fared
well. His recording success was
paralleled by his success live —
by this time Michael Masters had
replaced Scott.

Also Chapin appeared in ex-
perimental musical revue, ‘‘The
Night That Made America
Famous", which contained several
of his own songs.

By mid-'70s Chapin had firmly
established himself with Ameri-
can audiences, but had not had
much international acclaim.

Recordings:

Heads And Tales (Elektra)

Sniper And Other Love Songs
(Elektra)

Short Stories (Elektra)

Verities And Balderdash
(Elektra)

Portrait Gallery (Elektra)

Greatest Stories Live (Elektra)

Michael
Chapman

Born in Leeds, UK., Jan 24, 1941,
Chapman is a singer, guitarist
and songwriter whose powerful,
idiosyncratic work has never
achieved the popularity its merit
has warranted. Funkier, bluesier
and less indulgent than most of
his contemporaries, his thrashing




guitar provides a simultaneously
sparse and sensual backdrop for
his terse, melancholy songs and
quietly bitter voice.

In 1967, he quit his job as an art
and photography teacher to tread
the itinerant folkie path, eventu-
ally snaring a contract with Har-
vest Records. His early albums
juxtaposed solo performances
and guitar instrumentals with rock
songs featuring top session musi-
cians and friends from Hull.

Foremost among the latter were
bassist Rick Kemp, who worked
regularly with Chapman until
1972, and Mick Ronson, whose
work on Fully Qualified Survivor
led indirectly to his meeting with
David Bowie, and drummer
Ritchie Dharma, who worked
alongside Chapman and Kemp for
some time, subsequently surfaced
on Lou Reed's Transformer
album and then worked on
Ronson'’s solo UK. tour.

Wrecked Again was Chapman's
last album for Harvest, after which
he and Kemp toured the U.S. as a
duo; on their return Kemp joined
Steeleye Span, and Chapman
signed to Deram where he got
into electric guitar and the rock
'n’ roll ramifications thereof. He
released Millstone Grit (featur-
ing Kemp and drummer Keef
Hartley) in 1973 and Deal Gone
Down surfaced in 1974. During
the final months of '73, he had
undertaken a short promotional
tour for the latter album, with a
band of Professor Sutton (gtr),
Hartley (drms) and Rod Clements
(bs).

Chapman has achieved his great-
est popularity in Europe where
his live album Pleasures Of The
Street (as yet unreleased in U.X.)
was recorded. Savage Amuse-
ments, released in 1976, was
produced by Memphis studio
man Don Nix, Chapman now lives
on a farm in Cumberland, in the
UK.

Recordings:

Rainmaker (—/Harvest)

Fully Qualified Survivor
(Harvest)

Windows (—/Harvest)

Wrecked Again (—/Harvest)

Millstone Grit (—/Deram)

Deal Gone Down (—/Deram)

Pleasures Of The Street (Nova —
released in Europe only)

Savage Amusements (London/
Deram)

Chapman
Whitney
(Streetwalkers)

Roger Chapman vocals

Charlie Whitney guitars

Bob Tench rhythm guitar,
vocals

Jon Plotel bass

Nicko drums

From Leicester, England, Chap-
man and Whitney were song-
writing, creative backbone of
now defunct Family (#). First
album, credited to Chapman
Whitney and entitled Street-
walkers was released in spring
1974, after which the duo appear-
ed in UK. with pick-up band in-
cluding Philip Chen (bs), Tim
Hinckley (pno), and Bobby Tench,
latter from Jeff Beck (9) Group.

Line-up eventually settled as
Chapman, Whitney, Tench, plus
Jon Plotel (bs) and Nicko (drms) —
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Right: Ray Charles. He became
blind at the age of six, was
orphaned at age 15. He would
become one of the seminal
figures in popular music.

these five being billed as Street-
walkers in concert and on Down-
town Flyers (1975). Group’s Red
Card (1976) broke into UK.
charts, but Plotel and Nicko quit
line-up summer 76 and, at time of
writing replacements were being
souaht.

Recordings:

Streetwalkers (Mercury/Raft)

Downtown Flyers (Mercury/
Vertigo)

Red Card (Mercury/Vertigo)

Bobby Charles

Louisiana-born Charles first came
to public attention as an artist
with the Chess label in the late
’50s, although his most famous
compositions, See You Later
Alligator, Walkin® To New
Orleans and But I Do, were all
successful because they were
covered by major artists (Bill
Haley, Fats Domino and Clarence
‘Frogman’ Henry respectively).
He recorded for a variety of
companies in the '60s, including
the New Orleans-based Imperial
Records. By the early '70s he was
living in Woodstock, and signed
to Albert Grossman’s Bearsville
Records. He made the richly-
acclaimed album Bobby Charles,
with the assistance of such re-
spected sidemen as members of
The Band, Amos Garett, Geoff
Muldaur and Dr. John. The album
contained the superb single Small
Town Talk, as well as several
compositions that were covered
by other artists.

Though Charles is a proficient
composer and a  versatile
musician, his own career has
somehow never happened. That
pattern seems likely to be main-
tained, as he has now been
dropped by Bearsville.

Recordings:
Bobby Charles (Bearsville)

Ray Charles

So many people have called him
genius so frequently, the hard
thing to remember is that he cer-
tainly is. In the way he fused
gospel music with the blues he
has proved one of most influen-
tial forces on soul, and rock
music, as we know it today.
Many British vocalists of the '60s —
in particular Eric Burdon (#) and
Joe Cocker (#) owed a particular
debt to him.

Bom Albany, Georgia, Sept 23,
18930, Charles became perma-
nently blind at age of six, and
was orphaned at 15. His greatest
early influence was Nat King
Cole. Formed own band at 17,
working regularly both on the
West Coast and in Washington,
and made a number of recordings
for independent companies, be-
fore coming to the attention of
Atlantic Records’ Ahmet Ertegun,
who bought up his contract.
Charles made his decisive con-
tribution to modern music in the
following years, using knowledge
he had picked up in New Orleans
and the south of gospel-styled
singing and chordal piano play-

ing. His performances in those
years helped make possible the
emergence of soul music; he was
a regular chart artist, and his hit
singles culminated with electrify-
ing What'd I Say? which illus-
trated perfectly his gospel style,
with prominent use of call-and-
response antiphonies he’d de-
veloped.

Shortly afterwards, moved to
ABC/Paramount, where his chart
success continued with classic
records such as Georgia On My
Mind and Hit The Road Jack.
In 1962 he astonished the music
world at large, and alienated
much of his hard-core R&B follow-
ing, with album Modern Sounds
In Country And Western, which
suggested he had abandoned his
gritty style and gone commercial.
He was merely expanding his
musical horizons still further,
however, and that album too
proved a seminal influence, sell-
ing millions of copies and pro-

viding the massive hit single,
Hank Williams’ I Can’t Stop
Loving You. In 1962 alone,

Charles sold in excess of $8
millions’ worth of records.

Towards middle-'60s, Charles
demonstrated he was still the
supreme interpretative singer
with a powerfully emotional ver-
sion of Paul McCartney's Yester-
day.

Charles meanwhile had assembl-
ed round him all the luxuries that
money could buy, and his stage
show took on grandiose propor-
tions with his own orchestra and
girl backing group, The Raelettes.
But the monumental extravagence
of Charles’ public persona was
unfortunately mirrored by the
despair and sordidness of his
private life. In the late '60s his
career was punctuated by a prison
sentence for possession of heroin.
He kicked the habit in prison,
but emerged a chastened, almost
pathetic figure; while the luxuri-
ousness of his stage show remains,
and his vocals have lost only a
little of their coruscating bril-
liance, his material has become
leadenly unambitious, and liber-
ally sprinkled with paeans to
America and professions of faith
to his God. Nevertheless, he will

always remain one of the most

compelling and seminal per-
sonalities in popular music.

Now has own label, Crossover,
and has bought up all his old
tapes. Discography includes only
recent albums, and his major
early releases.

Recordings:

What’d I Say (Atlantic)

Ray Charles Live - The Great
Concerts (Atlantic)

Genius Of Ray Charles
(Atlantic)

Soul Meeting (with Milt Jackson)
(Atlantic)

Modern Sounds In Country
And Western (ABC)

Sweet And Sour Tears (ABC)

A 25th Anniversary Show
Business Salute To Ray
Charles (Atlantic)

Message To The People
(Probe)

Renaissance (Crossover/
London)

Focus On Ray Charles (—/
London)

Cheech &
Chong

Mexican-American Richard
‘Cheech’ Marin from California
(son of policeman) and Chinese-
Canadian Thomas Chong from
Edmonton, Alberta, first joined
forces in Canada with improvisa-
tional group City Lights, which
besides comedy of Cheech &
Chong also featured topless dan-
cers and a mime artist (in fact,
Chong had begun career more
conventionally as guitarist for
Motown outfit Bobby Taylor and
the Vancouvers).

When City Lights fell apart,
Cheech & Chong worked West
Canadian clubs as duo before
switching operations to Los
Angeles where they were dis-
covered working Hollywood
Troubadour unpaid by producer
Lou Adler (#). Adler signed them
to his Ode Records, and set about
promoting them as rock culture’s
first real hard-rock comedy act.
First album 1971 set tone of their
heavily drug-oriented style of



humour, and that and the 1972
Big Bambu quickly went gold.
1973 Los Cochinos similarly went
gold, on advance orders alone,
but by this time the duo’s inter-
minable routines about stoned
hippies were beginning to pall.
The 1974 The Wedding Album,
though still a big U.S. seller,
milked the idiom to point of
redundancy.

Recordings:

Cheech & Chong (Ode/A&M)
Big Bambu (Ode/A&M)

Los Cochinos (Ode)

The Wedding Album (Ode)
Sleeping Beauty (Ode)
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Big Bambu.

Courtesy A&M Records.

Cher

After the personal and profes-
sional demise of Sonny and Cher
(¥, Cher herself was hardly
starved of public attention. She
had already reasserted her status
as a recording artists with hits
like Gypsies, Tramps And
Thieves and Dark Lady, moved
into modelling (with ““Vogue’’) to
become a fashion queen, and es-
tablished her own TV show, which
was little more than a showcase
for her, her wardrobe and her
cosmetics.

In 1975 she married again, this
time Gregg Allman (% Allman
Brothers), and within nine days
had claimed it was all a horrible
mistake. She filed divorce pro-
ceedings, but then the couple
were reconciled, and are now
trying again. Meanwhile, she
switched to Warner Bros label
and engaged Jim Webb (#) to
produce Stars, an album of ex-
travagance and bombast that was
a brilliantly conceived reflection
of her public persona.

Recordings:

Golden Hits (Sunset/Liberty)
Dark Lady (MCA)

Half Breed (MCA)

Greatest Hits (MCA)

Stars (Warner Bros)

Chicago

where they first accrued local
following. First album in 1969, a
double set, received with a
degree of critical acclaim shown,
by subsequent work, to have been
premature.

A combination of white ‘‘soul”
four-piece rhythm section with
brass trio playing (initially) fairly
original Kentonesque harmonies,
their trademarks were mid-tempo
urban blues, disrupted by jazz
sequences and long solos, spiced
with aggressive vocals and enor-
mous chords played by entire

Toup.

On the 1970 Chicago II, also a
double set, this earthiness gave
way to smooth, mechanical jazz-
rock excursions that were not
mitigated by self-parodic arrange-
ments and gauche lyrics for which
Chicago have become infamous.

All releases from that point on
compounded errors of taste and
misplaced belief in their cultural
significance that the band lapsed
into on Chicago II, the quality of
music trending sharply down-
wards into vapid gradiosity.
Nevertheless, their commercial
appeal was enormous - all
albums were massive U.S. sellers.
Live album, At Carnegie Hall
(1971), was a quadruple set.

Cetera, Kath and Parazaider all
make cameo acting appearances
in Guercio’s movie production
“Electra Glide In Blue” (1973).

De Oliveira a later addition to
line-up. Lamm solo LP released
autumn 1974.

Recordings:
Chicago (Columbia/CBS)
Chicago II (Columbia/CBS)
Chicago III (Columbia/CBS)
At Carnegie Hall (Columbia/
CBS)
Chicago V (Columbia/CBS)
Chicago VI (Columbia/CBS)
Chicago VII (Columbia/CBS)
Chicago VIII (Columbia/CBS)
Chicago X (Columbia/CBS)

Compilations:

Chicago IX - Greatest Hits
(Columbia/CBS)

Robert Lamm solo:

Skinny Boy (Columbia/CBS)

Chicago IX. Courtesy
CBS Records.

Robert Lamm keyboards,
vocals

Terry Kath guitar, vocals

Pete Cetera bass, vocals
James Pankow trombone

Lee Loughnane trumpet
Walter Parazaider reeds
Daniel Seraphine drums
Laudir De Oliveira percussion

First came together Chicago 1968
as the Big Thing. Changed name
to Chicago Transit Authority
(since abridged) when they went
to Los Angeles to work with pro-
ducer James William Guercio ($)

Chicken Shack

Stan Webb vocals, quitar

Christine Perfect vocals,
keyboards

Andy Sylvester bass

Dave Bidwell drums

Formed by Webb in Birmingham,
England, 1965. At peak during
commercial break out of British
Blues boom 1968-69 with above
line-up, featuring Christine Per-
fect who, at time, was considered
leading female U.K. blues singer.

Shack made British charts with
Ms Perfect’s interpretation of Etta
James R&B classic I'd Rather Go
Blind in summer ’69.

Later same year Christine quit to
join husband John McVie in re-
shaped Fleetwood Mac (¥). Re-
placed by Paul Raymond (kybds).
Then followed bad patch for
group who, although they never
stopped gigging, went through
more line-up changes: Sylvester
and Bidwell left and Webb held
band together with new person-
nel.

In 1972-13 achieved something of
minor renaissance on U.K. club
circuit but finally came to an end
winter '73 after internal friction
during German tour. Webb joined
re-organised Savoy Brown ™ -
he’s since left — which also cur-
rently included Raymond and
Bidwell in line-up.

Recordings:

40 Blue Fingers Freshly
Packed And Ready To Serve
(Epic/Blue Horizon)

0.K. Ken (Epic/Blue Horizon)

100 Ton Chicken (Epic/Blue
Horizon)

Accept! Chicken Shack
(Epic/Blue Horizon)

Imagination Lady (London/
Deram)

Unlucky Boy (London/Deram)

The Chieftains

Paddy Moloney uilleann pipes,
tin whistle

Sean Potts tin whistle

Sean Keane fiddle

Martin Fay fiddle

Michael Tubridy flute,
concertina

Peadar Mercier bodhran, bones

Derek Bell harp

Group originally came together in
late '50s with intention of pre-
serving purity of Celtic music. The
Chieftains emerged from Sean
O’Raida’s folk orchestra, Ceol-
teoiri Chaulann, of which Moloney,
Potts, Tubridy and Fay were
members. Those four played on
Chieftains 1, recorded in 1962,
but group made albums only
rarely, concentrating on pursuing
their individual careers (Moloney
worked as administrator for
Gareth Brown'’s Claddagh
Records, but others all had jobs
outside the music business) and
working semi-professionally for
The Chieftains.

Soon reinforced by additions of
Keane (born 1946 and youngest
member of the band) and Mercier,
(born 1912, the oldest), band built
up impeccable reputation in Ire-
land as main custodians of national
folk heritage. Derek Bell, principal
harpist with BBC orchestra, was

last to join in 1972.

By Chieftains 4, Moloney,
musical arranger for the group,
had moved beyond mere creative
interpretation and gone into com-
position, while still remaining
within the framework of Irish
traditional music.

In 1975 their career was taken in
hand by Jo Lustig (formerly mana-
ger of Steeleye Span and Pent-
angle), and with sell-out concert
at London’s Albert Hall in March
1975, proved that appreciation of
their music extended far beyond
Eire. Shortly afterwards band
turned fully professional, being
received with great enthusiasm
both in U.S. and Europe.

Band have not adapted their style
at all to meet commercial de-
mands, and are popular primarily
because of their ethnic skills.
Although their acoustic music
has nothing to do with rock, they
are enthusiastically appreciated
by a rock audience; Mick Jagger,
Eric Clapton and Paul McCartney
are reported to be numbered
amongst the band’s most fervent
fans and Emmylou Harris plays
their music all the time. Moloney
composed score for Kubrick’s
“Barry Lyndon” (1975), and was
also featured on Mike Oldfield’s
Ommadawn album. The Chief-
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The Chieftains 5.
Courtesy Island Records.

tains also composed music for
U.K.s National Theatre production
of “Playboy Of The Western
World”, and are providing score
for another movie - Joseph
Strick’s film of James Joyce's
‘‘Portrait Of The Artist As A
Young Man”.

As evidence of current success,
Chieftains § - first album under
new recording contract — nudged
bottom of U.K. album chart, and
Chieftains 1-4. previously avail-
able only in Eire, were all issued

‘simultaneously in U.K.,, Europe

and U.S.

Recordings:

The Chieftains (Polydor/Island)

The Chieftains 2 (Polydor
Island)

The Chieftains 3 (Polydor
Island)

The Chieftains 4 (Polydor
Island)

The Chieftains 5 (Polydor
Island)

Contributions to:

Barry Lyndon (Original
Soundtrack) (Warner Br

Paddy Moloney and Sean Potts:

Tin Whistles (Claddagh]

The Chi-Lites

Marshall Thompson vocals
Creadel Jones vocals

Eugene Record vocals

Robert ‘Squirrel’ Lester vocals
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Above: Eric as reluctant axe hero. Ever since Layla, Clapton
has seemed to be hiding in his own shadow.

A highly successful vocal group
from Chicago, the Chi-Lites origin-
ally came together in 1961 as the
Hi Lites -~ a name they had to
change because it had already
been taken by another outfit.

In 1968 they signed for the Bruns-
wick label — at that time part of
the MCA organisation - and
Eugene Record came to the fore
as a songwriter/producer. It was
on his ingenuity and flair that the
group’s success was based.

They made several incursions
into the U.S. soul charts before
hitting the national charts with
(For God’s Sake) Give More
Power To The People. This
proved the start of a long se-
quence of hit singles; in 1971 the
band toured with Barbara Acklin,
and she and Record co-wrote
Have You Seen Her?, on which
The Chi-Lites brilliantly merged
doo-wop and soft-soul styles. It
sold by the million, reaching No. 3
in both the U.S. and U.K. charts in
1972. (A feat it all but repeated in
the UK. on its re-release three
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years later.)

The next single, Oh Girl, also
topped the U.S. charts, and the
band have since perfected a
mellow style that's been the basis
of subsequent hits like Homely
Girl, I Found Sunshine and It's
Time For Love. Record has now
established himself as one of the
most creative songwriter/pro-
ducers working in any field of
contemporary music.

Half A Love was augmented for
British release by the addition of
four tracks from the unreleased
album, Give It Away.

Recordings:

Give It Away (MCA/—)

(For God’s Sake) Give More
Power To The People (MCA
Brunswick)

A Lonely Man (MCA)

A Letter To Myself (Brunswick)

The Chi-Lites (Brunswick)

Toby (Brunswick)

Half A Love (Brunswick)

Compilation:

Greatest Hits (Brunswick)

Eric Clapton

= oo =]
United Kingdom's premier guitar hero, born March 30, 1945, Ripley,
Surrey, raised by foster parents. Studied stained glass design at
Kingston Art School before picking up guitar at 17, having listened ex-
tensively to records by Muddy Waters, Chuck Berry, Big Bill Broonzy
and Buddy Holly.

First group The Roosters Jan-Sept 1963, an early British R&B outfit, also
featured Tom McGuinness (% Manfred Mann, McGuinness Flint). Also
made occasional appearances with Blues Incorporated at Ealing,
London, club mentioned in British R&B (#) — as ‘‘stand in” for Mick
Jagger.

With McGuinness, spent two weeks in October 1963 with Casey Jones
And The Engineers before replacing Anthony “Top” Topham in
Yardbirds (#) as lead guitarist.

Was with Yardbirds up to group’s March '65 For Your Love U.K. hit
single but left soon after, disagreeing with band's freshly-acquired
commercial approach. Worked short while on building site until offer
to join John Mayall's Bluesbreakers spring '65.

It was during this period Clapton first accrued following as guitar
hero; his reputation spurred by shouts of “Give God a solo” at gigs
and the phrase ‘“Clapton Is God" which became a favoured graffiti
slogan on London walls.

Recorded on number of albums with Mayall (#) before handing over
guitar spot to Peter Green July 1966 and forming Cream (#) with Jack
Bruce and Ginger Baker. (While with Mayall, also cut three tracks for
Elektra as Clapton And The Powerhouse - a studio band including
Jack Bruce, Steve Winwood — which appear on 1966 Various Artists
anthology, What’s Shakin’.)

With Cream, enjoyed his first real commercial success and inter-
national recognition as rock’s foremost guitar virtuoso. Also made
guest appearances at time on Mothers Of Invention We’re Only In It
For The Money album (1967) and - uncredited — on the November
1968 Beatles White Album (Clapton solo on While My Guitar Gently
Weeps).

On demise of Cream Nov 1968, formed ill-fated Blind Faith (#) taking
time out from the group's 1969 U.S. tour to play with the Plastic Ono
Band - he appears on Live Peace In Toronto (% John Lennon) — and
with U.S. white soul act Delaney And Bonnie (#). When Blind Faith
split at end of 1969, Clapton set up residence in New York where he
started hanging out with Delaney Bramlett, eventually part-financing
and joining the Delaney & Bonnie U.S. tour January-March 1970.

With Carl Radle (bs), Jim Gordon (drms) and Bobby Whitlock (kybds) —
all to have subsequent Clapton associations in various groups - the
guitarist appeared on Delaney & Bonnie & Friends On Tour (1970)
live album.

Much of same personnel - including Delaney & Bonnie, plus addition
of Leon Russell and Steve Stills — also appeared on the Eric Clapton
solo album recorded in Los Angeles and released August 1970.
Around same time, also put in guest appearances on 1970 Leon Russell
album, Steve Stills’ Steve Stills I and George Harrison’s All Things
Must Pass set.

By this point, Clapton had become obsessed with living down what he
felt was overblown early reputation, his next way-stop being with
aforementioned ex D&B sidekicks Carl Radle, Jim Gordon and Bobby
Whitlock in new group he perversely dubbed Derek And The Dominos.
First live appearance was at a Dr Spock Civil Liberties concert; first
recording the Phil Spector-produced Tell The Truth single, released
in U.S. only.

Then came what many consider Clapton’s finest hour, the December
1970 Layla album credited to Derek and Dominos and using services
extensively of Allman Bros guitarist-leader Duane Allman. A master-
work, the Layla track itself was dedicated to ‘‘the wife of my best
friend" - Pati (Boyd) Harrison, who was later to separate from her ex-
Beatle husband and set up with Clapton.

However, Layla initially fell on stony critical ground and, partly due
to the new low-profile Clapton had been striving for, even more
barren commercial pastures.

During 1972 U.S. tour, Dominos did record a (rather unsatisfactory)
live album, Derek And The Dominos In Concert, but eventually fell
apart half-way through recording of follow-up studio set.

(In this period Clapton also appeared on Steve Stills II and Dr John's
The Sun The Moon And Herbs, both 1971, as well as appearing in
August same year at Concert For Bangladesh organised by George
Harrison.)

It is now public knowledge (Clapton didn't start giving press inter-
views again until 1974-75) that the guitarist suffered deep depression.
after death of close friend Duane Allman (# Allman Bros) and from lack
of public acceptance for Layla. As consequence, he went into hiding
in Surrey home. There followed two wasted years during which
Clapton fought heroin addiction, attempting to haul himself out of abyss
with assistance of friends such as Pete Townshend of The Who.

It was Townshend who organised, and appeared at — along with Steve
Winwood, Ron Wood and Jim Capaldi - Clapton's ‘‘come-back”
concert at London Rainbow January 1973, an event recorded live on the
somewhat disappointing Eric Clapton’s Rainbow Concert album
(Sept 1973).

However, the comeback was rather premature, and it wasn't until
the winter of 73-74, in new awareness that his addiction was destroying
him, that Clapton sought eventually-successful aid of London electro-
acupuncture therapist, following treatment by same with period
working as labourer on a friend'’s farm in Wales.

As Clapton himself later described it, one day he decided he was
fit again and got on a train to London where he walked into manager




Robert Stigwood’s office and announced he was ready to record an
album. Stigwood booked Clapton on plane to Florida where, with
assistance of Carl Radle from Dominos, new band was formed featuring
Radle (bs), George Terry (gtr), Dick Sims (kybds), Jamie Oldaker
(drms) and Yvonne Elliman (vcls, gtr). This line-up cut the widely-

461 Ocean Boulevard.
Courtesy RSO Records.

Eric Clapton. Coixrtesy
Polydor Records.

acclaimed 461 Ocean Boulevard album (released August 1974) in
Miami, following with U.S. and European tours. From the album came
Clapton’s hit single version of Bob Marley’s I Shot The Sheriff.
American singer Marcy Levy had augmented line-up by their second
album, There’s One In Every Crowd (1975), which disappointed in
comparison to predecessor, and the live set E.C. Was Here later same

year.

To describe Clapton’s recorded output as erratic would be a truism.
In many ways he’s a chameleon-like figure, quality depending on the
company he’s keeping at the time. But in every other sense he is one of
the great guitarists in rock — as well as one of the most imitated.

Recordings with Yardbirds, Mayall, Cream, Blind Faith, listed under

those entries.

Recordings:

Eric Clapton (Polydor)
Delaney & Bonnie & Friends
On Tour With Eric Clapton

(Atlantic)

Layla & Other Assorted Love
Songs (Polydor)

Derek And The Dominos In
Concert (RSO)

Eric Clapton’s Rainbow
Concert (RSO)

No Reason To Cry (RSO)

461 Ocean Boulevard (RSO)

There's One In Every Crowd
(RSO)

E.C. Was Here (RSO)

Compilations:

Eric Clapton And The
Yardbirds (Springboard/—)

The Blues World Of Eric

Clapton (London/Decca)

Eric Clapton At His Best
(Polydor)

History of Eric Clapton (Polydor)

Gene Clark

Born Tipton, Missouri, 1941, Clark
was a member of the New Christy
Minstrels in early '60s. In 1964 he
was in audience at Los Angeles
Troubadour to see Jim (now
Roger) McGuinn perform, and
within 24 hours was part of a trio
with McGuinn and David Crosby
which ultimately led to formation
of The Byrds.

With The Byrds, Clark was a
prolific writer, but his apparent
fear of flying led him to leave the
group in April 1966, after he had
made three albums with them
(Preflyte, Mr Tambourine Man,
Turn! Turn! Turn!) as well as
appearing on some of Fifth
Dimension, all as lead singer.

He later rejoined group for three
weeks in October 1967, but sub-
sequently embarked on erratic
solo career. He made Gene Clark
With The Gosdin Brothers (the
latter had previously been with
Chris Hillman, another original
Byrd, in The Hillmen) which was
remixed and re-released five
years later in U.S. only as Early
L.A. Sessions. Clark then joined
Doug Dillard (# Dillards) for two
memorable albums - The Fan-
tastic Expedition Of Dillard And
Clark and Through The Morn-
ing - Through The Night, a few
tracks of which are excerpted on
Grass Roots, and then resumed
a solo career proper with Gene
Clark and Roadmaster, the latter
so far being unissued in Britain.

In the meantime he was involved
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No Other. Courtesy
Asylum Records/WEA.

with unsuccessful Byrds reunion,
instigated by David Geffen, to
whose Asylum label he was by
then signed, and for whom he put
out the very creditable No Other
in 1974 - reminding everyone
that though he may have had a
strange career, everything he
does is always worthy of attention.
(% The Byrds.)

Recordings:

Gene Clark With The Gosdin
Brothers (Columbia/CBS)

The Fantastic Expedition Of
Dillard And Clark (A&M)

Through The Morning -
Through The Night (A&M)

Grass Roots (Dillard and Clark/

Flying Burrito Brothers) (A&M

Gene Clark (A&M)

Collector’s Series - Early L.A.
Sessions (Columbia/—)

Roadmaster (A&M)

No Other (Asylum)

immyvy CIliff
J y

Born James Chambers in St
Catherine, Jamaica in 1948, CIliff
quit college and moved to Kings-
ton in 1962 in search of a career
in the record business. First single
was Daisy Got Me Crazy, for
Count Boysie at Federal Studios,
but it wasn’'t until he began to
work with Chinese-Jamaican
Leslie Kong that Cliff gained his
first local hit, Hurricane Hattie.

Island Records boss Chris Black-
well persuaded him to move to
U.K. in 1965, but it was not until
the late '60s that he achieved
more than moderate success,
with, initially, Wonderful World,
Beautiful People, a UK. Top 10
hit, which he had written while
touring Brazil, and in 1970 with
Cat Stevens’ Wild World. In this
period too he also made the very
successful Jimmy CIliff album
back home in Jamaica, and boost-
ed his reputation by writing hit
singles for other artists — Let
Your Yeah Be Yeah for The
Pioneers and You Can Get It If
You Really Want for Desmond
Dekker.

But Cliff really wanted to be-
come an international star, and
things were moving a little too
disjointedly as far as he was con-
cerned. So he went to Muscle
Shoals to make Another Cycle, a
strictly non-reggae album. It was
his first error of judgment.

His big moment seemed to have
arrived when Perry Henzell, a
friend of Blackwell’s, offered him
the leading role in a film he was
making, ‘‘The Harder They
Come’. Both the movie itself and
Cliff's central performance, re-
ceived wide praise and the film -
to this day, probably Jamaica's
best — attracted a large cult follow-
ing, but hardly gained widespread
public acceptance. Also, the
theme-song which Cliff had writ-
ten failed to make the charts. He
became dispirited, and broke
with Island Records,- accepting a
lucrative offer from EMI (Warner
Bros in the U.S.).

Unlimited certainly has its mo-
ments, but his musig has lost direc-
tion and drive since he swapped
companies. In retrospect, Cliff’'s
difficulties seem to have been
born of his own uncertainties.
While most people thought of
him as a reggae artist, he himself
was greatly influenced by Ameri-
can soul music (one of his classic
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The Harder They Come.
Courtesy Island Records.

and most wideiy-recorded com-
positions, Many Rivers To Cross,
is a soul ballad), and he has often
favoured hybrid musical forms,
pitched somewhere between soul
and reggae. This is a tendency
that has been exacerbated by his

regular international touring and
method of making albums (he
often records half in Jamaica and
half in Los Angeles), so that,
unlike Bob Marley, he has divorc-
ed himself from his ethnic roots
and not built a popular home base.
Nevertheless, he has amply
shown his songwriting, singing,
acting and even sleeve-designing
abilities and just needs to put it
all together in the right way at
the right time. His day will surely
come.

Recordings:

Hard Road To Travel (A&M/
Island)

Jimmy Cliff (A&M/Trojan)

EAnother Cycle (A&M/Island)

Unlimited (Reprise/EMI)

Struggling Man ([sland)

House Of Exile (Reprise/EMI)

Brave Warrior (Reprise/EMI)

Follow My Mind (Reprise)

Contributions to:

The Harder They Come
(Soundtrack) (Mango/Island)

Compilation:

The Best Of Jimmy CIliff (Island)

Climax Blues
Band

Peter Haycock guitar, vocals

Colin Cooper vocals, saxes,
guitar, harp

Derek Holt bass, vocals

John Cuffley drums

Richard Jones keyboards

Formed 1969 around Stafford
area of England as six-piece
Climax Chicago Blues Band, in-
cluding all five members listed
above. Came in towards latter
part of British Blues Boom (»
and, as name suggests, their

material was strongly influenced
by Chicago Blues.

¢
Above: Peter Haycock.

This, with a few modifications, is
largely what Climax still play.
Since early '70s the band have
concentrated their attentions to-
wards the U.S. market — home
from home for so many British
blues bands (Savoy Brown, Fleet-
wood Mac, Foghat etc). There,
they have been relatively suc-
cessful, their albums invariably
just making the album lists.
Founder-member Richard Jones,
originally played bass, left after
recording of their 1969 debut
album to attend Cambridge Uni-
versity. Leaving with his degree,
Jones played with Principal Ed-
wards Magic Theatre up to that
group’s disbandment in 1974, re-
joining Climax in keyboards role
in 1975.

In the same year, the group's
appearance in cross-Europe Star-
truckin’ '75 package tour brought
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them back to attention of U.K.
audiences.

Recordings:

Climax Chicago Blues Band
(—/Parlophone)

Climax Chicago Blues Band
Plays On (—/Parlophone)

A Lot Of Bottle (—/Harvest)

Tightly Knit (Sire/Harvest)

Rich Man (Sire/Harvest)

FM/Live (Sire/Polydor)

Sense Of Direction (Sire/
Polydor)

Stamp Album (Sire/BTM)

Compilation:

1969-72 (—/Harvest)

The Coasters

Among most important of U.S.
black vocal groups, known as
The Robins before contracted to
Atlantic along with their produc-
tion/writing team Jerry Leiber and
Mike Stoller (% Leiber & Stoller)
in 1956. First U.S. hit following
year with Searchin’.

In States, consistent singles hit-
makers into early '60s, owing in-
novative reputation to Leiber/
Stoller compositions, bulk of
which provided song goldmine
for bands during U.K. R&B (#)
boom — Poison Ivy, Little Egypt,
Searchin’ etc. Material was half
humorous (Yakety Yak, Charlie
Brown), half quasi-documentary
(Shoppin’ For Clothes, Riot On
Cell Block 9). All titles mentioned
are on the 1973 compilation.

Recordings:
The Coasters - Early Years
(Atlantic)

Billy Cobham

Born May 16, 1944, Panama, raised
in New York. Jazz/rock percus-
sionist and composer/arranger.
First gigged with Billy Taylor and
New York Jazz Sextet 1967-68,
then met up with and joined Miles
Davis (‘) during European tour,
returning to States to record with
Davis on three albums.

Subsequently had spell with jazz/
rock outfit Dreams before becom-
ing part of John McLaughlin’s
Mahavishnu Orchestra (#). During
same period, much in demand as
sessionman for likes of James
Brown, Herbie Mann, Sam and
Dave, Larry Coryell etc. Spec-
trum, his first solo album in 1974,
featured Tommy Bolin (gtr) and
Jan Hammer (kybs).

Recordings:

Spectrum (Atlantic

Crosswinds (Atlarntic)

Shabazz (Atlantic)

A Funky Thide Of Sings
(Atlantic)

Eddie Cochran

The years that have €lapsed since
Cochran’s death in an automobile
accident — in April 1960 at the
age of 21 — haven't in any way
diminished either the Cochran
legend or his very real contribu-
tion to rock.

Not only was he an exceedingly
fine stage performer (as witnessed
by his role in “The Girl Can’t Help
It" and his performances on
British TV) and guitarist (Halle-
lujah, I Love Her So) but his
records encapsulated teenage
lifestyle of late '50s America.
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The singles Summertime Blues
(1958), C’Mon Everybody (1959),
and Somethin’ Else (1959) are
three of the greatest youth
anthems ever recorded - some-
thing later recognised by The
Who (®) ten years later when they
put their own stamp on Summer-
time Blues.

Born Oct 3, 1938, Cochran moved
with his family from Minnesota
to California, where he had the
opportunity to launch into a
record career in 1954 - first as a
rockabilly singer, and then, in-
fluenced by Elvis Presley, as a
raw rock 'n’ roller. He became
one of the more mature first-
generation rockers, and certainly
understood studio techniques. A
pioneer of multi-dubbing, both
C’Mon Everybody and Sum-
mertime Blues feature him sing-
ing and performing every part.

The Eddie Cochran Memorial
Album. Courtesy United Artists.

Like Gene Vincent, he was more
popular in the U.K. than the U.S.
When he died he had just com-
pleted a British tour with Vincent;
they were on their way to London
airport. By a macabre coinci-
dence, his current hit single was
Three Steps To Heaven.

All after first album were post-
humous releases.

Recordings:

Singin’ To My Baby (Liberty)

Memorial Album (Liberty)

My Way (Liberty)

Cherished Memories (Liberty)

The Legendary Eddie Cochran
(Liberty)

Legendary Masters, Vol. IV
(Liberty)

On The Air (United Artists)

A Legend In Our Time
(—/Union Pacific)

The Very Best Of Eddie
Cochran (15th Anniversary
Album) (United Artists)

Joe Cocker

Bom John Robert Cocker May 20,
1944 in Sheffield, England, attend-
ed Sheffield Central Technical
School, afterwards becoming gas
fitter with East Midlands Gas
Board.

At 14, discovered Ray Charles ($)
- an important influence — and at
15 joined local group The Cava-
liers, for whom he played drums
and harmonica, graduating to lead
vocalist two years later when
group were renamed Vance
Arnold and the Avengers.

In 1964 Decca offered Cocker a
contract and he was given six
months leave of absence by gas
board. First single, Lennon/
McCartney’s I'll Cry Instead was
flop, earning ten shillings royal-
ties, and after national tour on
same bill as Manfred Mann he
returned to gas-fitting.

Back in Sheffield he put together

the definitive British funk outfit,
the Grease Band, with original
line-up of Kenny Slade (drums),
Henry McCullough (gtr), Tommy
Eyre (kybds) and, most impor-
tantly Chris Stainton (bs) who was
to be Cocker’'s guiding musical
intelligence in years to come.

Band gigged round pubs and
clubs of the North, playing mostly
Tamla and soul, and cutting a
single for Sheffield University
Rag live at local King Mojo Club.

Cocker was persuaded to move
south again by offer from pro-
ducer Denny Cordell, which
Stainton had set up. Cocker cut
Stainton’s  Marjorine, which
aroused certain interest, before
his appearance at Windsor Jazz
and Blues Festival brought him to
public prominence, and next
single, again a Lennon/ McCartney
composition, With A Little Help
From My Friends, soared to No.
1 in U.K. and made U.S. Top 40.

Early in 1969 he made album
With A Little Help From My
Friends, with such notable ses-
sioneers as Jimmy Page, Stevie
Winwood and Albert Lee - an
early indication of the respect
accorded him by his fellow-
musicians.

With frequent comparisons to
Ray Charles, Cocker was soon
hailed as important and innovative
white blues singer, while his stage
style - resembling a flailing,
epileptic human windmill — was,
to say the least, distinctive, though
some found his apparent spas-
ticity offensive.
eNty
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Mad Dogs And Englishmen.
Courtesy A&M Records.

Grease Band'’s 1969 U.S. tour won
Cocker many friends, among
whom was Leon Russell (#).
Russell provided Cocker’s next
hit single, Delta Lady, and helped
supervise recording of Joe
Cocker in Los Angeles.

When Cocker arrived in States
in 1970 wishing to cancel a Grease
Band tour it was Russell who
arranged instead a massive 40-
plus entourage of musicians (in-
cluding many Delaney & Bonnie
sidemen), old ladies and dogs,
collectively known as Mad Dogs
And Englishmen, which ultimately
furthered Russell’s career more
than Cocker’s. A double live
album, Mad Dogs And English-
men, and an excellent full-length
feature film of the same title re-
sulted from the tour.

Chris Stainton had been the only
one of Grease Band on the tour —
meantime the Grease Band made
a remarkable album (1970) before
splitting up.

After Mad Dogs tour, Cocker
seemed on verge of physical and
mental disintegration, and there
were rumours of drug problems.
In any case, he disappeared for
a while out on the West Coast,

later returning to stay with his
parents in Sheffield. Made one
fleeting live appearance in 1971
at Sheffield City Hall, coming on to
sing with Rita Coolidge and the
Dixie Flyers, who were support-
ing The Byrds.

In 1972 reteamed with Stainton
and a 12-piece band and, after the
briefest of British tours, went to
Australia where he was busted for
drugs. The Stainton band soon
split, and he and Cocker put to-
gether Something To Say, a com-
bination of live material and studio
sessions which showed Cocker
had lost none of his mastery.

Despite its quality, however,
Something To Say had all the
signs of acute labour pains, and it
was clear Cocker was only hold-
ing his career together with con-
siderable aid of Stainton.

Nevertheless they again parted
company; Stainton went on to
form short-lived Tundra, Cocker
to return to Los Angeles, though
clearly his career was in bad
shape. His next mentor was Jim
Price (trumpet-player with the
Mad Dogs), and though he pro-
duced Cocker's next two albums,
it was evident that he was unable
to find sympathetic musical set-
tings for Cocker’s unique voice.
Stingray (1976), produced by Rob
Fraboni was a big improvement.

Cocker is now virtually a recluse;
he has always been suspicious of
the press, rarely gives inter-
views, and rarely performs live.
He was easily the most convincing
blues/soul singer to emanate
from U.K., though he was virtually
adopted by Americans, and has
often seemed one of rock’s sad-
dest casualties.

Recordings:

With A Little Help From My
Friends (A&M/Regal
Zonophone)

Joe Cocker (A&M/Regal
Zonophone)

(both now repackaged as
double-album)

Mad Dogs And Englishmen
(A&M)

Cocker Happy (A&M/Fly)

Something To Say (A&M/Cube)

I Can Stand A Little Rain
(A&M/Cube)

Jamaica Say You Will (A&M/
Cube)

Stingray (A&M)

Cockney Rebel

Steve Harley vocals

Jim Cregan guitar

George Ford keyboards
Duncan McKay keyboarcs
Stuart Elliott drums
Lindsay Elliott percussion

Formed 1973 by one-time jour-
nalist Harley (real name Steven
Nice, b. South London Feb 27,
1951) who advertised for musi-
cians resulting in line-up contain-
ing StuartElliott, Jean-Paul Crocker
(vIn), Paul Avron Jeffrys (bs) and
Milton Reame-James (kybds).

Reworking elements of David
Bowie, Bob Dylan and Roxy Music,
Rebel were established early on
as a vehicle for the forceful
Harley personality. First hit UK.
charts with single Judy Teen
(1974). Almost immediately Harley
developed provocation as social
style, keeping his name con-
stantly in U.K. music press but
bringing disintegration of original
Rebel through internal friction.



New line-up - billed as Steve
Harley and Cockney Rebel - made
debut at Reading Festival in U.K.
September '74, and in early '75
Harley's Dylanesque Make Me
Smile single went on to become a
UK. No. 1.

From that point he remained
fairly low-profile, seeing a fall '75
single Black On White shot flop
disastrously, bearing more criti-
cal scorn in UK., and ending that
year supporting The Kinks none
too successfully on a U.S. tour.
Returned to UK. for early 1976
tour and release of Timeless
Flight.

Guitarist Jim Cregan previously
with Family (9).

Recordings:

The Human Menagerie
(Capitol/EMI)

Psychomodo (Capitol/EMI)

The Best Years Of Our Lives
(Capitol/EMI)

Timeless Flight (Capitol/EMI)

Compilations:

A Closer Look (Capitol/—)

Leonard Cohen

Canadian poet/novelist who sub-
sequently embarked on success-
ful singer/songwriter career. Born
Montreal 1934, he has written
several volumes of poetry, first
four of which are available in col-
lected form - “Poems 1956-68".
Also two novels: “The Favorite
Game” (1963) and ‘'‘Beautiful
Losers” (1966).

Began to set poems to music, and
when Judy Collins recorded
Suzanne in 1966 his solo career
started to take shape. He was also
assisted initially by a film, ‘'Ladies
And Gentlemen . . . Mr. Leonard
Cohen”, made by the National
Film Board Of Canada.

The Songs Of Leonard Cohen
was well received, full of haunt-
ing compositions which well suited
his lugubrious, flat vocals. Songs
From A Room, though it didn’t
have the impact of its predecessor,
was similarly successful, and
Cohen began to undertake a
series of live appearances in U.S.
and Europe. For his first Euro-
pean tour in 1970, he employed a
backing group called The Army,
which included Bob Johnston (¥),
by now his producer.

Basically, however, Cohen lack-
ed necessary stimulus to be a
rock star — he was a reserved,
slightly academic figure and was
reportedly dismayed by the
adulation fostered by live appear-
ances.

LFONARE CONE

Songs From A Room.
Courtesy CBS Records.

Songs Of Love And Hate gave
the impression of being released
with little enthusiasm; certainly it
was received with little. The
appeal of his droning, tuneless

singing had momentarily worn
thin. He suggested that he wanted
to abandon his singing career,
and as no new material was forth-
coming Live Songs was released
in 1973 - a collection of some of
his most famous songs, performed
in concert at least two years
earlier. Tony Palmer () directed
movie about Cohen’s 1971 Euro-
pean tour, “‘Bird On The Wire”.

But Cohen’s years of inactivity
were not after all a prelude to his
retirement. He put together an
album of new material in 1974,
New Skin For The Old Cere-
mony, and in 1976 went back on
the road.

If Cohen’s problem is that he is
too self-consciously a poet ever
to develop into a first-rate song-
writer, equally it cannot be denied
that he has brought to rock music
an awareness of the more formal
disciplines and classical themes of

poetry.

Recordings:

The Songs Of Leonard Cohen
(Columbia/CBS)

Songs From A Room
(Columbia/CBS)

Songs Of Love And Hate
(Columbia/CBS)

Live Songs (Columbia/CBS)

New Skin For The Old
Ceremony (Columbia/CBS)

Compilation:

Greatest Hits (Columbia/CBS)

Judy Collins

Born Denver, Colorado, May 1,
1989. Like many after her a tradi-
tional folk-singer turned protest
singer turned singer/songwriter;
but she was better placed - being
more talented - to ride on the
crest of every successive wave of
fashion.

Her father Chuck Collins, al-
though blind, was well-known
figure in radio in Denver and on
West Coast. He died in 1967 (Judy
writing My Father about him).

Hers was a thorough musical
education. At age of six she began
studying to be a classical pianist,
often practising eight hours a
day, and then playing with the
Denver Businessmen’s Symphony
Orchestra. She made her first
public performance at 13, playing
Mozart.

She attended school in Jackson-
ville, Illinois, and University of
Colorado. Interest in folk music
developed, spending vacation
summers at Rocky Mountain
National Park, and she decided a
career as concert pianist was not
for her.

She began singing regularly at
folk-clubs in Colorado, and then
moving east to Chicago. A Maid
Of Constant Sorrow, her debut
album, was confined to traditional
material, but by Judy Collins
No. 3 she was singing more con-
temporary material, including the
protest songs of the day.

Her political consciousness thus
stimulated, she was a regular per-
former on platforms at protest
marches. By the time of her fourth
album, The Judy Collins Con-
cert, she was including much
material of the angry young folk-
singers — Tom Paxton, Phil Ochs
and Bob Dylan.

With her good musical training,
she soon began to find the voice/
guitar formula too restrictive and
developed musical ideas on In
My Life, which was recorded in

London. It included, for example,
songs featured in Peter Brook’s
Aldwych Theatre production of
Peter Weiss’ ‘‘The Marat/Sade’’,
with complete orchestral backing.

In My Life was not so much in-
novatory as revolutionary; it
opened up new vistas for all her
contemporaries. So did Wild-
flowers, which in its lush roman-
ticism, was practically a musical
companion piece to a film like
“Elvira Madigan’'. It was also first
album to feature any of her own
compositions. Who Knows Where
The Time Goes featured her own
electric back-up group, which
included Stephen Stills on guitar.
They had brief affair, and he wrote
Suite: Judy Blue-Eyes after she’d
gone.

In My Life. Courtesy
Elektra Records/WEA.

In 1969 she also tried her hand at
acting, in Ibsen's ""Peer Gynt".

Whales And Nightingales, in
1971, gave her a huge and un-
likely hit on both sides of the
Atlantic with her arrangement of
the traditional hymn Amazing
Grace, which subsequently be-
came one of the most-performed
songs of the '70s. The album also
contained her version of Farewell
To Tarwathie, an old Scottish
whaling song used in conjunction
with the so-called songs of the
humpbacked whale, recorded by
Roger Payne, of the New York
ZoologicalSociety, offtheBahamas.

Since the early '60s Judy Collins’
musical vision has consistently
outstripped everyone else’s. She
describes herself as an interpre-
tative singer, and has been par-
ticularly successful in bringing to
public attention the works of little-
known songwriters. Joni Mitchell,
Leonard Cohen, Randy Newman
and Sandy Denny, among others,
have good reason to be grateful
to her. Possessed of an excellent
voice, and a fine ability at arrang-
ing material; it was not until
True Stories And Other Dreams
that her own abilities as a song-
writer were first made evident.

In 1972/73 she was involved with
directing a documentary film
about her former professor of
music, Antonia Brico; the film was
nominated for an Academy Award
for best documentary.

She returned to the U.K. singles
charts in 1975 with her version of
Send In The Clowns (from the
Stephen Sondheim musical “‘A
Little Night Music’’). The album
from which it was taken, Judith,
also sold very well. It also con-
tained Born To The Breed, a
song about her son, born in 1959;
she was married to university
lecturer Peter Taylor (the mar-
riage was dissolved in 1966).

She has continued to tour both
the US. and UK. regularly,
though infrequently, usually ac-
companied by a small ensemble.

Since the momentum of her career
has not slackened since 1960, and
since she tackles all her activities
with care and thoroughness, it's
safe to assume she will continue
to be successful. Judith was pro-
duced by Jerry Wexler, and she
has made a second one with him.

Recordings:

A Maid Of Constant Sorrow
(Elektra)

Golden Apples Of The Sun
(Elektra)

Judy Collins No. 3 (Elektra)

The Judy Collins Concert
(Elektra)

Fifth Album (Elektra)

In My Life (Elektra)

Wildflowers (Elektra)

Who Knows Where The Time
Goes (Elektra)

Whales And Nightingales
(Elektra)

Living (Elektra)

True Stories And Other Dreams
(Elektra)

Judith (Elektra)

Compilations:

Recollections (Elektra)

Colors Of The Day - The Best
Of Judy Collins (UK. title:
Amazing Grace - The Best Of
Judy Collins) (Elekira)

Ay Collin

Judith. Courtesy Elektra
Records/WEA.

Colosseum

Jon Hiseman drums

Dick Heckstall-Smith saxes
Dave Greenslade keyboards
Mark Clarke bass

Dave Clempson guitar
Chris Farlowe vocals

Formed 1968 from nucleus of
musicians on John Mayall’s (9)
Barewires album: Hiseman, R&B
veteran Heckstall-Smith (ex
Graham Bond etc) and founder
bassist Tony Reeves. Music was
fusion of jazz/rock, with Hiseman
firmly at helm.

A child pianist, later drummer
and jazz aficionado, first played in
jazz-oriented outfit which also
included Dave Greenslade and
the aforementioned Reeves. Sub-
sequently with Don Rendell Quin-
tet (alongside Graham Bond (¥)),
turning professional with Bond's
newly-inaugurated Organization
in 1966. In between that and ap-
pearance in Mayall's Bluesbreak-
ers, had stints with Georgie Fame
and New Jazz Orchestra, which he
helped form.

Leading light behind Colosseum,
Hiseman guided them towards
considerable UK. gig following
while constantly having to over-
come personnel changes possibly
caused by rigid structure of
evertually-too-complex music.

Best albums were the first and
second, both 1969, particularly
the latter’s epic title-track. (Both
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albums noticeably influenced by
Graham Bond.) Originals Reeves
and Jimmy Litherland (gtr) left at
this point.

Daughter Of Time (1970), the
first album with Chris Farlowe (#)
on vocals, was also last studio
album proper. Here, Hiseman's
ambitious lyrics severely re-
stricted band. The 1971 live set
backed up group’s high UK.
standing as stage band.

Disbanded autumn 1971: Hise-
man formed Tempest (¥ with
Mark Clarke; Dave Clempson
joined Humble Pie (#); Dave
Greenslade re-united with Tony
Reeves to form eponymous
Greenslade (9); Farlowe teamed
up with Atomic Rooster (#) for
short spell and Heckstall-Smith
went own way.

In summer 1975 group revived
under name Colosseum I by
Hiseman and Irish guitarist Gary
Moore (ex-Skid Row, Gary Moore
Band, Thin Lizzy) after pair had
worked together on and off dur-
ing previous year on various
projects. Line-up completed by
Mike Starrs (vcls), Neil Murray (bs)
and Don Airey (kybds).

Colosseum II played first UK.

tour fall 1975, recording first
album same period for 1976
release.

Recordings:

Those Who Are About To Die
We Salute You (Dunhill/
Phillips)

Valentyne Suite (Dunhill/
Bronze)

Daughter Of Time (Dunhill/
Vertigo)

Colosseum Live (Dunhill/
Bronze)

Compilations:

The Collector’s Colosseum
(—/Bronze)

Colosseum II:

Strange New Flesh (—/Bronze)

Commander
Cody And The
Lost Planet
Airmen

Commander Cody (George
Frayne) vocals, piano

Andy Stein fiddle, saxophone,
trombone

Bobby Black pedal steel

Bill Kirchen guitar, vocals

Bruce Barlow bass, vocals

Lance Dickerson drums, vocals

Norton Buffalo harp, vocals,
trombone

Rick Higginbotham rhythm
guitar

Formed by George Frayne (Cody)
and John Tichy in Detroit, who had
studied together at University of
Michigan in Ann Arbor. Band was
free assembly of musicians, large-
ly country-based but playing a
wide variety of styles, but all in a
semi-anarchic manner, which has
remained trademark ever since.

From 1968 this loose aggrega-
tion of students and freaks began
to take on more permanent basis,
with introduction of Stein, and
then Billy C. Farlow (from Billy C.
& The Sunshine, a white electric
blues band, like Butterfield’s) and
Bill Kirchen and Higginbotham
from another Ann Arbor band,
The Seventh Seal.

Played gigs in and around
Detroit, but in 1969 Kirchen recon-
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noitred the West Coast, and band
moved out to San Francisco,
where their blend of C&W,
rockabilly, cajun and truck-drivin’
music soon gained them respect-
able following.

Group consistently went through
personnel changes, but basic
team of Cody, Stein and Kirchen
have remained since the start,
preserving their brand of musical
mayhem.

In November '7l released first
album, for Paramount, Lost In The
Ozone, but it was their second,
Hot Licks, Cold Steel And
Truckers’ Favourites — made
on a four-track for a mere $5,000
that captured their vitality and
looseness, and that many consider
their most successful. When ABC
bought out Paramount, Airmen
switched to Warner Bros and
though their first album was
dreadful, their next, Tales From
The Ozone produced by Hoyt
Axton (), showed the band at
their versatile best.

Commander Cody has acted as
session musician on albums by
Poco, Link Wray and the New
Riders Of The Purple Sage.
Majority of the Airmen formed off-
shoot band, October '75, called
The Moonlighters, to play occa-
sional small club gigs; Billy C.
Farlow left band at end of 1975 to
form The Billy C. Farlow Band, in
order to concentrate more on
playing R&B music.

Recordings:

Lost In The Ozone (Paramount)

Hot Licks, Cold Steel And
Truckers’ Favourites
(Paramount)

Country Casanova (Paramount)

Live From Deep In The Heart
Of Texas (Paramount)

Commander Cody And His
Lost Planet Airmen
(Warner Bros)

Tales From The Ozone
(Warner Bros)

Billy Connolly

Born Anderston, Glasgow, 1942,
Connolly is a ribald Scottish
comedian and erstwhile folk
singer whose irreverent sense of
humour was equally as important
as the music of Bay City Rollers (%)
in bringing popular Scottish cul-
ture to the rest of the U.K.

Leaving school at 16, had a
variety of occupations (messen-
ger, welder, paratrooper, oil-
rig worker) before teaming up
with Tam Harvey in late ’60s to
form Scottish folk duo The Humble-
bums, Harvey being replaced in
1968 by Gerry Rafferty, now of
Stealers Wheel (). Humblebums
had little immediate success, but
a sizeable cult following.

Connolly, though, unable to take
folk music seriously, embarked
on solo career where his humour
and on-stage charisma rapidly
ousted his uncertain singing as
‘“raison d'etre” of his live shows.
With little media attention Con-
nolly managed to become national
institution in Scotland — colloquial-
ly referred to as The Big Yin —
before anyone south of Hadrian’s
Wall had heard of him.

Towards end of '74, Connolly
bandwagon began to reach rest
of Britain, partly due to new record
contract with Polydor, partly to
remarkably successful appear-
ances as guest on Michael Parkin-
son’s BBC-TV ‘‘chat” show.

Cop Yer Whack For This, re-

corded live at Glasgow Kings
Theatre, went gold in U.X,, and in
autumn °'75 next album Get
RIGHT Intae Him (recorded at
Apollo Theatre, Glasgow) was
similarly  successful,  though
neither album captured essence
of his stage act which by now
ranged from the merely scurri-
lous to the unashamedly scato-
logical.

Late in '75 Connolly’s new
status was confirmed by U.K. No. 1
single - a parody of Tammy
Wynette’s D.I.V.O.R.C.E.

Words And Music, issued in
1975, a compilation of material
from his first two Transatlantic
albums.

Recordings:

Billy Connolly Live
(—/Transatlantic)

Solo Concert (—/Transatlantic)

Cop Yer Whack For This
(Polydor)

Get RIGHT Intae Him (Polydor)

Ry Cooder

Born Los Angeles, March 15, 1947,
Cooder had established first-class
reputation as session-man by the
end of '60s.

During adolescence, learned
directly from people like
Reverend Gary Davis, and as
early as 1963 developed blues act
with Jackie de Shannon - though
it came to nothing. Listened to
records of late delta blues singers
to acquire expert knowledge of
bottleneck guitar, and then in 1966
formed band with Taj Mahal (9)
called the Rising Sons which
worked Hollywood area. After
this, moved on to work with
Captain Beefheart, playing slide-
guitar on Beefheart’s first two
albums.
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Above: Ry Cooder.

It was at this time he began to be
offered session-work regularly.
He met Jack Nitzsche (#), and
through him worked on the
scores of “Candy”, and the Mick
Jagger movie ‘Performance’;
he was also featured on the
Rolling Stones’ Let It Bleed
album.

In the '70s he has continued his
session-work, with people like
Randy Newman and Maria Mul-
daur, and has initiated own re-
cording career and undertaken
rare live appearances as soloist.
Albums have all been of high
standard, and display an almost
academic approach to his sub-
ject; his work is remarkable for
its smooth blending of folk, rock,
country and blues and for his
comprehensive knowledge of
American folk and blues of the
'30s.

Recordings:

Ry Cooder (Reprise)

Into The Purple Valley
(Reprise)

Boomer’s Story (Reprise)

Paradise And Lunch (Reprise)

Sam Cooke

A pioneer soul singer, Cooke,
like Ray Charles, put secular
words in a gospel musical con-
text and paved the way for
modermn soul music.

Bomn Chicago, Jan 22, 1935, one
of eight sons of a local Baptist
minister. In the first half of the
’80s, sang with gospel group
called Soul Stirrers (which alsc
featured Johnny Taylor); he want-
ed to turn to pop music, but was
afraid of effect this might have on
both his gospel audiences and his
father, so at first his early pop
releases were issued under pseu-
donym Dale Cook. When truth
came out, he was forced to leave
Soul Stirrers, but he entered pop
market with his father’s blessing,
and took his self-composed You
Send Me to Keen Records. It
became his first million-seller,
and Cooke had many more hits
for the label, including Only
Sixteen.

By the time he moved to RCA in
1960 he was writing all his own
material, and in next four years
enjoyed unbroken succession of
hits, including Wonderful World,
Twistin’ The Night Away, Chain
Gang and Bring It On Home To
Me.

Though Cooke'’s best was very
good indeed, he did go too far
into the pop market, and much of
his RCA material (produced by
Hugo & Luigi) veers into the ex-
cesses of supper-club schmaltz —
but the superbly distinctive voice
made even this eminently listen-
able.

On Dec 11, 1964, Cooke was shot
dead in sordid circumstances in a
Los Angeles motel. If he was in-
fluential while he lived, he was
even more so after his death. His
ballads became the raw material
for soul music as it emerged in
mid-'60s; Otis Redding recorded
Wonderful World, Shake, A
Change Is Gonna Come and
Chain Gang. Aretha Franklin
made You Send Me one of her
earliest hits, while over in England
The Animals recorded Bring It
On Home To Me.

In recent years, Rod Stewart has
frequently named Cooke as his
favourite singer, and has recorded
versions of You Send Me, Bring
It On Home To Me and Twistin’
The Night Away as tributes.

Meanwhile, the enduring legacy
of Sam Cooke was demonstrated
early in 1976 when two of his
songs — Cupid and Only Sixteen —
were simultaneously moving up
the U.S. Top 20, in versions by
Dawn and Dr. Hook respectively.

Recordings:
This Is Sam Cooke (RCA)

Priscilla

¢oolidge

®» Booker T. &
The M.C.s




Rita Coolidge

Born Nashville, Tennessee, 1944.
Daughter of Baptist minister, she
sang in church choirs from age of
two. Attended Florida State Uni-
versity where she formed a band,
RC & The Moonpies. When the
family moved to Memphis, she
and her sister, Priscilla, began
doing radio spots and jingles;
Priscilla started gaining more
professional work, which brought
her into contact with Booker T.,
whom she married in 1971. (%
Booker T. & The M.G.s.)

Rita also cut a single in Memphis
which became local hit, but by
then she’d moved on to Los
Angeles where she met up with
Delaney & Bonnie (9), beginning
her career with them as a back-up
singer and one of the Friends.

She recorded with them on
Down Home and Accept No
Substitute and toured with the
famous Friends band three times,
winning a first-class reputation
with her fellow professionals.
Leon Russell wrote Joe Cocker’s
hit Delta Lady as a tribute to her.
When the Delaney & Bonnie &
Friends operation was discon-
tinued, she moved, as did most of
the other Friends, to work on the
notorious Cocker/Russell Mad
Dogs And Englishmen tour.

For some time was a constant
back-up performer on West Coast
supersessions, working with
Stephen Stills and Eric Clapton on
their debut solo albums. Her own
albums, Rita Coolidge and Nice
Feelin’ featured musicians of the
same stable, but leant more to-
wards country music.

Then in 1973 she married Kris
Kristofferson, and settled down to
a more subdued parallel career
with him, appearing with him in
Peckinpah’s film, "Pat Garrett
And Billy The Kid", and collaborat-
ing on two albums (® Kris Kristof-
ferson).

She has a son, Casey, born in
1974.

Recordings:

Rita Coolidge (A&M)

Nice Feelin’ (A&M)

The Lady’s Not For Sale (A&M)
Fall Into Spring (A&M)

It's Only Love (A&M)

Alice Cooper

Bom Vincent Furnier Feb 4, 1948,
Detroit, Michigan, a preacher’s
son. Raised in Phoenix, Arizona,
where he formed rock band with
school-mates Glen Buxton (gtr),
Michael Bruce (rhym gtr, kybds),
Dennis Dunaway (bs) and Neal
Smith (drms). In Beatle hats and
yellow corduroy jackets, played
mostly Rolling Stones material
under names The Earwigs,
Spiders and Nazz.

In 1968, after local hit in Phoenix,
shifted operations to Los Angeles
where they appeared under bill-
ing Alice Cooper. Eked living out
of bars and clubs circuit before
being discovered by manager
Shep Gordon, who got them sign-
ed to Frank Zappa's newly-
inaugurated Straight label. Garish-
ly made-up, and with a burgeon-
ing reputation as the worst band
in L.A., they were certainly bizarre
enough for Zappa, whose label
released the undistinguished
Pretties For You in 1969 and

Easy Action the following year.

Neither did anything to suggest
that Alice Cooper was much more
than a rock 'n’ roll freak show and,
after a year of further scuffling
around L.A., the outfit moved to
Detroit $100,000 in debt (they
lived there in a motel, five to a
room) feeling that they could
empathize with a city that had
produced such similarly high-
energy bands as The Stooges and
MCS.

There they came under wing of
iron-fisted producer Bob Ezrin,
under whose direction they re-
corded the 1970 Love It To
Death album which changed
their artistic credibility and com-
mercial fortunes almost overnight.
From that album, I'm 18 -
America’s equivalent to My Gen-
eration — smashed into the U.S.
singles chart.

Killer enhanced growing record
reputation, and utilizing Theatre
Of The Absurd stage show -
Alice chopping up dolls and em-
ploying props such as electric
chairs, boa constrictors and gal-
lows — were soon established as
the top U.S. box office attraction.

Title track from 1972 School’s
Out collection became million-
seller and broke band in UK.
However, early 1973 Billion
Dollar Babies album (though
American tour of same name was
one of biggest money-making
jaunts in history of rock) saw
start of Alice Cooper’'s descent
into self-parody and grossed-out
theatricals evident in all sub-
sequent activities.

In 1974 Cooper axed original
members, replacing them with
Dick Wagner and Steve Hunter
(gtrs), Prakash John (bs), Whitey
Glan (drms) and Josef Chirowsky
(kybds), all of whom had played
for Lou Reed.

Following year signed new re-
cording contract with Atlantic in
U.S., Anchor in U.K,, for whom he
recorded Welcome To My
Nightmare (1975), touring both
countries with stage revue of
same name. Cooper’s appeal has

Above: Alice and fan.

abated (some critics have said it's
redundant) since peak period of
Elected and School’s Out singles
(1972), though he can still boast
considerable following — a minor
percentage of which is attracted
through his activities as golfer,
his other love after rock 'n’ roll.
First two albums repackaged by
Warner Bros 1973 as Schooldays
- The Early Recordings.

Recordings:

Pretties For You (Straight)

Easy Action (Straight)

Love It To Death (Warner Bros)

Killer (Warner Bros)

School’s Out (Warner Bros)

Billion Dollar Babies (Warner
Bros)

Muscle Of Love (Warner Bros)

Welcome To My Nightmare
(Atlantic/Anchor)

Alice Cooper Goes To Hell
(Warner Bros)

Compilations:

Greatest Hits (Warner Bros)

Kevin Coyne

Born in Derby, England, Jan 27,
1944, Coymne attended local art
college before taking a job in
1965 as social therapist in a psy-
chiatric hospital in Preston. He
stayed there until 1969 when he
moved to London to advance his

Below: Alice Cooper, son of a preacher man.

singing career, which until then
had been sporadically pursued
in local clubs.

Since Coyne had a family to sup-
port, he took another job as
social worker in the London
borough of Camden, while he
simultaneously joined Siren as
vocalist; shortly afterwards the
band was given a contract by
Dandelion Records (owned by
English D] John Peel), and made
two albums. Despite the promis-
ing start, little happened, and in
1972 Coyne took the plunge by
quitting both his job and the band,
and then made a solo album Case
History, which is now very much
a collector’s item, undertook a
European tour with his Dandelion
stable-mates and co-wrote a revue
which played at London’s ICA.

In 1973 he signed a contract with
Virgin Records, and his career
began to assume more positive
shape. Marjory Razor Blade was
released to critical acclaim, though
its mannered vocals and re-
nouncement of conventional song
formulae seemed almost wilfully
anti-commercial. (A double set,
Marjory Razor Blade, was re-
duced to just one album for U.S.
release.)

Blame It On The Night was a
more fluent and musically sophis-
ticated album, and Coyne was
developing a style of his own. He
put together a band which played
dates throughout U.K. and Europe
but fell apart early in 1975, and
was replaced by another line-up
which made Matching Head
And Feet, a disappointing album.
Coyne then reconstituted his band
again for Heartburn in 1976.
The last line-up was: Zoot Money
(kybds, vcls), Andy Summers
(gtr), Steve Thompson (bs) and
Peter Woolf (drms). This band was
dissolved in summer 1976.

Recordings:

Case History (—/Dandelion)

Marjory Razor Blade (Virgin)

Blame It On The Night (Virgin)

Matching Head And Feet
(—/Virgin)

Heartburn (Virgin)

Crabby
Appleton
® Michael Fennelly

Crazy Horse

Best known for enduring associa-
tion with Neil Young (®) and for
one brilliant album of their own.
Story started with Billy Talbot
(bass), Ralph Molina (drums),
George Whitsell (guitar) and
Danny Whitten (guitar and vocals)
who formed a West Coast group
called The Rockets.

Talbot, Molina and Whitten pro-
vided the entire backing for
Young’s second solo album,
Everybody Knows This Is No-
where (which contained the track
Running Dry - Requiem For
The Rockets) and then recruited
keyboards session-man Jack
Nitzsche () to become Young's
regular back-up group, both on
record and stage.

Their own first album, for which
they also added Nils Lofgren (%)
on guitar, was one of the strongest
of 1971; it was full of strong com-
positions, including Gone Dead
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Train from the film “Per-
formance”, and Whitten’s I Don’t
Want To Talk About It, later re-
corded by Rod Stewart on Atlan-
tic Crossing.

However, by the time they made
Loose (1972), Whitten and Nitz-
sche had moved on, and only
Talbot and Molina remained,
though Whitsell, from The Rockets,
returned, and John Blanton (key-
boards) and Greg Leroy (guitar)
had been added. Loose was an
obvious anticlimax after Crazy
Horse, but despite the band’s
rapidly diminishing status as a
separate unit, Talbot and Molina,
the constants in band, kept things
going, replacing Whitsell and
Blanton with Rick and Mike Curtis
respectively, but Crazy Horse
Kt Crooked Lake made little
impact.

This brought about the band’s
temporary demise, and for his
concert dates in 1972 and the
Harvest album, Young formed a
new backing group, the Stray
Gators. (Ben Keith — steel guitar;
Kenny Buttrey - drums; Tim
Drummond - bass; Jack Nitzsche —
piano). Then, in November of that
year, Danny Whitten died of drug
overdose.

Young retained all his side-men
except Buttrey for Time Fades
Away, though by then the team
was no longer called the Stray
Gators. Though the various per-
sonnel (perm any four from eight)
were continuing to work with
Young, it wasn’t until 1975 that he
resuscitated Crazy Horse. To-
night’s The Night was an album
dedicated to Whitten (and Bruce
Berry, one of Crazy Horse’s
roadies, who had met a similarly
tragic fate), and featured a picture
of the band (Keith, Lofgren,
Talbot and Molina) with an empty
space where Whitten should have
been. Then, on Zuma, for the
first time since Everybody Knows
This Is Nowhere, Young once
again co-credited Crazy Horse on
one of his albums. By this time,
Crazy Horse were Talbot, Molina
and Frank Sampedro on guitar.
The story just goes on and on.

Recordings:

Crazy Horse (Reprise)

Loose (Reprise)

Crazy Horse At Crooked Lake
(Epic)

Cream

Eric Clapton guitar, vocals
Jack Bruce bass, vocals
Ginger Baker drums

In theory Cream were first super-
group — pre-dating Blind Faith. In
fact, when band formed only
Clapton (#) had any kind of size-
able reputation — and it took suc-
cess in U.S. to get U.K. attention.

Bruce (9) and Baker (9) were pre-
viously in Graham Bond Organi-
zation, a group whose virtuoso
“feature” format was inherited by
Cream when they recruited Eric
Clapton from John Mayall's Blues-
breakers in 1966.

According to Clapton, Cream
was originally planned as blues
trio, “like Buddy Guy with a
rhythm section’”. However, first
album - released after major
debut appearance at 1966 Windsor
Festival - revealed an outfit
founded on strident blues-based
numbers but with accent on im-
provisational technique, an un-
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usual feature at this time. Also
showed unexpected vocal and
textural strength suggesting com-
mercial potential in pop market —
a side of band developed on
Disraeli Gears (1967) second
album.

Simple, riffed sequences were
topped with slightly strange
melody lines, a method epitomiz-
ed in Sunshine Of Your Love and
Cream’s second U.K. hit single
Strange Brew (1967).

However, group’s first U.K. chart
success was earlier same year
with I Feel Free — the song that
established Bruce and Pete Brown
(% as writing team. Shortly after,
group were feted in U.S. where
they subsequently spent most of
their time.

In fact, from 1967, through 1969,
every Cream album exceeded
one million sales mark in U.S. as
group’s reputation spread rapidly
across country, backed up by
SRO gigs wherever they ap-
peared. Sunshine Of Your Love

single was also million-seller, and
Anyone For Tennis, White Room
(both 1968) and Crossroads,
Badge (1969) kept band in U.S.
singles charts.

Their third album, the double
Wheels Of Fire set, was in fact
recorded in New York and San
Francisco, and its 1968 success
enhanced Cream’s position as
world-wide act. With hindsight, it
fails to convince: awkward con-
trasts between pure pop and
straight blues on studio set, and
somewhat suspect playing on
much of live sides showed in-
herent cracks in facade - dis-
parate aims and too much time on
the road.

As 1968 wore on, group them-
selves began to share feeling that
their progress as unit had run its
course and in fall of that year they
announced impending disband-
ment. On Nov 26, 1968, at Royal
Albert Hall, London, group played
emotional farewell concert.

They went on, however, to work

Left: Disraeli Gears. Polydor.

in studio for one final album, the
1969-released Goodbye, from
which came Clapton’s Badge U.S.
and UK. hit (co-written with
George Harrison). Goodbye, in
fact, suffered from same schizo-
phrenic traits as Wheels Of Fire
but does include Cream's best
live cut after famous Crossroads,
a half-crazed version of Skip
James’ I'm So Glad.

In retrospect, Cream were argu-
ably over-rated as group. Never-
theless, they were responsible for
opening up totally new areas in
live performance, creating half a
dozen classic tracks in process,
and spawning whole wave of sub-
sequent imitators.

Clapton and Baker re-appeared
1969 in Blind Faith (¥), while
Bruce went own way.

Two more live albums were re-
leased posthumously, as well as
several compilations some of
which are listed below.

Recordings:

Fresh Cream (Atco/Polydor)

Disraeli Gears (Atco/Polydor)

Wheels Of Fire (Atco/Polydor) —
later available as separate LPs.

Goodbye (Atco/Polydor)

Live Cream Vol I (Atco/
Polydor)

Live Cream Vol II (Atco/
Polydor)

Compilations:

Best Of Cream (Atco/Polydor)

Off The Top (Atco/—)

Heavy Cream (Atco/Polydor)

Creedence
Clearwater
Revival

John Fogerty guitar, vocals
Tom Fogerty rhythm guitar
Stu Cook bass

Doug ‘Cosmo’ Clifford drums

All born and bred in San Francisco
Bay Area, it was while they were
attending junior high school in El
Cerritto that they first got together
as a group — Tommy Fogerty &
The Blue Velvets.

In 1964 the Blue Velvets audi-
tioned with a local company,
Fantasy Records, and were offer-
ed recording contract with proviso
that they change name to The
Golliwogs in an effort to cash in
on current British beat boom.
They reluctantly agreed, and a
debut single was released 1965.

For next two years they worked
continually around central Cali-
fornia and, with exception of
moderately -successful Brown
Eyed Girl, cut a whole string of
flop singles.

In make-or-break effort, Golli-
wogs turned fully professional in
1967 and on Christmas Eve of that
year agreed with Saul Zaentz (by
now boss of Fantasy Records) to
become known as Creedence
Clearwater Revival.

Following year, as San Francisco
music explosion shook the in-
dustry, their debut album Cree-
dence Clearwater Revival, con-
taining a mixture of John Fogerty
originals and rock standards, was
released — partly as a result of
public interest after tape had
been previewed over local
radio stations.

Left: Goodbye Cream. Polydor.



Two singles were simultaneously
taken from album. The old Dale
Hawkins' chestnut, Suzie Q was
the first to register, and after it
had enjoyed a lengthy chart spell,
was replaced by Screamin’ Jay
Hawkins’ I Put A Spell On You.

With the release of Bayou
Country it became evident that
CCR were on point of emerging
as first great U.S. singles band of
late '60s; indeed, at a time when
trend was towards conceptualised
albums, CCR were virtually the
only band to regard an album as
a collection of potential singles.
Proud Mary/Born On The Bayou
was the single taken from Bayou
Country. It immediately struck
gold, and Proud Mary has be-
come justly recognized as a
classic 45.

All band’s singles were pro-
ducts of John Fogerty's song-
writing genius, and a tribute to
his imagination. He had never
lived in Bayou Country, had pro-
bably never hitched a ride on a
river boat queen, yet his songs
bore all the marks of verisimili-
tude.

Green River LP was to produce
two million-selling singles, Bad
Moon Rising and Green River,
along with the magnificent Lodi,
that clearly was based on per-
sonal experience.

By 1970, CCR were clearly estab-
lished as the most successful-ever
American rock band in terms of
record sales and box-office re-
turns. Willy & The Poor Boys
further consolidated this (by now,
Fogerty was writing material at a
furious rate); a tour of Europe
brought more fame and fresh
acclaim.

Cosmo’s Factory contained no
less than three gold singles —
Travellin’ Band, Up Around The
Bend and Lookin’ Out My Back
Door, but this was nevertheless
the turning-point.

Internal stress points were be-
ginning to be felt. Possibly
Fogerty was seeking to break out
of what he saw as artificial limi-
tations imposed on band by their
enormous commercial success
(and, in Willy & The Poor-Boys
had included a considerable
amount of social comment). Cer-
tainly, Pendulum was an attermnpt
to extend basic formula, but it fell
far short of previous efforts. Also
Tom Fogerty quit owing to a
clash of personality; the other
three carried on as a trio, and
even undertook a world tour in
this form (which resulted in
Creedence - Live In Europe)
but it was becoming evident that
both Cook and Clifford now re-
garded the group as little more
than a front for aspirations of

John Fogerty.
Following successful single,
Sweet Hitch-Hiker came the

group’s final album, Mardi Gras,
maliciously referred to as
Fogerty’s Revenge, because he
did evenly distribute creative
functions between three group-
members, and result was perhaps
worst album ever recorded by a
top-league band. CCR duly dis-
banded in October 1972, by
which time most people had lost
interest in them.

Tom Fogerty has since released
three albums, which show him to
be more than just a rhythm guitar-
ist, as well as an interesting single,
Joyful Resurrection — recorded
with Cook and Clifford — which, he
claimed, told the story of CCR.

Doug ‘Cosmo’ Clifford revealed
only that he was a better drummer
than singer.

Cook and Clifford have since
been working regularly as a
notable session rhythm team and
have joined Don Harrison Band.

(For John Fogerty’s subsequent
career, ® John Fogerty.)

Although friction in band pos-
sibly arose because Fogerty re-
garded himself as lynch-pin of
whole operation, the fact remains
that he was — it was his distinc-
tive, hoarse 'n’ wailing vocals and
remarkable talent for writing hit
singles that made CCR an un-
paralleled success. All the singles
went gold, while all seven albums
that contained their collected
works went platinum. CCR's posi-

Willy And The Poor Boys.
Courtesy Fantasy/EMI.

tion as the finest ’50s-oriented
white rock 'n’ roll band has never
been challenged.

Recordings:

The Golliwogs (Fantasy/—)

Creedence Clearwater Revival
(Fantasy)

Bayou Country (Fantasy)

Green River (Fantasy)

Willy & The Poor Boys (Fantasy)

Cosmo’s Factory (Fantasy)

Pendulum (Fantasy)

Mardi Gras (Fantasy)

Creedence Gold (Fantasy)

More Creedence Gold (Fantasy)

Live In Europe (Fantasy)

Chronicle (Fantasy)

Tom Fogerty solo:

Tom Fogerty (Fantasy)

Excalibur (Fantasy)

Zephyr National (Fantasy)

Myopia (Fantasy)

Doug Clifford solo:

Doug ‘Cosmo’ Clifford (Fantasy)

The Crickets

Originally formed in Lubbock,
Texas, by Buddy Holly ($) and
Jerry Allison, with original line-
up of Holly (vcls, gtr), Allison
(drms), Niki Sullivan (gtr) and
Joe Mauldin (bs).

Holly had started off with an in-
terest in country music, but,
having been influenced by Elvis
Presley, had moved into rock 'n’
roll; his producer, Norman Petty,
decided to use him both as lead
singer of Crickets and as solo
singer. Thus, Holly’s first big hit,
That’ll Be The Day, was actually
credited to The Crickets — as were
Oh Boy, Maybe Baby and Think
It Over.

Sullivan left the group early '58,
and the others continued as a trio;
after Holly's death in February '59,
Allison kept group going through
various personnel changes; most
usual line-up was Allison, Sonny
Curtis and Glenn D. Hardin. In
this form they enjoyed two hits
of their own in U.K. — Don’t Ever

Change and My Little Girl, the
latter from the British pop movie,
“Just For Fun. (The Crickets also
appeared with Lesley Gore in
‘‘The Girls On The Beach”, a U.S.
film made in wake of “A Hard
Day’s Night”'.) My Little Girl had
been written by Curtis, but his
most successful composition was
Walk Right Back, for the Everly
Brothers.

The band continued gigging to-
gether until 1973, when Hardin
finally left, to play with Elvis
Presley in Las Vegas, and to form
The Hot Band to accompany
Emmylou Harris (#). The line-up
that recorded the last Crickets
album was Allison, Curtis, plus
British musicians Rick Grech and
Albert Lee - though that was
obviously a studio band.

Recordings:

The Chirping Crickets (Coral)

Back In Style (MCA)

A Long Way From Lubbock
(MCA)

Jim Croce

becoming one of America’s most
successful singer/songwriters.

His whole career demonstrated
great pertinacity. In one of his
early labouring jobs, he had
broken a finger with a sledge-
hammer, and adapted his guitar
style accordingly to overcome
that impediment. His songs, often
closely-observed character
studies or wry narratives, had
carefully constructed lyrics sup-
ported by memorable melodies.
The posthumous albums — I Got
A Name, which he had com-
pleted before his death and was

released late in '73, and the
Photographs And Memories
compilation — were both auto-

matically best-sellers in the U.S.

Recordings:

Jim And Ingrid Croce
(Capitol/—)

You Don’t Mess Around With
Jim (ABC/Vertigo)

Life And Times (ABC/Vertigo)

I Got A Name (ABC/Vertigo)

Compilations:

Photographs And Memories
(Livesong/—)

Born Philadelphia, 1942, Croce
attended University of Villanova
where he ran a folk and blues
show on the local radio station, and
formed a series of bands. He
learned to play guitar at 18, and
after graduating, took a series of
manual jobs improving his music-
al abilities in his spare time.

In New York in 1967 he took the
advice of an old college friend
Tommy West (who worked with
Terry Cashman), and began sing-
ing in local coffee houses. This led
to a contract with Capitol and one
unsuccessful album with his wife,
Ingrid.

Life And Times.
Courtesy Phonogram Ltd.

After working as a truck driver,
Croce came up with some com-
positions in 1971 which he sub-
mitted to Cashman and West, by
now a production team in New
York. He recorded them there
with his close associate Maury
Muehliesen -~ whose own debut
album for Capitol, Gingerbread,
had featured Croce as a backing
musician - and the album, You
Don’t Mess Around With Jim
(produced, as were all his albums,
by Cashman and West) was issued
in the spring of 1972. The album,
and two singles from it, the title-
track and Operator, all sold well,
and in 1973 Croce’s next album,
Life And Times also became a
best-seller, with the single taken
from it, Bad Bad Leroy Brown,
topping the U.S. charts.

Croce and Muehleisen were
killed when their chartered pri-
vate plane crashed on take-off at
Natchitoches, Louisiana on Sept
20, 1973. It was particularly tragic
as Croce seemed on the point of

Steve Cropper

Born Ozark Mountains, Missouri,
Oct 21, 1942. Had rural upbring-
ing, but after move to Memphis he
discovered R&B and soul. After
forming Mar-Keys at high school
with ‘Duck’ Dunn, and having an
early hit on Stax Records, he
helped put together Booker T. &
M.G.s (9).

As guitarist, Cropper is unsur-
passed, as evidenced by M.G.s’
albums; also his fluid and memor-
able work on hit singles for a
variety of other artists. As com-
poser, he was responsible for
two of most celebrated products
of Stax studios, in Wilson Pickett’s
In The Midnight Hour and Otis
Redding’s Sitting On The Dock
Of The Bay.

He was in fact closely involved
with career of Redding, up until
latter’'s death in 1967; he then
graduated to role of producer,
and in 1970 opened own studios,
working for various companies
including Stax. Has numerous
production credits, including
albums by Jeff Beck (#) and Cate
Brothers. In 1975, he was featured
throughout on Rod Stewart's
made-in-Memphis album, Atlan-
tic Crossing, and co-wrote Stone
Cold Sober with Stewart.

Less happy as featured solo
artist playing extended lead, as
on With A Little Help From My
Friends, Cropper works best
when his playing is used as a foil
for others, as on Jammed To-
gether (with Pop Staples and
Albert King) or simply contribut-
ing these short tasteful guitar
breaks.

Recordings:

With A Little Help From My
Friends (Stax)

Jammed Together (Stax)

David Crosby

Born Los Angeles Aug 14, 1941,
first musical venture was as one
of Les Baxter’s Balladeers, a
clean-cut New Christy Minstrels
type outfit. From there became
solo folkie, until he met up with
Roger McGuinn and Gene Clark,
and the three formed nucleus of
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the Jet Set, later the Beefeaters

and finally The Byrds (9) in 1964.

Crosby’s strongest characteris-
tics during Byrds’ Mr Tambour-
ine Man era were his green cape
and cute choir-boy features, but
later his musical influence and
high-voiced harmonies started to
mesh together into overall Byrds
sound.

Crosby’s musical visions were
wide. He was in vanguard of
Byrds whole raga-rock venture
and contributed some of their
finest-ever songs, the jazz-tinged
Everybody’s Been Burned and
Renaissance Fair on Younger
Than Yesterday album (1967),
the drug oriented What's Hap-
penin’ on Fifth Dimension (1966).
McGuinn even used three Crosby
songs on Notorious Byrd
Brothers (1968), the first post-
Crosby effort.

The Crosby/Byrds split was
caused by inflated ego conflicts,
and centred round Crosby’s de-
mands for Byrds to perform his
Triad composition, a ‘‘risqué
ménage a trois” song later to be
recorded by Jefferson Airplane
(Crown Of Creation album) and
Crosby Stills Nash & Young on
their Four Way Street.

Crosby was preparing solo
album after split with Byrds when
he teamed up with Steve Stills and
Graham Nash to form Crosby
Stills And Nash (®) in 1968. This
was his first real brush with
superstardom and he became
recognized for his intense minor-
key love songs (Guinevere) and
heavy political statements (Long
Time Gone and the trite Almost
Cut My Hair).

After CSN&Y disbandment, cut
If I Could Only Remember My
Name solo album, a somewhat
self-indulgent collection employ-
ing services of all his West Coast
frinds from Jerry Garcia through

Grace Slick to Joni Mitchell.

The 1972 Crosby & Nash album,
however, found Crosby back in
control of his talents, if succumb-
ing a little to the excessive ‘‘good
vibes" feel of his on-stage raps.
In 1974 took part in CSN&Y re-
union tour, and in 1975 he and
Graham Nash signed lucrative
record deal with ABC.

Recordings:

If I Could Only Remember My
Name (Atlantic)

With Graham Nash:

Crosby & Nash (Atlantic)

Wind On The Water (ABC/
Polydor)

Whistling Down The Wire
(ABC/Polydor)

Crosby Stills
Nash & Young

David Crosby guitar, vocals

Stephen Stills guitar, bass,
keyboards, vocals

Graham Nash guitar, vocals

Neil Young guitar, vocals

Formed summer 1968 by Crosby
(%), who was preparing solo
album after quitting Byrds (W),
Steve Stills (9) who had just left
Buffalo Springfield (#) and Graham
Nash of U.K. pop outfit The Hollies
(9) who was then visiting Califor-
nia. The three sang together at
John Sebastian’s house in Laurel
Canyon, were knocked out by
Crosby and Nash vocal harmonies
and decided to assemble as group.
Went to UK. later that year for
Nash to sever commitments with
Hollies and then returned to Los
Angeles to work on debut album
released early 1969.

That first album, which won im-
mediate critical acclaim, still
example of

stands as perfect

contemporary acoustic music -
powerful melodies, with harmony
singing of Crosby and Nash to the
fore. Stills at creative peak around
this time - evidence his seven
minute long Suite: Jude Blue
Eyes, purportedly about old
flame Judy Collins, which became
group’s first U.S. hit.

Nash's Marrakesh Express,
from same album (by now a gold
seller), followed it into U.S. singles
charts and broke band into British
lists same year.

Having previously played with
Stills in Buffalo Springfield, Neil
Young (#) joined later that year at
suggestion of Atlantic boss Ahmet
Ertegun. Band were looking for
keyboards player to fill out sound
for live gigs. Ertegun suggested
that Young should play guitar,
allowing Stills to double on key-
boards.

Second album, Deja Vu (1970) —
further augmented by Greg
Reeves (bs) and Dallas Taylor
(drms), later replaced by Calvin
Samuels and Johnny Barbata — was
credited to Crosby Stills Nash &
Young and more electric in its
approach. Overall, though, it was
a mixed bag, containing an elec-
tric version of Joni Mitchell's
Woodstock (a U.S. hit), Nash’s
banal Teach Your Children and
Dave Crosby'’s self-conscious song
of hippie martrydom Almost Cut
My Hair. All were easily out-
classed by the immensely-
superior material of Young.

Their second gold record, Deja
Vu was still on U.S. charts when
the outfit's third album, the
thoroughly -disappointing Four
Way Street double live set was
released early 1971. The title
itself indicated different direc-
tions each member of the aggre-
gation was taking prior even to
release.

Young’s brilliant Ohio, written

in wake of Kent State University
killings which outraged young
America, provided another U.S.
hit, but, shortly after, CSN&Y
disintegrated to pursue individual
paths. See under separate entries.
Throughout 1973 there were
rumours of a re-union, and in the
summer of that year they did in
fact record together — with little
success — and no release was
forthcoming. Finally, a year later,
the four joined forces again for
series of massively-attended con-
certs across U.S. culminating in
visit to U.K. summer that year to
top huge outdoor festival at
London’s Wembley Stadium.
Though there was further talk of
an album together, group split
again immediately after and have
produced nothing as unit since.

Above: Crosby & Nash.

Recordings:

Crosby Stills And Nash
(Atlantic)

Deja Vu (Atlantic)

Four Way Street (Atlantic)

Compilations:

So Far (Atlantic)

The Crusaders

Wilton Felder tenor saxophone,
bass

Joe Sample keyboards

Larry Carlton guitars

Nesbert ‘Stix’ Hooper drums,
percussion

Robert Popwell bass

Formerly known as the Jazz
Crusaders, they are a highly-
touted instrumental unit, playing
a free-form jazz-rock. All the
members come originally from
Texas, though only Carlton, the
newest recruit, is white. They are
all respected session musicians
whose services are regularly in
demand, and have contributed to
scores of West Coast recordings;
their impressive instrumentation
was one of the reasons why Joan
Baez's rock album, Diamonds
And Rust, was so successful.

In 1975 they released the widely-
acclaimed Chain Reaction, and
also recorded with Van Morrison.
They gave some highly-acclaim-
ed concerts in Britain in 1976, just
prior to which original member
Wayne Henderson (trmbne) had
left.

Recordings:
Crusaders I (ABC)
Second Crusade (ABC)
Unsung Heroes (ABC)

Left: Deja Vu. Courtesy
Atlantic. Neil Young walks
on - and walks away with
the honours.



Scratch (ABC)

Southern Comfort (ABC)
Chain Reaction (ABRC)

Those Southern Knights (ABC)

Crystals
® Phil Spector

Curved Air

Sonja Kristina vocals

Darryl Way violin, keyboards
Tony Reeves bass

Mick Jacques guitar

Stewart Copeland drums

Curved Air is an example of how
lavish promotional budgets can
often rebound on a band. The
original line-up comprised Kris-
tina and Way along with Florian
Pilkington-Miksa (drums), lan Eyre
(bs) and Francis Monkman (syn-
thesisers). From the start in winter
1970 they had all the hallmarks of
a band carefully packaged and
assembled to capitalise on pre-
vailing rock trends, e.g. one
attractive female focal point (Sonja
Kristina, formerly of British “‘Hair”
cast), quasi-classical trappings,
and two instruments (violin and
synthesiser) currently in vogue.

This in itse)f might have been
suspect, but when Warner Bros
then threw a mighty promotion
budget behind a lavishly-gim-
micky first album, the first press-
ings of which had track info
printed on to coloured vinyl, the
whole encased in a transparent
sleeve, the UK. public and rock
press immediately smelled a
“hype” - and reacted according-
ly.

Unlike other ‘‘packaged’” com-
modities, the Air could actually
acquit themselves live as more
than competent musicians — and
in their short-lived ‘original form,
despite onerous tag as ‘'gimmick
band”, they did manage to accrue
a small but ardent British follow-
ing. Their 1971 Second Album
even managed to produce a U.K.
Top Five hit in Back Street Luv,
but it soon became obvious that
the band were doomed to a short
life-span, particularly when per-
sonality clashes ensued.
lan Eyre was replaced by Mike
Wedgwood (bs) before the re-
recording of Phantasmagoria
(1872) and, shortly after its release,
Monkman, Way and Pilkington-
Miksa quit band. (Darry Way
formed own, equally short-lived,
outfit, Wolf, before later returning
to Air fold.)

With Sonja Kristina now the only
surviving original member, Air
re-grouped with drummer Jim
Russell and two teenage instru-
mental prodigies, 18-year-old
Kirby on guitar and 17-year-old
Eddie Jobson on violin and syn-
thesisers. This line-up recorded
1973 Air Cut but disbanded com-
pletely in July same year when
Eddie Jobson was taken by Roxy
Music () to replace Brian Eno.

Kirby later turned up in the
“bogus” Fleetwood Mac (), and
subsequently in Stretch, while
Sonja Kristina attempted solo re-
cording career before re-joining
cast of ‘“Hair” for three-month
spell in summer 1974.

In autumn 1974, after originally
coming together to sort out busi-
ness affairs, Air founder-mermbers
Kristina, Way, Pilkington-Miksa

and Monkman decided to re-
form the group for a one-off
winter college tour of U.K. Phil
Kohn was brought in as bassist.
Due to Pilkington-Miksa and
Monkman having other commit-
ments, this group itself disbanded
after that one, relatively success-
ful tour — out of which came the
1975 Live album - but Way and
Kristina kept Air going with a new
guitarist, drummer and bassist as
listed above. Of these bass
player Tony Reeves has longest
pedigree, having previously play-
ed with Colosseum (#), John
Mayall (#) and Greenslade (¥).

Nightrider. Courtesy
Kama Sutra/Pye.

Recordings:

Air Conditioning (Warner
Bros)

Second Album (Warner Bros)

Phantasmagoria (Warner Bros)

ARir Cut (Warner Bros)

Curved Air Live (London
Deram)

Midnight Wire (RCA/BTM)

Airborne (BTM)

Compilation:

The Best Of (Warner Bros)

Roger Daltrey

As The Who moved towards their
tenth anniversary as a front-line
group, and they found both less
necessity and less opportunity to
work together quite as regularly,
so the individual careers of the
members of the band began to
unfold.

For Daltrey, this meant the re-
lease of a solo album, Daltrey,
in 1873, and a British Top S single,
Giving It All Away. The album
was produced by Adam Faith (§)
and David Courtney with songs by
Leo Sayer (9) and David Courtney,
and such was the success of the
album that it acted as a spring-
board for Sayer’s own career.

It was hardly surprising that
Daltrey was chosen in 1974 to take
the eponymous role in Ken
Russell’s film of The Who's
“Tommy’’; what was, however,
surprising was that Daltrey should
so distinguish himself in the part
that Russell selected him for the
lead role in his next movie,
“Lisztomania’’. Though this was
less successful, both critically and
commercially, it was evident that
Daltrey’s solo activities were tak-
ing better shape than most would
have predicted. He amplified this
by the release of a second solo
album, Ride A Rock Horse, in
1978.

(% The Who.)

Recordings:

Daltrey (MCA/Track)

Ride A Rock Horse (MCA
Polydor)

Daltrey. Courtesy
Polydor Records.

The Charlie
Daniels Band

Charlie Daniels guitar, fiddle,
vocals

Joel Di Gregorio keyboards,
vocals

Freddie Edwards drums

Gary Allen drums

Barry Barnes guitar

Mark Fitzgerald bass

Like the Allmans, Lynyrd Skynyrd,
Marshall Tucker and Z.Z. Top,
The Charlie Daniels Band are one
of the groups whose irrepressible
brand of boogie has revitalised
the rock scene in the American
South.

Born in Wilmington, North Caro-
lina, Daniels went to Nashville in
1967 at the invitation of Bob
Johnston, and worked with him on
the albums he subsequently pro-
duced for Bob Dylan — Nashville
Skyline, Self Portrait and New
Morning; Daniels played on
Ringo’s Nashville album Beau-
coups Of Blues, as well as three
Leonard Cohen albums and also
produced four records for The
Youngbloods.

At the turn of the '70s Daniels, a
rather corpulent figure, started
writing songs and branched out
on a solo career, signing with
Kama Sutra Records. In 1973 a
talkin’ country-blues anti-redneck
song Uneasy Rider (from the
album Honey In The Rock) be-
came a U.S. Top 10 hit, and he
then put together The Charlie
Daniels Band, with the line-up as
above. (As with the Allmans, two
drummers were employed.)

The band moved from Nashville
to set up house together in Mt.
Juliet, Tennessee, at the begin-
ning of '74 since when they have
built up a reputation as a hard-
working band. Sales of their al-
bums have steadily increased so
that they are now automatically
Top 30 material. In 1975, they had
another hit single The South’s
Gonna Do It, from the album
Nightrider. Despite their success
in the U.S., they are still virtually
unknown in the U.K.

Recordings:

Te John Grease And Wolfman
(Xama Sutra)

Honey In The Rock (Kama
Sutra/—)

Way Down Yonder (Kama
Sutra/ —)

Fire On The Mountain (Kama

l‘{iél'\t‘rider (Kama Sutra)
Saddle Tramp (Epic)

Cvyril Davies

Born in England in 1832, Davies

played a key role in the growth of
British R&B (W) after early years in
jazz bands and skiffle groups. A
founder member with Alexis
Korner (®) of Blues Incorporated,
which featured at various times
Mick Jagger, Charlie Watts, Brian
Jones, Jack Bruce and Ginger
Baker, he left that group in late
1962 to lead his own even more
ethnic R&B outfit, The Cyril Davies
All Stars.

Long John Baldry (9) came along
as second vocalist, and the rest of
the personnel were drawn basic-
ally from Screaming Lord Sutch'’s
Savages: Nicky Hopkins (pno) (%),
Carlo Little (drms), Rick Barton
(bs), Bernie Watson (gtr). Micky
Waller - subsequently in Jeff
Beck Group with Hopkins — later
had a spell on drums.

Through 1963 this group estab-
lished itself as one of the most
popular and arguably the best of
the early English R&B bands (the
embryonic Rolling Stones used to
support them regularly). Then, on
Jan 7, 1964 Cyril Davies collapsed
and died - a victim of leukaemia.
He left scant recorded evidence
of his talent.

Although 1964 was the year in
which R&B found widespread
acceptance, it's unlikely Davies
would have enjoyed much of it
himself - for his uncompromising
attitude to his music as well as his
unconventional personality were
hardly conducive to commercial-
isation.

Recordings:

The Legendary Cyril Davies
With Alexis Korner’s
Breakdown Group And The
Roundhouse Jug Four
(—/Folklore)

Clive Davis

Born Brooklyn, New York, Davis
climbed executive ladder with
rapid pace to become boss of the
massive Columbia Records (CBS
in U.K.) in 1965 where his remark-
able business acumen and eye for
talent multiplied profits ten-fold.
Bob Dylan, Simon and Garfunkel,
Janis joplin and Blood Sweat &
Tears are among acts whose
careers owed much to Davis’
ability. In 1974, after somewhat
sordid intercompany powerplay
and allegations over use of ex-
penses and related matters, Davis
was dismissed by Columbia. He
went on to found his own Arista
label (Patti Smith, Barry Manilow,
Eric Carmen, Gil Scott-Heron, etc)
where his every step has been
paved with gold.

Miles Davis

By the end of the ’'50s, Miles
Dewey Davis’ trumpet was the
most syndicated sound in jazz, his
leadership and record for ex-
perimentation continuing through
to late '60s when, on a trio of
albums, Miles In The Sky,
Fillies De Kilimanjaro and par-
ticularly In A Silent Way, he
began to unite jazz with elements
of rock. The last-named release in
1969, on which Davis picked up
on the acid rock of the West
Coast, sent a frisson of horror
through the jazz establishment.
As one critic has said, with hind-
sight: *‘It was like finding a raised
lavatory seat in a nunnery.”

It was the 1970 Bitches Brew set,
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however, which first attracted the
attention of rock audiences in a
substantial way.

From that point on, and employ-
ing a pool of musicians rather than
a regular group, Davis set out to
disclose the African roots of both
musical streams by utilizing the
basic rhythmic and harmonic
frames of rock in order to give his
jazz-trained soloists maximum ex-
pressive freedom without stray-
ing into the anti-traditional anarchy
of “‘free” music.

Predictably this experiment had
variable success, later works like
On The Corner and In Concert
(both 1973) becoming too dense
and introverted to triumph over
the limited format.

Another reason may have been
that, by then, Davis lacked the dis-
tinguished soloists he had been
leading in the later ’60s, many
having left to form their own
groups — e.g. Wayne Shorter and
Joe Zawinul to Weather Report
(9), Tony Williams to Lifetime,
Herbie Hancock (#) and Keith
Jarrett to their eponymous organ-
izations, John McLaughlin () to
Mahavishnu Orchestra, Chick
Corea to Return To Forever (9).
His recent releases have met with
only a lukewarm response from
jazz and rock reviewers alike.

Since The Birth Of The Cool in
1948, Davis has made upwards of
40 albums as a leader, of which the
following is a selection. Most
albums from 1967 onwards have
been included.

Recordings:

Miles Ahead (Columbia/CBS)

Sketches Of Spain (Columbia/
CBS)

Porgy And Bess (Columbia/
CBS)

Milestones (Columbia/CBS)

Kind Of Blue (Columbia/CBS)

ESP (Columbia/CBS)

Miles Smiles (Columbia/CBS)

Sorcerer (Columbia/CBS)

Nefertiti (Columbia/CBS)

Miles In The Sky (Columbia/
CBS)

Fillies De Kilimanjaro
(Columbia/CBS)

In A Silent Way (Columbia/
CBS)

Bitches Brew (Columbia/CBS)

Live At Fillmore (Columbia/
CBS)

Jack Johnson (Soundtrack)
(Columbia/CBS)

Live Evil (Columbia/CBS)

On The Corner (Columbia/CBS)

In Concert (Columbia/CBS)

Big Fun (Columbia/CBS)

Black Beauty (Columbia/CBS)

Get Up With It (Columbia/CBS)

Agharta (Columbia/CBS)

Spencer Davis

® Spencer Davis
Croup

Kiki Dee

Born Pauline Matthews, Bradford
1947. Sang locally with dance
bands in north before arrival in
London 1964 where she met song-
writer Mitch Murray who provid-
ed her with new name and first
single, Early Night.

During five years with Philips
Records in mid-'60s she recorded
one album I’'m Kiki Dee and a
succession of singles, mostly in a
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sub-Motown vein, a couple of
which clung to the bottom edges
of U.K. charts. In 1970 she became
the only white British girl singer
to be signed to Tamla Motown,
and she went to Detroit to make
an album; but Motown was then
engaged in moving to West Coast,
and tracks she did cut there —ina
very disorganised fashion — were
not issued for over a year, by
which time the album title of
Great Expectations was sadly
inappropriate.

With her career again in dol-
drums she played cabaret en-
gagements in Australia and South
Africa for seven months in 1972.
On her return she accepted offer
from Elton John's manager John
Reid to join the nascent Rocket
Records. In 1976 she made the hit
single Don’t Go Breaking My
Heart with Elton John.

The album she made in 1973
Loving And Free - sort of her
third debut album - was co-
produced by John. It was well
received and at last provided her
with a British hit, Veronique
Sanson’s Amoureuse. Her third
single, and the title track of her
next album, I’'ve Got The Music
In Me (1975), gave her another
British hit, and, more importantly,
the American breakthrough she
needed — though the fact that she
and her band had been touring
the U.S. as support act to Elton
John had helped in no small
measure.

I've Got The Music In Me had
been credited to The Kiki Dee
Band, which at its height com-
prised: Bias Boshell (kybds), Jo
Partridge (gtr), Roger Pope
(drms) and Phil Curtis (bs). But
after touring with the band for
about a year, Kiki decided it
wasn’t quite the situation she was
looking for. She thus disbanded
them in summer 1975, and went to
America to think out the next
move.

Recordings:

I'm Kiki Dee (—/Philips)

Great Expectations (Tamla
Motown)

Loving And Free (Rocket)

Patterns (—/Philips)

I’ve Got The Music In Me
(Rocket)

Deep Purple

Jon Lord keyboards

Ian Paice drums

Glenn Hughes bass, vocals
David Coverdale vocals
Tommy Bolin guitar

British rock band, formed Feb
1968 by Lord, Paice and founder-
guitarist Ritchie Blackmore while
playing in Germany. Lord (b.
Leicester, June 9, 1941) had early
classical background, though his
previous band had been the R&B
outfit The Artwoods, led by Ron
Wood'’s older brother Art.

Line-up of new band was com-
pleted by Nick Simper (bs) and
Rod Evans (vcls) and, as Deep
Purple, the five-piece cut a ver-
sion of Joe South’s Hush com-
position which made the U.S. Top
5 in summer 1968. First album
also made American lists, as did
second and third.

Two more pop hits in States fol-
lowed before Purple attempted to
attain heavier rock identity and
break through in their native
England. Ian Gillan (vcls) and
Roger Glover (bs) from Episode
Six replaced Simper and Evans.
This new line-up first appeared
on the 1970 Concerto For Group
And Orchestra album, recorded
at London’s Albert Hall with
Royal Philharmonic Orchestra.
Worked uphill to establish new
image in UK. and finally broke
through in June 1970 with single
Black Night and derivative yet
million-selling Deep Purple In
Rock album. The 1971 Fireball
set was instant success, and the

single Strange Kind Of Woman -

followed Black Night on to
British singles charts.

By mid-1972, however, illness
and internal friction were begin-
ning to unsettle band. A year later
vocalist Gillan left, citing Purple’s
‘‘lack of progression”, followed
by bassist Glover, who went into
production with Nazareth (#).

Hughes, from Trapeze, was

brought in as replacement bassist
and, after auditions, completely-
unknown Coverdale stepped into
Gillan'’s old role.

In 1975 Ritchie Blackmore (¥)

also quit band after extensive
speculation that the band would
split. His place being taken by
American Tommy Bolin (#), who
wrote or co-wrote seven of ten
songs on his debut Purple album,
the 1975 Come Taste The Band.

In July 1976 Hughes announced
he was joining re-formed Trapeze
for a “‘one-off’”’ tour. Weeks later,
amid mounting confusion, Purple
finally split. At that point Jon Lord
was planning new group with
Tony Ashton, ex Family (#).

Lord had previously cut solo
product listed below, last of which
was a collaboration with Ashton.

Recordings:

Shades Of Deep Putple
(Tetragrammaton/Parlophone)

Book Of Taliesyn
(Tetragrammaton/Harvest)

Deep Purple In Concert
(Tetragrammaton/Harvest)

Concerto For Group And
Orchestra (Tetragrammaton/
Harvest) .

Deep Purple In Rock
(Warner Bros/Harvest)

Fireball (Warner Bros/Harvest)

Machine Head (Warner Bros/
Purple)

Made In Japan (Warner Bros/
Purple)

Who Do We Think We Are?
(Warner Bros/Purple)

Burn (Purple)

Stormbringer (Purple)

Come Taste The Band (Purple)

Compilations:

24 Carat Purple (Purple)

Jon Lord solo:

Gemini Suite (Purple)

Windows (Purple)

First Of The Big Bands (Purple)

Delaney &
Bonnie

Prior to Delaney Bramlett meeting
Bonnie Lynn in 1967 and marrying
her within seven days, he had
been one-half of The Shindogs — a
duo featuring Joey Cooper and
resident on Jack Good’s cele-
brated ABC show ‘‘Shindig’’.

Bonnie Lynn had been doing
session work in Memphis with a
number of Stax/Volt stars, and
gigging with Fontella Bass and
Albert King before she joined
Ike & Tina Turner (9) as one of
The Ikettes.

The first white act to sign to
Stax/Volt, Delaney & Bonnie cut
Down Home, an album backed
by Booker T & The MGs () which
remained unissued until after
their rapid rise to fame. They had
also cut earlier album, Delaney &
Bonnie in 1968 for the Independ-
ence label.

By 1969 the Bramletts had formed
the “Friends”, a strictly casual
grouping of whoever happened
to be around at the time, and which
included Leon Russell, Jerry
McGee (ex-Ventures guitarist),
Bobby Whitlock, Carl Radle, Jim
Keltner, Bobby Keyes, Jim Price,
Rita Coolidge, Dave Mason and
Duane Allman - the nucleus of
what was to become the over-
exposed Los Angeles Blue-Eyed
Soul School. However, Accept
No Substitute - The Original
Delaney & Bonnie still stands as
a remarkable document - the

Left: Deep Purple In Rock.
Courtesy EMI Harvest. Cut in
1970, it broke the group as a
global heavy metal force.



quintessential fusion of gospel,
country and soul influences that
was easily the most exciting sound
of its time.

When Eric Clapton joined the
“Friends” for a British tour during
which George Harrison also made
occasional guest appearances,
success was instantaneous, but
relatively short-lived. On Tour
(With Eric Clapton) was the
album that came out of all that,
and Clapton returned the favour
by featuring both on Eric Clapton.

The Delaney & Bonnie noise sub-
sided as suddenly as it had erupt-
ed. Their band became founda-
tion for 1970 Mad Dogs &
Englishmen tour. After that, Whit-
lock, Radle and Jim Gordon be-
came Clapton’s Dominos (% Eric
Clapton), Keyes and Price toured
with the Rolling Stones.

4

Above: Bonnie Bramlett. Met
and married Delaney in 7 days.

They both continued recording

with all-star backing musicians,
and made To Bonnie From
Delaney, Motel Shot and Coun-
try Life for Atlantic, but the
energy and style had become
stagnant. In 1972 they signed with
Columbia and made Together,
but their personal and profes-
sional life together ended in
divorce.

Undoubtedly Delaney and Bonnie
had been victims of their own
success when pushed into the big
league. They have since recorded
solo albums, though to little effect.
In 1974 Bonnie, who had come to
know Phil Walden and the Allman
Brothers Band through working
with Duane, signed with Capri-
corn Records, but the chemistry
still wasn’t right, and It’s Time
was not a successful venture.

Recordings:

Down Home (Stax)

Accept No Substitute - The
Original Delaney & Bonnie
(Elektra)

On Tour (With Eric Clapton)
(Atlantic)

To Bonnie From Delaney
(Atlantic)

Motel Shot (Atlantic)

Country Life (Atlantic)

Together (CBS)

Best Of . . . (Atlantic)

Delaney:

Delaney (CBS)

Something’s Coming (CBS)

Bonnie:

Sweet Bonnie Bramlett (CRES)

It’s Time (Capricorn)

Sandy Denny

A student at Kensington Art Col-
lege, London, at the same time as
Jimmy Page, Eric Clapton and
Jjohn Renbourn, she initially gain-
ed a reputation as a folk-singer
on the club circuit, before joining
The Strawbs ($) with whom she

recorded one album. In May 1968
she joined Fairport Convention
(9), recorded three albums with
them, and established herself as
top British female vocalist, while
also gaining name as songwriter —
Judy Collins used Denny’s Who
Knows Where The Time Goes
as the title track of one of her
albums. In Dec 1969 Sandy quit
Fairport at the time of their great-
est national popularity.

Formed her own band Fotherin-
gay, Mar 1970 — Trevor Lucas (gtr),
Jerry Donahue (gtr), Pat Donald-
son (bs), Gerry Conway (drms) —
but despite individual reputa-
tions of members and partial
commercial success of Fotherin-
gay debut album the line-up
didn’t work out, and band was
dissolved in throes of recording a
second album.

Sandy’s personal standing re-
mained high in Britain, and each
of her subsequent solo albums
met with critical, and some com-
mercial, success - the lushly
orchestrated Like An Old Fash-
ioned Waltz took her right away
from her folk origins. She also
participated with other folk/rock
musicians (known collectively as
The Bunch) in strictly rock 'n’ roll
venture that resulted in Rock On.

In 1973 she married the afore-
mentioned Trevor Lucas (both he
and Donahue had by now been
drafted into Fairport) which in-
vited speculation that she would
rejoin the band. After assisting
them on a world tour, 1973-74,
she finally stepped back into her

The North Star Grassman And
The Ravens. Courtesy Island.

old role in spring 1974. Appeared
with Fairport on one studio album,
Rising For The Moon, but the
reunion never did work out, and
in Feb 19876 she and her husband
left together to pursue their owrn
separate careers.

Recordings:

Fotheringay (A&M/Island)

The North Star Grassman And
The Ravens (A&M/Island)

Sandy (A&M/Island)

Like An Old Fashioned Waltz
(A&M/Island)

John Denver

Singer/songwriter/guitarist, born
John Henry Deutschendorf in Ros-
well, New Mexico, on Dec 3l,
1943. His father an air force pilot
who held three world aviation
records, the young Denver travel-
led U.S. as his parents moved
from one base to another. First
performed as folk singer in
Lubbock, Texas, where he attend-
ed college — majoring in archi-
tecture — in early '60s.

Performed in Los Angeles from
1964 and successfully auditioned
for gig with Chad Mitchell Trio,

replacing the departing Mitchell.
Toured with Trio between 1965-69
before embarking on solo career
performing much of own material,
notably Leaving On A Jet Plane
which Peter Paul & Mary recorded
in 1969 for huge hit.

Denver’s version of song was in-
cluded on his first solo album
Rhymes & Reasons, released in
U.S. Sept 1969 (Denver albums
issued in different order in U.X.).
By 1970 and two more albums,
Take Me To Tomorrow and
Whose Garden Was This?,
Denver was still seeking wide-
spread acceptance although the
tenor of subsequent recordings
had by then been established —
sacharrine acoustic melodies top-
ped off with lyrics which plumbed
the depths of naiveté.

Ideal Easy Listening fodder, in
fact, for those who felt urge to
empathise with the *'youth move-
ment”’ (Denver has also milked
ecology dry as a source for
material) but couldn’t handle the
incisiveness of a Bob Dylan, Neil
Young or even Paul Simon - and
in 1971 America eventually took
country-boy Denver to its heart
with the gold single Take Me
Home Country Roads and the
similarly million-selling Poems
Prayers & Promises album.

Friends With You also made
singles lists later same year, and
Denver’s buck-toothed grin and
homespun banalities have domi-
nated US. AM airwaves and
charts ever since.

Berie and Rocky Mountain
High became gold albums in
1972, the title track from the latter
becoming his second million-
seller. In 1973 Farewell Andro-
meda similarly went gold, as did
Annie’s Song single following
year which saw Denver enter
U.K. charts for first time.

In 1975, the Denver bandwagon
accelerated into new gear with a
series of U.S. TV specials and
Lake Tahoe cabaret appearances
back to back with Frank Sinatra.
His album Windsong racked up a
million in advance orders alone,
while Thank God I'm A Country
Boy and I’'m Sorry kept him at
top of singles charts. Backed by
coast-to-coast John Denver TV
Special “Rocky Mountain Christ-
mas’’ watched by some 30 million
viewers, Dec 1975 album of same
name was guaranteed gold vir-
tually on announcement of its
release.

A measure of Denver’s phe-
nomenal commercial appeal is
the fact that his Greatest Hits col-
lection had, by the end of 1975,
racked up two consecutive years
on the U.S. album charts.

Live In London (U.X. only) was
recorded during spring 1976 con-
certs in the city and - in what is
probably record time - rush-
released within some ten days of
Denver’s last gig. In addition to
list below, Mercury have issued
Beginnings, an album from Chad
Mitchell Trio days.

Recordings:

Rhymes & Reasons (RCA)

Take Me To Tomorrow (RCA)

Whose Garden Was This? (RCA)

Poems Prayers & Promises
(RCA)

KRerie (RCA)

Rocky Mountain High (RCA)

Farewell Andromeda (RCA)

Back Home Again (RCA)

An Evening With John Denver
(RCA)

Windsong (RCA)

Rocky Mountain Christmas
(RCA)

Live In London (—/RCA)

Spirit (RCA)

Compilations:

Greatest Hits (RCA)

Best Of John Denver (RCA)

Derek And The
Dominos
® Eric Clapton
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amppsry
Layla And Other Assorted
Love Songs, Courtesy Polydor.

Rick Derringer

In Union City, Indiana, 1962, the
15-year-old Derringer (ne Zeh-
ringer) and his brother Randy,
plus next-door neighbour Randy
Hobbs, started group The McCoys
(taking name from Ventures’
track The McCoy).

With addition of Bobby Petersen
(kybds) played gigs around Day-
ton, Ohio, opening shows for the
Beach Boys and Four Seasons,
backing Chuck Berry, Drifters
and other rock legends, before
New York producer Bert Berns
took them to the Big Apple to
record an R&B song he’d written,
Hang On Sloopy. A month after
release, the single was a smash
hit around the world — with Rick
still only 18.

Other Top 10 hits followed until
the group — by now minus Peter-
sen — switched to the Mercury
label and attempted to progress
out of their initial bubblegum
image. Recorded a couple of
psychedelic albums for that label,
Human Ball (1968) and Infinite
McCoys (1969), which flopped
disastrously, and ended-up as
virtual house band at Steve Paul’'s
Scene Club in New York. (Two
aforementioned albums re-releas-
ed 1974 as double set Outside
Stuff — U.S. only.)

In 1969 Steve Paul took over
their management and a short
time later they resurfaced as
Johnny Winter’s back-up band on
his 1971 album Johnny Winter
And. The album was produced by
Rick Derringer (he changed name
at this point), who also wrote
several tracks including hit Rock
And Roll Hoochie Coo.

Subsequently Derringers and
Hobbs toured as Winter’s back-up
band, Rick sharing vocal/guitar
chores with the Texan guitar star,
and when, later that year, Johnny
Winter quit performing Derringer
joined his brother Edgar’s White
Trash (§ Edgar Winter).

Derringer produced Edgar
Winter’'s They Only Come Out
At Night album (1973), a U.S.
No. 1. Also played on Edgar’s
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“live”’ Roadwork album (1972),
and produced Still Alive And
Well (1973) for brother Johnny.
Other credits include appear-
ances on three Alice Cooper
albums, and on sets by Richie
Havens, Todd Rundgren and
Steely Dan.

He released his first solo album,
All American Boy (1974), on
Steve Paul's Blue Sky label,
following with Spring Fever set
(1975). Also appeared, late 1975,
on Blue Sky release The Edgar
Winter Group With Rick Dezx-
ringer, but in early 1976 was
planning his own road band.

Recordings:

All American Boy (Blue Sky)
Spring Fever (Blue Sky)
Derringer (Blue Sky)

Neil Diamond

Born in Brooklyn, New York, Jan
24, 1941.In the early ’60s he began
to take what jobs he could with
New York-based record com-
panies in order to further his song-
writing ambitions. After hawking
around his material, he was hired
as staff writer by Sunbeam Music,
where he turned out songs to
order for particular artists — the
most successful of which were
I'm A Believer and A Little Bit
Me, A Little Bit You recorded
by The Monkees (%) 1966-67.

It was the boost Diamond needed
to strike out on his own, and first
single for Bang Records, Solitary
Man was, in May 1966, the first of
a series of U.S. hit singles. If
Diamond’s vocals were rather
limited, he did have the swarthy
good looks of a clean-cut enter-
tainer, and the ability to produce
hit material seemingly at will. His
career burgeoned, and his fame
grew wider when he moved to
Uni Records at close of ’60s.
Records like Cherry, Cherry,
Sweet Caroline and Cracklin’
Rosie provided him with hits
throughout the world.

In 1970 began to write more
lyrically ambitious (some would
say pretentious) material, and
Tap Root Manuscript was note-
worthy for a six-part composition,

The African Trilogy, which
illustrated the three stages of
Man'’s development — birth, matur-
ity and death - through such
musical devices as primeval
jungle rhythms and gospel sing-

ing.
During this period Diamond
attempted to abandon smooth,
easy listening image, grew his
hair, and seemed to court the
approval of the intelligentsia;
though he didn't get it, his
audience continued to expand
anyway, and in 1973 he was
offered one of biggest deals in
record industry history by CBS -
reputed to be five million dollars.
His first album for them was the
extremely successful original
score for Jonathan Livingstone
Seagull. CBS seemed to have
backed a winner, but Diamond
has not been overly productive
in recent years, issuing only
Serenade in 1974 and Beautiful
Noise in 1976, the latter with
Robbie Robertson (# The Band) as
producer.

Recordings:

Feel Of Neil Diamond (Bang/
London)

Just For You (Bang/London)

Velvet Gloves And Spit (Uni
MCA)

Brother Love’s Travelling
Salvation Show (Uni/MCA)

Touching You ... Touching Me
(Uni/MCA)

Tap Root Manuscript (Uni/ MCA)

Stones (Uni/MCA)

Moods (Uni/MCA)

Hot August Night (Uni/MCA)

Rainbow (Uni/MCA)

Jonathan Livingstone Seagull
(OriginalScore) (Columbia/CBS)

Serenade (Columbia/CBS)

Beautiful Noise (Columbia/CBS)

Compilations:

Neil Diamond’s Greatest Hits
(Bang/London)

Gold (Uni/MCA)

Double Gold (Uni/—)

Focus On Neil Diamond
(—/London)

Diamonds (—/MCA)

Below: Jonathan Livingston
Seagull. Courtesy CBS. Diamond
scored the film adaptation of
Richard Bach’s book.
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Bo Diddley

One of the key figures in develop-
ment of rock music; a stable-mate
of Chuck Berry (#) with whom he
frequently recorded; the reputa-
tions of the two ripened side by
side.

Born Elias McDaniel in McComb,
Mississippi on Dec 30, 1928, his
family moved to Chicago when he
was five. He began to study violin
at seven, and soon taught himself
guitar.

Exposed to post-war blues
sounds of Chicago, he had his
first group at high school. Later
formed close-knit ensemble with
Frank Kirkland (drms), Otis Spann
(pno), Jerome Green (maraccas),
and Billy Boy Arnold (hrmnca);
with his half-sister, “The
Duchess’’, these played on many
of his records.

During the early ’'50s Diddley
got his first real gig at 708 Club in
Chicago, playing either with his
band or solo. With the advent of
rock 'n’ roll in mid-'50s he began
writing material in that vein, and
signed contract with Checker
Records (sister label to Chess).
His first single, Bo Diddley, a self-
composed anthem to himself, re-
leased at same time as Chuck
Berry’s Maybellene, was a major
U.S. hitin 1955 and introduced one
of most basic and famous riffs in
rock music.

Diddley was among first of the
R&B artists to explore the poten-
tial of a purely electric sound, and
he experimented with a bewilder-
ing variety of custom-made axes,
his favourites being distinctively
square or oblong. His music was
always powerfully charged, with
a pounding, jungle rhythm and
very hypnotic.

Bo Diddley was first of a series
of successes which quickly estab-
lished him as major attraction
with U.S. rock audiences. Other
singles included I'm A Man,
Mona, Who Do You Love and, in
the '60s, You Can’t Judge A
Book By Its Cover and Road
Runner; but he seemed to dry up
at this point, and has written vir-
tually no new songs for a decade
or more.

This body of material was fully
enough to sustain his reputation,
however. Both his songs and
sound were covered extensively,
and in British beat boom, with
many going to R&B sources for
their material, his work was ex-
tensively plundered. The Rolling
Stones put Mona on their first
album, The Yardbirds recorded
I’'m A Man, and Eric Burdon &
The Animals revived The Story
Of Bo Diddley; The Pretty
Things even took their name from
one of his songs.

However his own personal
career was in decline in later '60s
until, like so many other early
rock acts, he was revitalised
through appearances in Richard
Nader’s ! roll revival

rock 'n’
shows, and he gave a charac-
teristically electrifying perform-
ance in “Let The Good Times
Roll” movie.

Golden Decade is a compilation
containing all his well-known
material. Other releases listed
are only his recent ones.

Recordings:
Bo Diddley London Sessions
(Checker)

Got Another Bag Of Tricks
(Checker)

20th Anniversary Of Rock ’'n’
Roll (Checker)

Another Dimension (Checker)

Compilation:

Golden Decade (Checker)

The Dillards

Rodney Dillard vocals, guitar,
synthesiser

Dean Webb mandolin

Billy Ray Latham guitar, banjo

Paul York drums

In early '60s two natives of Salem,
Missouri, Rodney and Doug Dil-
lard (bnjo) met up with Mitchell
Jayne (bs), a local radio an-
nouncer, and Dean Webb from
Independence, Missouri, and
formed The Dillards. Their essen-
tially lighthearted form of blue-
grass quickly attracted attention
of then still ethnic Elektra label,
who were looking towards rock
'n’ roll at the time, and regarded
The Dillards as a move in a more
commercial direction.

Back Porch Bluegrass and the
often hilarious Live! Almost!
were issued, and then the band
met Byron Berline, at the time a
national fiddle champion, but not
yet a notable recording musician.
Pickin’ And Fiddlin’ was thus
made with him as tribute to old-
time country, particularly fiddle,
music, and remains an in-demand
item to connoisseurs of the genre.

Shortly afterwards Doug Dillard
left, to make two albums with
Gene Clark (), and more recently
two solo albums and a reputation
as a first-class session musician.
His replacement was Herb Peder-
sen, from San Francisco, whose
stronger vocals moved Dillards in
even more commercial direction
on Wheatstraw Suite and Cop-
perfields in 1969 and 1970
Pedersen himself left early 1972
to join Country Gazette. while his
predecessor in Gazette, Billy Ray
Latham, joined Dillards. With the
addition also of Paul York, the
band made the disappointing
Roots And Branches for the
now-defunct Anthem label.

Their last album, released in
1973, was Tribute To The
American Duck, since when
group’s direction has changed
yet again, with Rodney Dillard
now playing synthesisers. But
Jayne has left so band are again
a four-piece, and without regular
bass player.

Recordings:

Back Porch Bluegrass (Elektira)

Live! Almost! (Elektra)

Pickin’ And Fiddlin’ (Elekira)

Wheatstraw Suite (Elekira)

Copperfields (Elektra)

Roots And Branches (Anthem/
United Artists)

Tribute To The American Duck
(Poppy/United Artists)

Compilation:

Country Tracks, The Best Of
The Dillards (—/Elektra)

Dion

Born in The Bronx on July 18, 1939
Dion Dimucci first recorded in
mid-'50s as lead singer of Dion
and the Tamberlanes, one of the
countless New York-based teen-
age vocal groups (most of which




were of Italian or black origins);
the group issued one disc, The

Chosen Few, before Dion re-
appeared as leader of a new
outfit Dion And The Belmonts,
who took their name from a
street in The Bronx. The other
three group members were Fred
Milano, Carlo Mastangelo and
Angelo D’Aleo.

In May 1958 their first single 1
Wonder Why made an impres-
sion on the U.S. charts, and the
line-up subsequently established
themselves as the most successful
of their type with songs like A
Teenager In Love and Where Or
When?, both of which were
million-sellers. (In 1959 Dion And
The Belmonts had been touring
the States with Buddy Holly; Dion
had declined an invitation to fly
by the plane that subsequently
crashed killing all the passengers,
including Holly.)

Though the group separated in
1960, Dion, whose personal cha-
risma had arguably been the
reason for the group’s con-
sistency, continued recording for
the same company, Laurie Re-
cords, and his success rate was
maintained with Runaround Sue
and The Wanderer. Even when
he moved to Columbia in 1963, he
was still having hits, with Ruby
Baby and Drip Drop, but then
the advent of Beatlemania, coupled
with his own by now considerable
drug problems, temporarily halt-
ed his career.

By 1968 he was ready for a come-
back, having kicked his drug
habit and reshaped his act. He
was now a folk-styled balladeer,
accompanying himself on guitar.
Still with Laurie, he had a U.S.
Top 10 hit with Abraham, Martin
And John, a song composed by
Dick Holler about the assassina-
tions of Martin Luther King and
John and Bobby Kennedy.

Dion’s second career in the van-
guard of the acoustic folk/rock
movement blossomed; by now
with Warner Bros, his albums like
Sit Down Old Friend, released
in 1970, mostly composed of
original material written in col-
laboration with Tony Fasce, sold
encouragingly. In 1972 Sanctuary
contained some tracks recorded
live at The Bitter End in Green-
wich Village.

Finally Warner Bros persuaded
him, in the wake of the rock 'n’
roll revival, to bring the Belmonts
together again for a live concert
at Madison Square Garden which
resulted in the bestselling album,
Reunion.

When Phil Spector’s Philles label
was acquired for distribution by
Warner Bros, Dion met Spector,
and was invited to record for
him, and thus Dion’s third career
was begun. His first single on
Philles Records, Borm To Be
With You, dramatically employed
all the familiar devices of the
Spector ‘Wall Of Sound’, though
the album of the same title was
less successful.

Dion is one of rock’s survivors,
both in so far as he’s twice been
close to death, and also in that he’s
proved versatile enough to meet
the challenge of changing musical
fashions.

Recordings:

Sit Down Old Friend (Warner
Bros)

You’re Not Alone (Warner Bros)

Sanctuary (Warner Bros)

Suite For Late Summer
(Warner Bros)

Born To Be With You (Philles)

Streetheart (Warner Bros)

With The Belmonts:

Reunion (Warner Bros)

Dog Soldier
® Keef Hartley

Dr Ray Dolby

American inventor who, around
1965, came up with noise reduc-
tion system for tapes and records
which has subsequently made his
name a (hi-fi) household word.

Fats Domino

Born Antoine Domino on Feb 26,
1928 in New Orleans, and thus
raised in the same environment
that produced Little Richard (‘),
Professor Longhair and Dr John
(). His first professional appear-
ance was at age of 10; after that he
just pounded away at the piano,
until in 1949 he was given a
regular engagement by band-
leader and trumpeter Dave Bar-
tholomew - and thus began a
professional partmership that sur-
vived and flourished through the
years, Bartholomew being Domi-
no’s musical arranger and co-
writer.

In 1949 Domino signed to Im-
perial Records, his debut single
becoming his first million-seller,
The Fat Man. (Given his re-
markably rotund frame, he had
only one possible appellation from
the beginning.)

Play It Again, Fats.
Courtesy United Artists.

By 1955 he’d made a name for
himself, produced some of his
finest material and stockpiled a
number of hit singles. But then his
pounding, up-tempo piano style
made him a natural rock 'n’ roller
(he never had to adapt at all) and
Domino established himself with
this new audience, both in terms
of his concert appearances, and
with a panoply of rock classics
that were uniquely his own -
Ain’t That A Shame, I'm Walkin’,
Blueberry Hill and Mazrgie. He
also appeared in two early rock
'n’ roll movies — “The Girl Can’t
Help It”, and ‘‘Shake, Rattle And
Roll’’.

He earned his last gold disc — his
twentieth — in 1960 with Walkin’
To New Orleans, and the '60s
then proved a fallow period. In
1967 Brian Epstein (#) persuaded

Right: Donovan as flower
child. He cut a series of
semi-classic singles in the
’60s. Unfortunately, he can’t
get into the ’70s.

him to play his first British con-
cert, at the Savile Theatre. He
subsequently made further UK.
visits, and also found his career
re-activated by the rock 'n’ roll re-
vival boom — he was given small
part in “Let The Good Times
Roll”.

Nevertheless, he is now semi-
retired, living in luxury in New
Orleans with his wife and eight
children, but still playing regular
dates in Las Vegas. His inventive-
ness has been running low in
later ’60s and the '70s. His records
have often been composed merely
of different versions of his stan-
dard repertoire; certainly his
concert performances have be-
come ritualised retreads of the
same old songs.

Recordings:

Fats Domino Million Sellers,
Vols I, IT & III (Liberty)

Rare Dominoes, Vols I & II
(Liberty)

Legendary Masters (United
Artists)

Fats (Warner Bros)

Play It Again, Fats; The Very
Best Of Fats Domino (United
Artists)

Live At Montreux - Hello
Josephine (Atlantic)

Tom Donahue

American DJ, born 1928, Donahue
virtually invented the format of
FM rock radio now crucial to the
existence of U.S. rock. Working
at San Francisco’s KSAN station
during the mid-'60s, Donahue
came up with his new radio
concept after listening to the then-
emergent Bay Area bands and
realising thatthere was a burgeon-
ing audience not catered for by
the then-prevailing DJ hierarchy.
There are now hundreds of such
FM rock stations across the U.S.
Donahue died in 1975

Donovan

Born Clasgow, Scotland, May 10,
1946 as Donovan Leitch. Projected
to instant stardom in U.K. early
1965 when he was booked as
first-ever resident on British TV'’s
best, but long since defunct, rock
programme ‘‘Ready Steady Go’.
The blue denim cap, harmonica
stand, sloganised acoustic, and
nasal inflection at first drew
criticism that Donovan was ersatz
Dylan.

bonowan

.

.

N1
Fairy Tale. Courtesy
Pye Records.

Same year saw first two self-
composed singles, Catch The
Wind and Colours, go into British
singles chart, before involve-
ment with golden-touch U.K. pop
impresario/producer Mickie Most
(®) produced a series of quasi-
psychedelic, semi-classic singles
Sunshine Superman, Mellow
Yellow and There Is A Moun-
tain through 1966-67.

Third album, Sunshine Super-
man (1967), produced by Most
and John Cameron, became some-
thing of early acid-head bible.
Then came double set, A Gift
From A Flower To A Garden
(1968), with its cover pin-up of
guru Maharishi Yogi and flower
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power trimmings, which, along
with Sgt Pepper, summed up that
particularly whimsical period of
pop ‘‘progression’. (Both halves
of set subsequently re-released as
single albums.)

Almost inevitably from that point
(although there were further in-
teresting singles — Jennifer Juni-
per, Hurdy Gurdy Man, Goo
Goo Barabajagal, the last named
a 1969 collaboration with Jeff Beck
Group), he slipped from fashion.

Experiments with “‘Celtic rock”
on 1970 Open Road set have since
been surpassed by likes of Alan
Stivell, and his dream visions out-
distanced in invention by the
Incredible String Band.

In fact, 1970 saw Donovan drop
almost completely out of sight
when for various reasons, the
punitive British tax laws among
them, he retired to his home in
Ireland for a full year. Having
engaged in an (unsuccessful)
attempt to switch labels, record-
ings dried up at this point,
although Donovan made the first
of his excursions into movie-
scoring via soundtrack for “If It’s
Tuesday It Must Be Belgium’ and
subsequently ‘“The Pied Piper”,
released in 1972, in which he also
had starring role. (Also scored
1973 “Brother Sun Sister Moon''.)

Returned to record scene with
1971 H.M.S. Donovan set and to
U.S. singles chart with the eco-
logically-flavoured Celia Of The
Seals, though his concert appear-
ances remained sporadic.

There was a further lull in re-
cording until late 1972 Cosmic
Wheels set, produced by Mickie
Most, which was followed in 1973
by Essence to Essence, produc-
tion credit going to Andrew Loog
Oldham. Donovan then spent a
year working on late 1974 con-
ceptual album 7-Tease, recorded
in Nashville with Norbert Putnam
producing, which he followed
with an international tour.

Since April 1974, Donovan has
based activities in America
(though he retains home in Scot-
land). Has two daughters Astella
and Oriole by wife Linda, who
also has a son Julian fathered by
late Stones guitarist Brian Jones
before her marriage to Donovan.

Recordings:

What's Bin Did And What’s Bin
Hid (Epic/Pye)

Fairy Tale (Epic/Pye)

Sunshine Superman (Epic/Pye)

A Gift From A Flower To A
Garden (Epic/Pye)

Mellow Yellow (Epic/—)

Donovan In Concert (Epic/Pye)

Hurdy Gurdy Man (Epic/—)

Barabajagal (Epic/—)

Open Road (Epic/Dawn)

H.M.S. Donovan (Epic/Dawn)

Cosmic Wheels (Epic)

Essence To Essence (Epic)

1-Tease (Epic)

Slow Down World (Epic)

Compilation:

Greatest Hits (Epic/Pye)

The Doobie
Brothers

Pat Simmons guitar, vocals
Tom Johnston t
ceyboards, vocals

Jeff ‘Skunk’ Baxter guitar, v

Tiran Porter bass
John Hartmann pe
Keith Knudsen dr

ocals

68

Michael McDonald keyboards

Though none of them were
related, The Doobie Brothers were
originally a trio called Pud formed
in California in 1970 and com-
prising Johnston, Hartmann and
bassist Greg Murph, the latter
quickly replaced by Dave
Shogren. Started out as a hard
rock band, toyed for a spell with
gospel-oriented material using
horns before return to rock roots.
Expanded to four-piece with
addition of Pat Simmons, a native
of San Jose.

Signed to Warner Bros, this line-
up appeared on 1971 debut album
although Shogren left soon after.
Tiran Porter and Mike Hossack
(percussion) were enlisted to
bring Doobies up to quintet. This
use of two guitarists and two per-
cussionists was later to draw
comparisons with similarly

boogie-oriented Allman Brothers,
although Doobies have always
professed a closer affinity to
San Francisco band Moby Grape.
Indeed, the Grape’s Skip Spence
had been instrumental in bringing
original Doobies together.
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Above: Jeff ‘Sk

Their second album, the gold-
seller Toulouse Street (1972)
found the band experimenting
with horns on certain tracks and
moving further in direction of
hard rock, results being a high
placing on U.S. album lists and a
hit single Listen To The Music.

1973 set, The Captain And Me,
repeated the process with gold
status and a hit single, Long
Train Running - and by now the
Doobies were a substantial con-
cert attraction in the U.S. Attract-
ing cult attention in UK., they
managed to sell-out two London
Rainbow gigs on British debut
early 1974 with very little pre-
publicity.

Later that year the group’s
instrumental prowess was boosted
by the talents of former Steely
Dan () slide guitarist Jeff ‘Skunk’
Baxter (though many critics inter-
preted the move as a backward
one on Baxter’s part). The guitar-
ist had, however, already appear-
ed in session role on earlier
Doobies albums.

More personnel changes occur-
red in the following year: Hossack
departed to be replaced by Keith
Knudsen, formerly with Lee
Michaels (9), with line-up boosted
to six by addition of keyboards
player Michael McDonald - like
Baxter before him, a recruit from
Steely Dan.

Stampede certified as Doobies’
third gold album 1975; also yield-

Right: Strange Days. Courtesy
Elektra/Asylum. Released in
1968, its design displayed
remarkable confidence and
inventiveness for the time.

unk’ Baxter.

ed U.S. hit single Take Me In
Your Arms.

Recordings:

The Doobie Brothers (Warner
Bros)

Toulouse Street (Warner Bros)

The Captain And Me (Warner
Bros)

What Were Once Vices Are
Now Habits (Warner Bros)

Stampede (Warner Bros)

Takin’ It To The Streets
(Warner Bros)

The Doors

Jim Morrison vocals

Ray Manzarek keyboards
Robby Krieger guitar
John Densmore drums

James Douglas Morrison was born
Dec 8, 1943 in Melbourne, Florida,
the son of a Rear-Admiral, in a
family that had a long history of
career militarists. (During his
early career, Morrison, the arch-
rebel, claimed his parents were
both dead.)

He graduated from George
Washington High School in 1961,
spent a year at St Petersburg
Junior College in Florida, and
then switched to Florida State
University. He enrolled in the
theatre arts department of UCLA
in 1964 and majored in film tech-
nique. In 1965 he met Manzarek in
Los Angeles, having previously
known him at UCLA. They agreed
to put a group together.

Manzarek was born Chicago on
Feb 12, 1935. He had studied
piano from an early age, before
becoming interested in R&B music
when he was 12. Though he show-
ed considerable talent as a clas-
sical pianist, he continued to
spend time at the blues clubs in
Chicago’s south side, and took a
degree in economics before mov-
ing to UCLA. It was while studying
in the film department there that
he got acquainted with Morrison.
In between times, Manzarek had
developed his own blues-oriented
group, Rick and the Ravens.

It was Manzarek who discovered
Krieger and Densmore (of a band
called The Psychedelic Rangers)

& Bh
Above: Jim Morrison’s final
resting place.

in a Los Angeles meditation
centre. Krieger was born Jan 8,
1946 and Densmore Dec 1, 1945,
both in Los Angeles. The Doors
were now assembled.

After rehearsing for some time
together, the band made their
professional debut at the London
Fog Club on Sunset Boulevard,
and after some hard, discourag-
ing, dues-paying months, were
signed to Elektra Records. The
Doors was released at the begin-
ning of 1967. The band had their
original roots and support in the
underground, but this debut al-
bum blew such considerations
sky-high, and made them one of
the top U.S. rock bands almost
immediately. A breathtaking in-
troduction, it had a very theatrical
atmosphere (and included one
Bertolt Brecht/Kurt Weill song),
and Morrison’s songs established
straightaway his sex and death
motifs that became of fundamental
importance in the group’s image.
The End evoked his mystical
and eschatological preoccupa-
tions, while Krieger’s composition
Light My Fire was a stone-classic
song, and an abbreviated version
issued as a single went to No. 1
in the U.S. charts.

Arguably the band played too
many cards too soon, but they
managed to emulate their initial
success. Strange Days showed
them at their most imaginative,
if not at their most powerful, and
their third album Waiting For
The Sun (which was the only
Doors album, prior to L.A.




Woman, on which they used an
outside bassist, Doug Lubahn;
usually Manzarek played a bass
foot-pedal) contained on the in-
side-sleeve the full libretto of
*The Celebration Of The Lizard
King”, a diffuse narrative poem
based on the beliefs of The
Shaman and other oriental philo-
sophies, which was given its only
musical expression on the album
in “Not To Touch The Earth’. Plans
for presenting ‘“The Celebration”
in the theatre didn’t reach fruition,
but Morrison did make the film

“A Feast Of Friends” with two
colleagues from UCLA. (He also
made two promotional films for
Break On Through and The
Unknown Soldier, and by the
time of his death had also com-
pleted another film screenplay
with the novelist Michael
McClure.)

Waiting For The Sun also con-
tained another song that became a
No. 1 single, Hello I Love You
(which seemed to be derivative of
The Kinks’ All Day And All Of
The Night). Certainly, The Doors
now had such a vast following, it
was absurd to consider them an
underground group. Morrison’s
extravagant, sensual style of
singing, and the pyrotechnics of
his every performance were
attracting widespread attention.
He was obsessed with the notion
of rock star as performer, and
seemed to live on a permanent
stage. He became the Lizard-King
himself.

Factoids about him were com-
monplace. He always seemed to
be living on the edge, and it
wasn’t surprising that once or
twice he went over it. He had
several skirmishes with the law;
he was arrested in New Haven,
Connecticut in Dec 1967 for using
obscene language and starting a
riot, and again in Mar 1969 in
Miami for alleged indecent expo-
sure on stage.

Though their album release of
1969, The Soft Parade, suffered
from a lack of direction and a sur-
feit of pop content, Morrison
Hotel/Hard Rock Cafe (1970), a
carnival of crude delights, showed
the band again in excellent form,
with Morrison’s writing attaining
a new economy. One of the songs,
Queen Of The Highway, was
dedicated to his new wife,
Pamela.

Absolutely Live finally contain-
ed a version of Morrison's rep-
tilian drama, The Celebration Of
The Lizard.

L.A. Woman was released in
1971. This was a tour de force,
still the most potent kind of rock
'n’ roll, combined with lyrics that
retained the forcefulness, imagi-
nation and bleakness of the band'’s
best work. The Wasp (Texas
Radio And The Big Beat) was
laced with striking images, and
Riders On The Storm became
their most successful latterday
song.

Shortly afterwards Morrison,
wearied and disillusioned, par-
ticularly as a consequence of the
Miami charge, announced he was
quitting the band to take a
lengthy rest, and went to live in
Paris. For four years he had over-
indulged in alcoho!l and life, and
was in a bad way. The band were
trying to persuade him back, but
on July 3, 1971 he died of a heart
attack in his bath. His widow died
of a heroin overdose in May 1974.

Morrison is a quintessential rock

figure. Like Eddie Cochran, Jimi
Hendrix, Janis Joplin and also
James Dean, he was an incor-
rigible rebel who seemed in-
eluctably committed to a course of
self-destruction. He played every
show like Marlon Brando in “On
The Waterfront”. He had studied
Nietzsche and William Blake (from
whose writings he had taken the
name ‘“‘The Doors’) and was one
of the most erudite and widely-
read of rock stars; though per-
haps not a genius, he was one of
the few commanding talents the
genre had thrown up. He quite
literally lived and died for his
Art. His poems were published in
1971 as ‘“‘The Lords” and ‘‘The
New Creatures’.

L.A.Woman. Courtesy
Elektra/Asylum Records.

The three other Doors bravely
carried on, and Other Voices
was a good deal better than any-
one had any right to expect. Full
Circle, however, indicated their
inspiration was exhausted, and
they went their separate ways.
At one point Manzarek wanted to
reform The Doors with Iggy
Stooge (who dyed his hair black
in anticipation of such a move),
but nothing came of it. Manzarek
himself went on to make a dizzily
pretentious solo album, The
Golden Scarab in 1974, and in
May 1975 released his follow-up,
entitled The Whole Thing Started
With Rock 'n’ Roll, Now It’s
Out Of Control (both on Mercury
Records).

Krieger and Densmore produc-
ed an album called The Com-
fortable Chair by the group of
the same name, and then went on
to form the Butts Band (¥).

Mike Jahn has written ‘“The
Doors: An Unauthorised Bio-
graphy”, and there is a second
book, “Jim Morrison: Au Dela De
La Doors” by Herve Muller,
which has so far been published
only in French.

Recordings:

The Doors (Elektra)

Strange Days (Elektra)

Waiting For The Sun (Elektra)

The Soft Parade (Elektra)

Morrison Hotel/Hard Rock Cafe
(Elektra)

Absolutely Live (Elektra)

L.A. Woman (Elektra)

Other Voices (Elektra)

Full Circle (Elektra)

Compilations:

13 (Elektra)

Weird Scenes Inside The Gold
Mine (Elektra)

Tom Dowd

As a distinguished engineer
producer who raised his technical
functions to the level of an art
form, Dowd engineered almost
everything for Atlantic Records

from the time he first worked for
them in 1948 until he left the
company to go freelance a quarter
of a century later.

The exceptional clarity of his
work earned him wide respect in
the industry in the early 'S0s, and
in the mid-'50s he was one of the
first people to work on stereo
recordings.

As Atlantic’s staff engineer, he
worked on all their celebrated
sessions, including Otis Red-
ding’s live album Saturday Night
At The Apollo, and all of Aretha
Franklin’s records, on which he
was regularly credited as co-
producer with Jerry Wexler, Arif
Mardin, and often Aretha herself.
(In fact, Atlantic’s regular use of
all its heavyweight staff on ses-
sions for Aretha, its star per-
former, often backfired.)

Since Dowd left the staff of
Atlantic, his services have been
in demand by many top rock acts,
and recent assignments have in-
cluded Eric Clapton’s 461 Ocean
Boulevard, Rod Stewart’s Atlan-
tic Crossing and Wishbone Ash's
Locked In.

Dr Feelgood

Lee Brilleaux vocals, harmonica
Wilko Johnson guitar, vocals
John Sparks bass

Figure Martin drums

Formed 1971 in Canvey Island,
Essex — a small, eyesore oil-
refinery community in Thames
estuary that might be described
as the ‘‘arm-pit”’ of South East
England. Indeed, the most un-
likely background for a band that
set the pace through 1975 as one
of the U.K.’s brightest rock hopes.

Dr. Feelgood

Down By The Jetty

Down By The Jetty.
Courtesy United Artists.

Figure and Johnson played to-
gether in first group The Roamers
1964 both as 16-year olds. Wilko
went off on own into group The
Heap, playing Canvey weddings
and working men'’s clubs for £2 a
night, employing his dervish-like
Telecaster after the style of his
idol, the semi-legendary Mick
Green of Johnny Kidd & The
Pirates (¥).

The band broke up, however,
when the guitarist left Canvey for
Newcastle University in 1967.
Meanwhile Figure Martin, John
Sparks and Lee Brilleaux — whose
family had moved to Canvey
from Ealing, London, when he
was 13 — played in various groups
around England.

After Newcastle University and
abortive attempt to join band
there, Wilko took hippy trail to
Nepal, finally returning to a
Canvey Island which still remem-
bered his early reputation. It was
summer 1971 when he ran into
Lee Brilleaux, and Dr Feelgood

came into being.

For a time they backed the then
faded former ’'50s U.K. rock star
Heinz (ex of Tornadoes) before
working again in own right. As
such, they quickly established a
second-to-none reputation on
London and South East England
pub/club circuit. In some ways a
throwback — they've been com-
pared to early Stones, and mode
of dress certainly recalls '60s -
Feelgoods base their appeal on a
mix of old R&B standards and
band originals, working a dyna-
mic stage show out of menacing
interplay between vocalist Bril-
leaux and ace guitarist Johnson.
In 1975, after considerable press
acclaim and cult following, Feel-
good were signed by United
Artists in U.K. and released some-
what disappointing debut Down
By The Jetty, in mono! — a group
obsession of time. In the same
year they completed their first
major British tour and recorded
the much-improved Malpractice.
Though few doubts remain about
“live” ability (except what
America will make of them!),
there are still some question marks
as to whether Feelgoods can pull
it off on record. Still based in
Canvey.

Recordings:

Down By The Jetty (—/United
Artists)

Malpractice (Columbia/United
Artists)

Dr Hook & The
Medicine Show

Ray Sawyer vocals, guitar

Dennis Locorriere vocals,
guitar

Rik Elswit guitar

Billy Francis keyboards

Jance Garfat bass

John Wolters drums

American group, assembled over
a gradual period in late '60s
around a nucleus of Locorriere
and Southerners Sawyer, George
Cummings and Francis. Sawyer,
an eye-patched, ex-soul singer
from Chicksaw, Alabama, and
Locorriere, a New Jersey folkie,
were vocalist-leaders of the group
which played bars and dives
around New Jersey area until
their *‘discovery” by ‘“Playboy”
cartoonist songwriter Shel Silver-
stein.

Silverstein got them gig of
appearing in, and performing
soundtrack music for, a Dustin
Hoffman movie he had scored,
“Who Is Harry Kellerman And
Why Is He Saying These Terrible
Things About Me?"’

This led to CBS recording con-
tract for the band, at that time a
five-piece. From 1972 debut album
came U.S. and U.K. hit single with
Silverstein - written Sylvia’s
Mother. The Hook added Garfat
and Elswit to fill out their stage
sound and record Sloppy Seconds
(1972), from which Silverstein’'s
The Cover Of Rolling Stone
single was an American smash.
In fact all the material on the first
two albums was Silverstein-com-
posed (among his earlier credits
was A Boy Named Sue for
Johnny Cash), and the group
returned the compliment by play-
ing back-up on the songwriter’s
Freakin’ At The Freakers Ball
solo album (1973).
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Belly Up (1973) introduced Dr
Hook's own compositions, but
follow-up Fried Face (not re-
leased U.K.) caused friction be-
tween band and label resulting in
switch to Capitol. Though chart
placings have since then been in-
frequent — 1976 version of Sam
Cooke’s Only Sixteen took them
high in U.S. lists — they remain
one of the most eccentrically en-
tertaining live outfits in rock.

Founder-member George Cum-
mings (gtr, steel gtr) quit band
autumn 1978 suffering nervous
problems.

Recordings:

Dr Hook (Columbia/CBS)

Sloppy Seconds (Columbia/
CBS)

Belly Up (Columbia/CBS)

Fried Face (Columbia/—)

Bankrupt (Capitol)

K Little Bit More (Capitol)

Compilations:

The Ballad of Lucy Jordan
(—/CBS)

The Best of Dr Hook
(Columbia/—)

Dr John

Born Malcolm John (“Mac”)
Rebennack in New Orleans 1941.
His mother a professional model,
the baby Dr John himself once
appeared in soap company ads.
A stronger influence was his
father, who owned a record store.

From an early age, Rebennack
grew up listening to likes of Big
Bill Broonzy, later playing guitar
and piano in school bands.

As a teenager he hung out
around New Orleans recording
studios, befriending and learning
from likes of local legends Pro-
fessor Longhair, Huey Piano
Smith, and Walter Nelson and
Roy Montrell of Fats Domino’s
band.

By 1956, on strength of this
unique grounding, Rebennack
had graduated as far as backing
Longhair, Frankie Ford (of Sea
Cruise fame), Joe Tex, Leonard
James, and in the following year
he made his own (though un-
released) instrumental album.

Later in the ’80s he worked as a
producer/session player with
Minit label in New Orleans and
ABC in Baton Rouge, and was in-
strumental in formation of AFO
(All For One) black artists co-
operative label, signing with
same. (Latter is indicative of
respect the white ‘“Mac’’ Reb-
ennack had by then achieved
within black New Orleans music
community.) AFO also boasted
one Prince Lala (since deceased),
whose mystical voodoo trappings
Rebennack would later re-work
for Dr John persona.

The mid-'60s found him working
as a sessionman in Los Angeles
(for the likes of Phil Spector,
Sam Cooke, Sonny & Cher), and,
through his growing interest in
voodoo, gradually metamorphos-
ing into Dr John The Night
Tripper (latter part of name is
said to be answer to Beatles’ Day
Tripper).

First-released Dr John album,
Gris Gris (1968), in fact compris-
ed a number of songs written
during pre-Los Angeles period,
as did the second set Babylon the
following year. Both were start-
lingly original recordings, com-
bining traditional Creole chants
and New Orleans influences with
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trimmings of emergent psyche-
delia.

Like The Band (¥) before him,
Dr John's reputation spread at
first largely by word of mouth,
his name constantly appearing in
interviews with major rock cele-
brities. Two of these, Mick Jagger
and Eric Clapton, later appeared
on his 1971 Sun, Moon And
Herbs album, by which time Dr
John was firmly established as
cult attraction, appearing onstage
in garish beaded robes and
feathered head-dress with simi-
larly-attired carnival-type retinue
of dancing girls and musicians.
Voodoo-orientation was con-
tinued on 1972 Gumbo set,
though following year's In The
Right Place marked shift of
emphasis towards more conven-
tional rock paths, becoming one
of Dr John’s biggest sellers. From
that album, the stand-out cut
Right Time Wrong Place made
the U.S. singles charts.

First two albums listed below,
both not issued until after Gris
Gris, are difficult to date, though
probably the first predates move
to Los Angeles while second
comprises material recorded
around same time as first release.
Though there are differences,
mainly that the British release
contains 12 tracks to America’s
nine, Dr John album is basically
the same as the 1975 UK. release
on DJM Records, Cut Me While
I’'m Hot.

Last listed album was one-off
1973 collaboration, on which Dr
John and Bloomfield play second-
ary roles to John Hammond.

Recordings:

Dr John (Springboard/—)

Anytime Anyplace
(Barometer/—)

Gris Gris (Atco/Atlantic)

Babylon (Atco/Atlantic)

Remedies (Atco/Atlantic)

Sun, Moon And Herbs (Atco/
Atlantic)

Gumbo (Atco/Atlantic)

In The Right Place (Atco/
Atlantic)

Desitively Bonnaroo (Atco/
Atlantic)

Hollywood Be Thy Name
(United Artists)

With John Hammond, Mike
Bloomfield:

Triumvirate (Columbia/CBS)

Nick Drake

Born 1948 in Burma while his
parents were stationed there,
Drake came to England when he
was six, and in 1967 took up a
place at Fitzwilliam College, Cam-
bridge to study English literature.

He devoted more time, however,
to writing songs and developing
his guitar technique; when he
started giving public perfor-
mances in Cambridge, he was
discovered by Ashley Hutchings,
who recommended him for Joe
Boyd's Witchseason Company.
Drake threw over the academic
life, and recorded his first album
Five Leaves Left, a sometimes
brilliant, always assured debut
with a uniformity of mood that
made it comparable to Van
Morrison’s Astral Weeks.

In 1970 his second album Bryter
Later was recorded with the
assistance of Richard Thompson,
sundry other Fairports, and Chris
McGregor; Drake was beginning
to attract attention, and the album

was his most commercially suc-
cessful (even so its sales were
merely adequate). After Pink
Moon, which showed his guitar
playing at its most accomplished,
Drake became disillusioned and
depressed, and sought psychia-
tric treatment.

In the summer of 1974 he an-
nounced he was ready to record
again, and laid down - and
scrapped - four tracks; he was
ever the perfectionist. He tragic-
ally died of a drug overdose on
Oct 25, 1974.

Recordings:

Five Leaves Left (—/Island)
Bryter Later (—/Island)
Pink Moon (—/Island)

The Drifters

Not so much a group of identi-
fiable personnel, more a name for
one of the world’s most successful
hit-making operations.

The group originally had a
gospel sound in 1953 when they
first went professional - they
were a New York act from Harlem
with Clyde McPhatter as lead
singer and George Treadwell
(husband of Sarah Vaughan at the
time) as manager.

After initial American success,
McPhatter left to go solo, and in
1955 Johnny Moore joined as
lead, but was immediately drafted.
The period 1955-58 saw more per-
sonnel changes than hit records.

At the end of this time group
disbanded, but Treadwell deter-
mined to continue using the name,
and a group called The Five
Crowns (also from Harlem) were
selected to become the new
Drifters, which made Ben E.
King the new lead singer.

One of their first recordings,
There Goes My Baby, became a
huge hit. This was, for the time,
innovatory music, using an or-
chestral section in an uncon-
ventional way for a pop/R&B
record. The group were by now
aimed exclusively at a white
teenage market, performing R&B
pop songs with a semi-Latin
American ambience, which be-
came their trademark. Hits follow-
ed one another unfailingly -
Save The Last Dance For Me
being probably the most success-
ful. Their success in fact mirrored
the rise to prominence of the
Atlantic label, for whom they were
recording.

After Spanish Harlem, Ben E.
King left to go solo, and was re-
placed by Rudy Lewis, who sang
lead on Sweets For My Sweet,
On Broadway and Up On the
Roof, this being arguably The
Drifters’ real golden era; most of
the songs were written by the
hit factory of the Brill Building
(% Don Kirshner).

When Lewis died in summer
1964, Moore again took over as
lead, and Under The Boardwalk,
recorded the very same day,
was tinged with especial sadness.
The hits continued unabated
though — At The Club, Saturday
Night At The Movies — but the
group, though still performing
regularly in cabaret, seemed to
get buried in the psychedelic
upheaval at the end of the '60s.
By this time the group had been
subject to so many personnel
changes that many line-ups, such
as The Original Drifters, traded
on their name and reputation.

Right: Robert Allen
Zimmerman, aka Bob Dylan.
When he first went ‘electric’
the folk purists were outraged,
turning on him with abuse and
makeshift missiles at a series
of controversial concerts.
Dylan played on, moved on -
he should worry.

Successful re-issues of At The
Club and Come On Over To
My Place reactivated their career
in Britain in 1972. By now managed
by George Treadwell’s widow,
Fay, and contracted to Bell
Records, The Drifters, still in-
disputably a singles band, began
to enjoy a fresh spell of success
with a series of records written
and produced by British writers
Roger Cook and Roger Green-
away, even though the new hits —
Kissin’ In The Back Row, Down
On The Beach Tonight — seemed
bland and unconvincing remakes
of their classics. Certainly, they
are now aimed more at an easy-
listening market, something which
has completed the emasculation
process evident over the last
decade.

Recent popularity in Britain em-
phasised by extraordinary suc-
cess of double-album, 24 Original
Hits, which collected together
the best of the Atlantic output, and
the best of the Bell material.

In 1975 The Drifters became first
black act to perform in South
Africa with white back-up musi-
cians and before integrated audi-
ences.

Of currentline-up, Johnny Moore,
lead singer, has been present off
and on since 1955, while the other
three, Billy Lewis, Clyde Brown
and Jo Blunt joined at various
times during 1975.

Discography is selective.

Recordings:

Golden Hits (Atlantic)

The Drifters’ Story/20 All-Time
Hits (—/Atlantic)

The Drifters Now (Bell)

There Goes My First Love
(Bell)

24 Original Hits (—/Atlantic &
Bell)

Lesley Duncan

British born, initially a songwriter
and unsuccessful pop singer.
However, she was far more suc-
cessful in session field where she
sang back-up on numerous U.K.
'60s pop hits (Dusty Springfield
etc.). Married to producer Jimmy
Horowitz, she retired to home and
motherhood until Elton John re-
corded her Love Song composi-
tion on his Tumbleweed Connec-
tion album (1970).

On strength of new interest she
signed to CBS and recorded her
debut album as singer/song-
writer, Sing Children Sing, in
1971. Her reluctance to tour dissi-
pated appeal engendered by
artistically more successful Earth
Mother album (1972) — at which
point she was on brink of dis-
covery as ‘‘British Carole King” -
and subsequent releases have
appeared as only small ripples on
the surface of singer/songwriter
scene. She toured U.S. in 1976.

Recordings:

Sing Children Sing (Columbia/
CBS)

Earth Mother (Columbia/CBS)

Everything Changes (—/CGM)

Moonbathing (MCA/GM)



Bob Dylan

Borm Robert Allen Zimmerman May 24, 1941 in Duluth, Minnesota,
Dylan’s family moved to Hibbing when he was six. When he was 12 he
started playing guitar and formed several groups in high school
before going to Minnesota University in 1959, where he first adopted
the surname Dylan, probably in imitation of the poet Dylan Thomas
He dropped out the following year and by 1961 had made his way to
New York.

Of the rumours and myths with which Dylan has constantly shrouded
his career — indeed, whole life — one thing is not open to doubt: he was
determined to make it. He began singing in folk clubs as soon as he
arrived in New York in Jan 1961, and regul visited Woody
Guthrie (#) in hospital. Dylan had a strong desire to emulate the
itinerant folk-minstrel, and boasted about his acquaintance with his
hero. He also assimilated himself into New York folk circles, getting to
know Ramblin’ Jack Elliott and Cisco Houston, as well as the younger
singers like Dave Van Ronk and Tom Paxton.

He had a personal magnetism, an unpolished but effective singing
style, and was good at hustling. He had been there only a couple of
rmonths before he began to win wide attention, and in spring 1961 was
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given second billing to John Lee Hooker at Gerde’s Folk City in
Greenwich Village.

He was impatient for success, and got an isolated opportunity to play
harmonica on a Harry Belafonte album (though he quit the session
prematurely and appears on just one track) and performed the same
duties on a Carolyn Hester album. A ‘““New York Times" review, written
by Robert Shelton, of one of his by now frequent gigs at Gerde’s,
boosted his early career and John Hammond of Columbia Records —
who had just signed Peter Seeger in an attempt to capitalise on the
youth market — saw him play and signed him. At this time Albert
Grossman (§) began acting unofficially as Dylan’s manager.

Dylan cut his first album late in 1961 and it was released in Mar 1962.
Bob Dylan, with its traditional blues songs and Dylan’s earthily urgent
instrumental style, caused a mild sensation, though the record com-
pany was not overly impressed. Grossman too insisted that Hammond
no longer work with Dylan, and Tom Wilson acted as producer on the
next four albums.

Meanwhile a single — Mixed Up Confusion/Corrina Corrina — was
issued, but it was a strange hybrid of folk and rock, enjoyed no con-
temporary success and was withdrawn almost immediately. It is now of
interest, however, as it anticipated the recordings that Dylan made
some years later with an electric backing group.

The Freewheelin’ Bob Dylan was the album that established him.
It was a total departure from Bob Dylan, containing all his own material;
the compositions showed that Dylan had discovered the folk-protest
movement and dived into it with characteristic commitment. Songs
like A Hard Rain’s A-Gonna Fall, Blowin’ In The Wind and Masters
Of War became classics of the genre, while Oxford Town showed
his excellence as a commentator on contemporary social/political
events.

The Times They Are A-Changin’ (with a sleeve picture of Dylan
as dust-bowl hero, indicating his infatuation with the image of Guthrie
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Blonde On Blonde.
Courtesy CBS Records.

Another Side Of Bob Dylan.
Courtesy CBS Records.

lingered still) featured more mature political statements, particularly
about the treatment of Negroes in America (The Lonesome Death Of

Hattie Carroll, Only A Pawn In Their Game) as well as a powerful
anti-war song (With God On Our Side) and the title track, which be-
came an all-purpose anthem for youth movements (and later, in 1965,
his first hit single in Britain).

A more obviously personal style was apparent in the transitional
Another Side Of Bob Dylan; it was accordingly greeted by the
American Left-wing folk movement with disapproval, but Dylan's
central period was well under way and it was too late to stop now.
Bringing It All Back Home featured a solo Dylan on one side, and,
on the other, tracks with him and a small ensemble of musicians. Of
the songs, Mr Tambourine Man was evidence of his increasing
interest in drugs, while others — Gates Of Eden and Subterranean
Homesick Blues — were fully-developed exercises in allusive sur-
realism for which Dylan became best known.

By now he was already more of an international phenomenon than a
recording star. His albums sold in large quantities, his shows were sell-
outs. He was a familiar figure in his denim cap and suede jacket, and
his semi-beatnik lifestyle and penchant for unpredictable utterances
made for good newspaper copy. He was seen as the spokesman of a
disillusioned, alienated, but nevertheless articulate generation.

His songs also advanced the careers of less gifted rock stars. Peter,
Paul & Mary had an international hit with Blowin®’ In The Wind, and
The Byrds inaugurated their own legend with versions of two Dylan
songs, Mr Tambourine Man and All I Really Wanna Do.

Though joan Baez had helped him enormously in his early career —
by introducing him at her concerts, for example — their relationship
cooled in 1965 and she walked out on him in a scene recorded in Don
Pennebaker’s film of the 1965 British tour, ‘“Don’t Look Back'. The
documentary captures vividly Dylan’s lifestyle at the time, and the
mourting pressures that were surrounding him. At this time he also
had a cameo appearance in a BBC-TV Wednesday Play, and also wrote
;theme-song Jack O’Diamonds for another, titled “The Man Without

apers’.

Back in the U.S., Dylan, always at least two steps ahead of his vast
audience, caused a furore at the 1965 Newport Folk Festival by appear-
ing backed by the Paul Butterfield Blues Band.

Highway 61 Revisited (the first Dylan album to be produced by Bob
Johnston), recorded in New York that same year, was a quite re-
markable album with a sustained level of extraordinarily creative
lyricism, containing what is arguably Dylan’s quintessential per-
formance, Like A Rolling Stone, and also the tour de force Desolation
Row.

By now Dylan was touring with The Band (#), then known as the Hawks,
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and his concerts — like that at Newport — were receiving mixed recep-
tions; despite chart successes with both Subterranean Homesick
Blues (his first U.S. hit) and Like A Rolling Stone, his change in style
had polarised his audience, and his tour received rough treatment
both in America and Britain with outraged folk purists barracking
Dylan. A fascinating record of one such appearance can be heard on
Live At The Royal Albert Hall 1966, one of the most famous of the
hundreds of bootleg Dylan albums that became available in the late
'60s as the myth grew, and he proved reluctant to release much vital
recorded material.

By the time he recorded the epic Blonde On Blonde most of the
opposition had died down. The album is a milestone in contemporary
music. Again, the sustained standard of performance and lyrical
invention over a lengthy double album was quite unprecedented. A
single taken from it, Rainy Day Women Nos 12 & 35, reached No. 2
in the U.S. charts despite a widespread ban by radio stations because
of the song’s drugs connotations. Another track Sad-Eyed Lady Of
The Lowlands — which he later declared had been written for his wife
Sarah, whom he married in Nassau on Nov 22, 1965 — clocked in at a
massive 12 minutes.

A mysterious retirement followed. The official explanation — now
generally accepted - is that Dylan had a serious motorcycle accident
which almost killed him. There are, however, reasons for doubting the
truth of this story (mainly the desultory way in which information
filtered through); what can be said is that if Dylan had not had a motor-
cycle accident it would have been necessary to invent one. The pace
at which he was living threatened to kill him anyway, and he was
certainly oppressed by fears of dying, since he had to face the fact that
he had a following of Messianic proportions (an Australian girl had told
him he was like a Christ offering himself for sacrifice). Also, his close
friend Richard Farina had been killed in a motorcycle accident a few
months previously.

Desire. ourlesy
CBS Records.

Above: An early shot of
Zimmerman.

During his convalescence and /or period of withdrawal Dylan cut the
legendary Basement Tapes at Big Pink in Woodstock with The Band.
Though the tapes, not issued until Dylan re-signed with Columbia in
1975, only helped swell the mythology at the time (who else would
record a double album of stunningly inventive material, and then
refuse to sanction its commercial release?), the songs began to be cir-
culated freely in Britain and America and cover versions were soon
appearing. Peter, Paul & Mary recorded Too Much Of Nothing,
Brian Auger and Julie Driscoll had a U.K. hit with This Wheel’s On
Fire, and Manfred Mann's The Mighty Quinn was a No. 1 in Britain
in 1968. (In 1972 Coulson, Dean, McGuinness & Flint recorded Lo
EAnd Behold, an entire album of unissued Dylan material, much of which
was from the Basement Tapes.)

When Dylan finally broke his silence, there was again a surprise
awaiting his public. His voice had lost its gritty huskiness and mellowed;
his songs were of austere understatement, many permeated with
religious imagery. The album, John Wesley Harding, introduced
songs such as All Along The Watchtower, which Hendrix later ren-
dered in his own inimitable fashion. Hindsight shows the album to be
one of Dylan’s best — though the sequel Nashville Skyline, on which
Dylan retreated into homely sentimentality, duetting with Johnny Cash
on one track, was over-estimated at the time.

It almost seemed as though Dylan was determined to smash the myth;
to do it he had to issue the teasingly-titled Self Portrait, a diary-like
record of Dylan’s musical roots containing much country material and
his interpretations of contemporary songs by Paul Simon and Gordon
Lightfoot. It was released to universally bad reviews and possibly
Dylan himself felt he'd gone over the edge, for his next album was
issued with some haste. New Morning was hailed &= such at ihe time,
but, though it was funkier and more positive than Dylan’s recent work
had been, it was fatally flawed and showed him to be obviously lacking
in inspiration.

In 1969 Dylan had appeared at the British Isle of Wight Festival
before a crowd of over 250,000 — his first major public engagement
since his accident. But after New Morning Dylan again became
reclusive and took care of his family life — as Sign On The Window,
from New Morning, had predicted. He made two singles — the vacuous
Watching The River Flow with in-demand producer Leon Russell,
and George Jackson which marked a return to overt political senti-
ments.

Though relatively inactive, there were occasional signs that he was
keen to return to work. He accepted George Harrison’s invitation to
play at the Concert for Bangla Desh, and also recorded five new tracks
for the compilation, More Greatest Hits. In 1972 he appeared on the
title-track of Steve Goodman’s Somebody Else’s Troubles, and also



made selected appearances with John Prine. In 1973 he worked on
Doug Sahm sessions for Wallflower and Doug Sahm And Band.

Surprisingly he agreed to play a supporting role as a character called
Alias (it was a part he seemed to have written for himself) in Sam
Peckinpah’s movie “‘Pat Garrett And Billy The Kid”, starring Kris
Kristofferson. Dylan wrote a score and the title-theme Knockin’ On
Heaven’s Door became one of his largest latterday hits.

His Columbia contract expired in 1973, and he signed with David
Geffen’s fast-rising Asylum label, and also agreed to do a comeback
tour with The Band which took place, amid great publicity, in Jan-Feb
1974. (The tour is extensively chronicled in the “Rolling Stone' book,
“Knockin’ On Dylan’s Door”).

Though his much-heralded comeback album, Planet Waves, was
hardly the real McCoy, his double live-album of the tour, Before
The Flood, finally showed Dylan again at his magnetic and exuberant
best.

After co-producing an album for Barry Goldberg on Atco that summer,
Dylan announced that he was returning to Columbia. Though his
ability to produce more-than-adequate new material was by now open
to question, his next album, Blood On The Tracks (1975), triumphantly
reasserted his genius; an album obviously borne out of pain — he had
just separated from his wife — it reminded everyone that no one could
be as compelling as Dylan. No one at all.

He celebrated his return to public esteem by sanctioning, finally, the
celebrated Basement Tapes and then again toured the U.S. — this time
on a more informal basis with a show called the Rolling Thunder Revue,
which utilized the services of many leading rock performers, including
Joan Baez, Roger McGuinn, Ronee Blakley, Mick Ronson and Joni
Mitchell. The tour was an unqualified success.

At the beginning of 1976 Dylan, who now seemed to be working as
enthusiastically and prolifically as he had 10 years earlier, produced
another new album Desire (for which he employed Emmylou Harris
as second lead vocalist) which emphasised his re-emergence by
simultaneously topping the album charts in Britain and the U.S. The
single taken from it, Hurricane, about the wrongful imprisonment of

boxer Hurricane Carter, showed that Dylan’s political sensibilities were
as sharp as ever.

Bob Dylan's importance to the development of rock is rivalled only
by that of The Beatles. His influence went much further than the inno-
vative qualities of his lyrics, his semi-visionary songs effecting a change
in the consciousness of an entire generation, and opening up & general
awareness of attitudes, both personal and political, that, without him,
might still be stifled and denied today.

There is a growing pile of literature about Dylan. Anthony Scaduto’s
“Bob Dylan"” is an informative biography that is particularly illuminating
about the early days in Greenwich Village; “Bob Dylan: A Retrospec-
tive", edited by Craig McGregor, collects together many of the most
famous articles about Dylan, including Nat Hentoff’s justly celebrated
and quite electric ‘“Playboy” interview. Dylan’s own stream-of-con-
sciousness novel, ‘‘Tarantula”, which he never completed to his
satisfaction, was published by Macmillan in 1970.

Recordings:

Bob Dylan (Columbia/CBS)

The Freewheelin’ Bob Dylan
(Columbia/CBS)

The Times They Are
A-Changin’ (Columbia/CBS)

Another Side Of Bob Dylan

Self Portrait (Columbia/CBS)

New Morning (Columbia/CBS)

Pat Garrett And Billy The Kid
(Soundtrack) (Columbia/CBS)

Dylan (Columbia/CBS)

Planet Waves (Asylum/lsland)

Before The Flood (Asylum/

(Columbia/CBS) [sland)
Bringing It All Back Home Blood On The Tracks (Columbia/
(Columbia/CBS) CBS)

Highway 61 Revisited
(Columbia/CBS)

The Basement Tapes
(Columbia/CBS)

Blonde On Blonde (Columbia/
CBS)

John Wesley Harding
(Columbia/CBS)

NashvilleSkyline(Columbia/CBS)

Desire (Columbia/CBS)

Compilations:

Greatest Hits (Columbia/CBS)

More Bob Dylan Greatest Hits
(Columbia/CBS)

The Eagles

Glenn Frey guitar, piano,
vocals

Randy Meisner bass, vocals

Don Henley drums, vocals

Don Felder guitar, vocals

Joe Walsh guitar, vocals

Through the period 1872-76 The
Eagles graduated to a position as
one of America’s most successful
albums and singles bands, having
taken up the all-pervasive West
Coast country-rock mantle pion-
eered by the likes of The Byrds,
Poco and Flying Burritos. In fact,
two of the original Eagles had
roots in the last-named bands.

Meisner (b. Nebraska Mar 8,
1947) was previously in Poco (%)
and Rick Nelson’s Stone Canyon
Band (#) ~ he also played on James
Taylor’'s Sweet Baby James
album - while the since-departed
Bernie Leadon (b. Minneapolis,
Minnesota July 19, 1947) sang and
played gquitar with the Flying
Burrito Bros (%) and Dillard &
Clark Expedition (# Dillards), also
completing a stint in Linda
Ronstadt’s backing band.

Of the other founder-members,
Glenn Frey (b. Detroit Nov 6,
1948) had backed Bo Diddley and
also Linda Ronstadt and, with
John David Souther, had been
half of the duo Longbranch
Pennywhistle; Don Henley (b.
Texas July, 1947) was with the
band Shiloh alongside guitarist
Al Perkins.

Frey and Henley first met up in
Los Angeles where they assembl-
ed the original Eagles with Leadon
and Meisner. The new group
travelled to England to record
their debut album (1972) with
British producer Glyn Johns at
London's Olympic Studios. The
resulting collection went into the
U.S. bestseller lists, and the
group really took-off with the
stand-out cut Take It Easy, co-
written by Frey and Asylum label
stablemate Jackson Browne, which
became a massive American hit

in the same year.

Their second album Desperado
(1973) was again recorded with
Johns at Olympic, and it was on
the subsequent American tour
that The Eagles first drew con-
siderable acclaim as a stage band.

On The Border, part recorded
in England with Johns, the rest in
Hollywood with Bill Szymcyzk,
provided another bestselling al-
bum and a No. 1 U.S. single, The
Best Of My Love.

b 7
Above: Bernie Leadon, who
quit band in early ’76.

Guitarist Don Felder, from Flori-
da, augmented the line-up as fifth
Eagle after adding slide guitar on
sessions for the Border album.
His previous credits included
playing with David Blue (®).

Having built a steady cult follow-
ing, The Eagles broke into the
British market in mid-1975 with
the singles Lyin’ Eyes and One
Of These Nights, also making
the albums list on both sides of the
Atlantic with the 1975 Nights
collection (produced again by
Szymcyzk). This album, however,
appeared to presage a more
avidly commercial approach to
their music, and marginally re-
duced their early press support
among certain critics.

Also in 1975, the band’s U.K.
reputation was boosted by their
appearance with Elton John and
the Beach Boys on the former’s
midsummer open-air bash at
London’s vast Wembley soccer
stadium.

In early 1976, however, The
Eagles were rocked by the de-
parture after disagreements of
founder-member/composer Ber-
nie Leadon. Joe Walsh (#), who
shares the same management and
has a substantial reputation as an
artist in his own right, was an-
nounced as replacement. How-
ever, it seems likely that his stay
will be only a temporary one.

Recordings:

Eagles (Asylum)

Desperado (Asylum)

On The Border (Asylum)

One Of These Nights (Asylum)
Compilations:

Their Greatest Hits (Asylum)

Earth, Wind
& Fire

Maurice White vocals,
kalimba, drums

Verdine White vocals, bass
percussion

Philip Bailey vocals, congas,
percussion

Larry Dunn piano, organ, moog

Al McKay guitars, percussion

Ralph Johnson drums,
percussion

Johnny Graham guitars

Andrew Woolfolk flute, tenor
and soprano saxophone

Fred White drums, percussion

Earth, Wind and Fire are a co-
operative musical ensemble,
formed in Chicago in 1871 by
Maurice White. After two early
albums, they moved to Columbia
Records, and they have since
become one of America’s top-
selling bands.

All of their Columbia albums
have gone gold; their third and
fourth, Open Your Eyes and
That's The Way Of The World,
were recorded at James Guer-
cio's Caribou studios, and the
latter was the soundtrack of the
film of the same name, in which
Earth, Wind & Fire starred, un-
surprisingly, as a rock ’'n’ soul
band.

With their shifting rhythms and
superb dynamics, allied to their
joyous and positive philosophy of
universal happiness and spiritual
brotherhood, they are an exuber-
ant band whose purpose has
usually been better conveyed by
their live performance, for they
have a shrewd grasp of theatre,
and use their own sound and
light crew, dress very visually
and employ arresting devices
like a drummer on a revolving,
levitated rostrum. The live double-
album Gratitude was the first
one on which they successfully
captured the exuberance of their
live performance.

Recordings:

Last Days And Time
(Columbia/CBS)

Head To The Sky (Columbia
CBS)

Open Our Eyes (Columbia
CBS)

That’s The Way Of The World
(Columbia/CBS)

Gratitude (Columbia/CBS)

Edgar
Broughton
Band

Edgar Broughton guitar, vocals
Steve Broughton drums
Arthur Grant bass, vocals

Along with original member
Victor Unitt (gtr, vcls), all are from
Warwick, England, where they
started performing together at
school. In a sense, the Broughton
brothers, (Robert) Edgar and
Steve, were black sheep freaks
of a black sheep family. Up until
1970 the band was managed by
Ma Broughton herself.

Having built loyal local following,
they moved to London in 13968
where they signed to Harvest
Records for first album, Wasa
Wasa, released the same year.
Playing British underground cir-
cuit, Broughtons remained true to
ideals ¢f the new social musical
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liberation while contemporaries
went on to superstar status.
Their speciality was free con-
certs, the Broughtons sometimes
footing the bills themselves. On
one notable occasion, when
thwarted by Warwick Council
from playing in local park, they
played instead free from the back
of moving lorry.

As one of few groups openly
committed politically, their mater-
ial has always included satirical
and political comment on issues
such as Vietnam War (viz. Ameri-
can Boy Soldier), while their
anthem Out Demons Out, bor-
rowed from Fugs, remained in
the repertoire for a lengthy
period.

Live music has always been their
forte, and records have at times
been disappointing. Aforemen-
tioned early founder, Victor Unitt,
rejoined group at a time when
they were beginning to explore
new rmusical territories, e.g.
acoustic. 1973 album Oora in-
cludes effects humour reminiscent
of Bonzo Dog Band.

After Oora, Unitt left band again
and Broughtons switched record
labels to WWA where they en-
countered acute managerial
hassles resulting in court action.
Main point of contention was al-
bum Bandages, tapes of which
Broughton Band claimed were
illegally witheld from them by
record company - along with
their equipment.

Broughtons survived bitter, and
sometimes ugly, squabble but
neither Bandages nor any other
new recordings were forthcom-
ing for three years. However,
they continued to slog the British
club circuit with remarkable
tenacity and perseverance.

Last listed album comprises col-
lection of singles tracks, released
1975; and in spring 1976 Bandages
finally made its appearance on
market.

Recordings:

Wasa Wasa (Harvest)

Sing Brothers Sing (Harvest)

The Edgar Broughton Band
(Capitol/Harvest)

Inside Out (Harvest)

Oora (Harvest)

Bandages (NEMS)

Compilations:

A Bunch of 45s (Harvest)

Dave Edmunds

Born Cardiff, Wales, April 15,
1944, first came to public notice in
1967 as guitarist on British group
Love Sculpture’s rock version of
Khatchaturian's Sabre Dance,
which made No. 1 in British
singles lists. (Recordings of time
are contained on 1974 Dave
Edmunds And Love Sculpture -
The Classic Tracks 1968/72,
U.K. only, on One Stop label).
After a six-week American tour,
the band split and Edmunds re-
turned to Cardiff, his home town,
where he decided to work solo.
He spent the next couple of years
working at his own Rockfield
Studios in Monmouthshire, Wales,
mastering recording techniques.
In 1970 Edmunds released a solo
single, his remake of the old
Smiley Lewis blues number I
Hear You Knocking, which was
a British No. 1 selling in excess of
three million copies. His first solo
album Rockpile (1972) featured
Andy Fairweather Low (®) and
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John Williams, ex-Love Sculpture.
Since then Edmunds has released
infrequent singles, remarkable
re-creations of Spector sound of
early '60s playing virtually all
instruments himself, to varying
degrees of success, while also
producing at Rockfield for acts
including Brinsley Schwarz and
Flamin’ Groovies. 1975 Subtle As
A Flying Mallet second solo
album was released on his own
Rockfield label (RCA in U.S.).
Edmunds also appeared in David
Essex movie ‘‘Stardust’, writing
several songs for soundtrack of
same. In 1976 he signed to Led
Zeppelin’s Swan Song label.

Recordings:

Rockpile (MAM-London/
Regal Zonophone)

Subtle As A Flying Mallet
(RCA/Rockfield)

Electric Flag

Mike Bloomfield guitar

Nick Gravenites vocals
Buddy Miles drums

Barry Goldberg organ
Harvey Brooks bass

Peter Strazza tenor saxophone
Marcus Doubleday trumpet
Herbie Rich guitar

Formed 1967 with above per-
sonnel by Mike Bloomfield (%)
after his departure from Butter-
field Blues Band. Goldberg had
previously played with Steve
Miller (9), Miles had done sessions
with Otis Redding and Wilson
Pickett,and Doubleday with Dylan,
Al Kooper and The Doors.
Electric Flag made their debut
at the famous 1967 Monterey
Festival, and had a short but
illustrious career, mainly because
of the standards of instrumental
virtuosity the eight musicians set
themselves. Bloomfield’s use of a
brass section was alsoc a pointer
to the future, and the device
played an important part in for-
mation of bands like Blood, Sweat
& Tears.

After just two albums A Long
Time Comin’ and An American
Music Band, and work on the

soundtrack of the Peter Fonda —
Roger Corman movie ‘““‘The Trip”’,
the band split up, having worked
together no more than 18 months;
with its composition of eight
highly skilled individuals, they
just fell apart under internal
stresses.

Buddy Miles () went on to form
the Buddy Miles Express, and
Brooks to play with the Fabulous
Rhinestones. Goldberg made
several solo albums, including
one co-produced by Jerry Wexler
and Bob Dylan, and also wrote
I've Got To Use My Imagina-
tion with Gerry Goffin — which
became a U.S. No. 1 for Gladys
Knight and the Pips.

In 1974 the nucleus of the Elec-
tric Flag (Bloomfield, Gravenites,
Goldberg and Miles) reformed,
with Roger Troy replacing Harvey
Brooks on bass. The reunion, like
so many others, didn’t really work
out, because the magic had long
since gone. Bloomfield and Gold-
berg have since moved on to the
newest supergroup of them all,
KGB (9.

Recordings:

A Long Time Comin’
(Columbia/CBS)

An American Music Band
(Columbia/CBS)

The Band Kept Playing
(Atco/Atlantic)

Compilations:

The Best Of The Electric Flag
(Columbia/CBS)

Elephant’s
Memory
* John Lennon

Yvonne
Elliman

Hawaii-born, arrived penniless in
England, circa 1969, where her
first musical experience was busk-
ing in London streets. Graduated
to club dates, as singer guitarist,
where she was ‘‘discovered’” by
Tim Rice who, with Andrew

Lloyd Webber, wrote the smash
hit “Jesus Christ Superstar”
musical. Rice cast her as Mary
Magdelene in London and Broad-
way productions of show, but she
meant little to rock audience until
her association with Eric Clapton.
That came about when Ms
Elliman, who had married RSO
Records president Bill Oakes, was
hanging out at the same Miami,
Florida, studios where the guitar
star went to record his 461 Ocean
Boulevard album. Yvonne sang
on the sessions, and later joined
Clapton’s band on a permanent
basis ($ Eric Clapton).

She recorded her first two solo
albums before joining Clapton
band.

Recordings:

I Don’t Know How To Love
Him (Polydor)

Food Of Love (Purple Records)

Rising Sun (RSO)

Electric Light
Orchestra

Jefi Lynne guitar, vocals
Bev Bevan drums
Richard Tandy keyboards
Mik Kaminski violin
Hugh McDowell cello
Melvyn Gale cello

Kelly Groucutt bass

Jeff Lynne (born Birmingham,
England, Dec 30, 1947) originally
played in local band called The
Nightriders, which became the
highly-touted semi-underground
band, the Idle Race. He was in-
vited to join The Move (#) on two
occasions, and accepted the
second time in 1971, by which the
band solely comprised Roy Wood
and Bev Bevan; Lynne joined be-
cause of the possibilities of ELO,
then in its planning stages, though
while with The Move he wrote Do
Ya (the B side of California Man)
which became their bestselling
U.S. single, and hence an indica-
tion to things to come.

The Electric Light Orchestra was
originally conceived by Wood as
a parallel outfit to The Move
which would take up the baton of
orchestral rock music from where
The Beatles had left it with Straw-
berry Fields Forever and I Am
The Walrus. Due to The Move’s
contractual <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>