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Marshall can take it.

If you want precise

response and positive

power, Marshall can

give it.

PROFESSIONAL P.A.

Whether it's on-stage or disco amplification, come over to
Marshall. British made and renowned throughout the music
business, Marshall give you a complete choice of
equipment. Soif you are playing the Albert Hall or DJ-ing at
the local disco, your reputation depends on a totally reliable
system, Depend on Marshall.

Shown below is the Series 2 12 channel stereo mixer, just
one of the Marshall Professional PA. stereo range.

Rose: Morris

Brilliant design, British
craftsmanship - add
the name Marshall
and you have a range
of amplification
equipment that’s the
envy of the world.
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Living downfo aname

UD are four very pleasant

guys, all from the same
area of London down Mitcham
way, who played in ballrooms
and clubs for five years with-
out having a hit record. None
of them are outstandingly good
musicians. They make no pre-
tences to being Claptons, Cob-
hams or Cockers, Musically,
they're just four blokes who
play smoothly together, harm-
onise well and specialise in
doing rock numbers from the
good old days. Apart from their
singles, that is.

Everything changed for them
when Mickie Most came to
one of their gigs. That led to
a recording contract and an
arrangement for that fantastic-
ally successful songwriting
pair, Nicky Chinn and Mike
Chapman, to write them a
single.

On what can you base Mud’s
success? What lifts them from
the ranks of the best club and
pub bands and places them in
the Number One category? Is
it luck, having Nicky and Mike
to write them an instant hit, or
is it something more?

COMPOSERS

Actually Mud do write songs,
but so far haven’t let anyone
hear any of it. “Nicky and Mike
have the track record,” said
lead singer Les Gray. “We hope
they’!l go on writing songs for
us after we've changed labels.”

In July Mud are moving from
RAK records to Private Stock,
“purely for business reasons.”
During their time on RAK they
certainly have been stunningly
successful. Their first single,
Crazy, got into the top twenty
and since then every one of
their singles has gone high into
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the charts, Lonely This Christ-
mas staying at number one for
several weeks running.

You couldn't say the band
have been really manipulated.
True, their songwriters did try

to think up something special

for them, but is was something
very much based on what the
group had always done, a mix-
ture of rollicking rock and roll
and Elvis-style ballads. Even
their stage gear was built round
this, their first set of outfits
being glorified Ted suits.
Success is addictive, so no
wonder they are anxious to
stick with the boys who write
the hit songs. Yet what they
do, they do remarkably well.
They have got an image that
has grown along with them,
not one hung on them that's
all the wrong style. They're no
longer sweet little teenagers,
they've been kicking around for

a long time, hence their utter
professionalism on stage.

Unlike some musicians,
they're not in the least bit self-
indulgent. They won’t even in-
troduce one of their own com-
positions into their act “until
we've written one that really
fits.”

The band are genuinely con-
cerned about producing the
goods their customers want
and pay for. “Sometimes a
group will have a hit record
and -then, when the people
come to see them, they indulge
in twenty-minute guitar solos
rather than what the kids want
to hear. “Les has got a point
there. “That would be like us
having a hit with, say, Tiger
Feet, and then telling the kids,
‘okay, we'll play that at the end
but now, what we‘re really into
is this.” He launched into an

impression of a guy bent over

Left: Rob Davis, Les Gray and
Ray Styles. Above: Les. Below:
Duve Mount.

his guitar
lyrics.

“It's misrepresentation in my
opinion. Bands should be done
under the Trade Descriptions
Act for it. When kids have paid
good money for our records
and tickets to our concerts, we
want to give them what they've
paid for.”

As the band set out to prac-
tice what they preach, this
once led to a situation which
Les reckons was the worst
thing that ever happened to
him on stage.

“We were playing a big
venue on the Continent and |
caught some awful stomach
bug. We were right in the mid-
dle of a number when | got
an attack. Well, | mean, you
can't rush to the microphone
and say to the kids, who've
all spent about £2.50 to come
and hear you, ‘Sorry but we’ll
have to stop the show because
| want to go to the loo.

Luckily for Les, fortune must
have been on his side. “Rob
was due to take a guitar break
so | asked him to make his solo
longer than normal. Then |
dashed off the stage clutching
my stomach, raced up three
flights of stairs to the loo, then
down again and | was back
on stage even before he‘d fin-
ished his normal-length break!”

HUMOUR

Now we're getting down to
one of the things that really
makes Mud stand out. Their
natural sense of humour, which
on stage runs to perfectly
timed comedy and adds a kind
of lift and sparkle to the whole
show.

This isn‘t new. Early on in
their career they found that a
touch of humour always went
down well. “In the old days we
used to tell jokes between the
numbers, the straightforward
‘have you heard the one about

' approach. It's impossible
to do that now with all the
kids screaming at us. Mind
you, we think that's great, but
it makes it impossible for any
speech to be heard.”

Lately they've gone one step
further and taken part in a film,
the first from GTO Productions,
called “You're Never Too Young
To Rock.” It also stars the
Glitter Band and the Rubettes,
so you can guess what kind of
movie to expect. Although it
has a plot, as in many pop
movies in the Cliff Richard and
Elvis Presley tradition, that plot
is mainly an excuse to let us
hear the boys play.

However, after seeing Mud in
action on TOTP last month,
this might be a film worth see-

mumbling freaky

ing. If you didn‘t see the pro-
grammes, you missed seeing
the band turn a banally senti-

mental ballad into a comedy
turn.

“I mean,” explained Les,
“you can sing a song like

Lonely This Christmas straight
once, but after that . . . So
the first time they were on TV,
the delivery was in grand opera
style, Les clutching his breast
with emotion and rolling his
eyes heavenwards with the
best of ‘em. The next week,
with the song still at number
one, and Chinn and Chapman
being safely tucked away on
their Christmas holiday, all hell
let loose. The band strolled on
with a fifth member, a horribly
ugly ventritoquist's dummy,
which Les sat on his knee and
shared the lead vocals with.

The third week, the song-
writers still being on holiday,
Les did some impromptu clown-
ing which surprised the rest of
the band, who weren‘t expect-
ing it. No props this time, but
just gestures and declarations
to various members of the band.
It really was funny and was a
good way out of the awkward
situation in which Les found
himself, quite able to sing the
song straight but faintly embar-
rassed by the rather overdone
sentimentality.

I've a feeling the film might
well be funny, too, if any of
Les’s tales about what went on
behind the scenes had anything
to do with it, like hilarious
times spent in canoes on a
river last November, trying to
keep them afloat when the bot-
toms were full of icy water,
tight stage trousers accidental-
ly splitting, all the sort of things
which are hysterically funny
when they do happen by acci-
dent and not all funny when
planned,

The film will be released at
the end of June. Mud are also
working on a new album, a
Mudrock 2 epic, featuring songs
like Oh Boy and Living Doll.

Now that Mud have split
from Chinn and Chapman, due
to the label change, maybe
they’ll do what Status Quo did,
go back to square one and
build up something new based
on their own numbers. “I really
admire Status Quo. They did it
the brave way. They gave up
everything they {had at the
time, publicity, fame, money,
and started again, building up
their new image. That's the only
honest way to go about it.

So far we haven’t heard any
of their songs but they seem
to have a lot going for them,
entertainment-wise, and it
should last them a long time.
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YOUR LETTERS

VOLUME LOSS

Dear Sirs,

| play a Fender “'Strat” and
a Fender Jazzmaster through a
Watkins Copicat and Marshali
JTM 45 amp. While | was play-
ing one night, the volume sud-
denly dropped. It was OK
through the amp only, but not
when put through the echo
unit. Echo unit checked —
nothing wrong! Any advice?

Also, when playing the same
guitar(s) through JEN double
sound, through Sola swell pedal
and through the Copicat into
the amp, the volume s
decreased when any of the
above effects are used, either
singly or together. This is
especially noticeable when the
“Double Sound” wah effect is
not switched in, i.e. plugged
into the pedal but the effect
not being used. Would the
length of the leads needed
cause this and can you offer
any advice? Has the Sola swell
pedal any battery as | can find
no way of opening it up to
renew one?

Yours faithfully,

Chris Giddings,
Salisbury,
Wilts.

We spoke to Watkins Elec-
tric Music Ltd., manufacturers
of the Copicat, regarding your

first query. Mr. Burke, Develop-
ment Engineer, told us that as
the Copicat has a three-to-one
gain, the sound should in fact
be louder when the unit is
used, but the level may have
dropped if the Copicat is an old
one. We suggest you send the
Copicat to Watkins themselves
for checking and/or overhaul.
Their address is 66, Offley Road,
London SW9.

Alan Pine, Engineer for
Macaris Ltd., 102 Charing Cross
Road, London WC2, was able
to advise regarding the effects
pedals. Alan said that the loss
in volume would not be caused
by the length of the leads but
probably due to variable resis-
tance from the effects unit(s),
which decreases the input.
Each unit you use will have the
effect of halving the resistance.

The Sola swell pedal does
not use batteries and simply
plugs into the amplifier.

"FIFTIES AXES

Dear Sirs,

| own two guitars which are,
| believe, both discontinued
models. The first is a Fender
Duosonic, serial no. 49495, and
the other is a Hofner President,
serial no. 5387. If there is any
information you can give me
on these two guitars | would

be very grateful.

My other query is about re-
wiring a three pickup guitar,
e.g. a Fender Stratocaster.
Possibly you can tell me where
| can get a circuit diagram.

Thank you for your help in
past magazines.

Yours faithfully,

A. Kynaston,
Bristol.

All Fender guitars with five
digit serial numbers were built
between 1957 and 1960, and
the Duosonic model which is
now discontinued, was intro-
duced in 1958.

Henri Selmer & Co. Ltd., for
whom the Hofner President
guitar was made, told us that
according to their records four-
figure Hofner serial numbers
were in the 9,000 range and
three-figure numbers in the
200s, although the catalogue no.
of the President guitar was
5125. They are not sure when
this model was introduced but
it was probably during the
fifties. The President was at
the height of its popularity in
the early sixties, being an “f”
hole cello-type guitar with
single cutaway. On the earlier
models the cutaway was gently
curved but this was later
changed to the sharply pointed
florentine design.

This restyling occurred in
about 1966, when three Presi-

dent models were listed: a
six-string electric, model 66,
available in blonde or brunette
(dark sunburst) finishes, an
acoustic version, and a bass
guitar, all in the same style.

Two “high sensitivity”
“"Novasonic” double - pole,
double-coil pickups were used,
but in 1968 these were replaced
by two Hofner “high efficiency”
bar pick-ups, as fitted to exist-
ing models in the current
Hofner range. The range was
rationalised in 1972, when the
President models were dis-
continued.

We can't help with the circuit
diagram, but if you have or are
thinking of buying a “Strat”
that needs rewiring, try Roka
Acoustics, at The Fender
Soundhouse, 213-215 Totten-
ham Court Road, London W1P
9AF.

QUEEN SOUND

Dear Sirs,

Could you possibly find out
the electrical circuitry of Brian
May‘s guitar, and especially
give me information on his pick-
ups, as | am wrapped in the
sounds he gets for Queen on
their LPs. | am in the process
of building my own guitar to
try and get a sound | really
like. At the moment | am using

(soun

whouse)))))

MATTHEW S

20 THE BROADWAY,

MAIDSTONE, KENT
KENT'S BIGGEST AND BEST MUSIC STORE

We have large stocks of

FENDER GUITARS, AMPS AND KEYBOARDS,

NEW H.H., WEM, MARSHALL, GIBSON, PREMIER, CARLSBRO

AND SOUND CITY EQUIPMENT

Always a good variety of secondhand amps and cabs., Strings of every shape and size,

Discos and lighting effects.

Helpful knowledgeable service—24 hour repair service—24 hour credit clearance.

Open 9am to 6pm (and 9am to 10pm Tuesday)

DISCOUNTS FOR CASH— GOOD PRICES PAID FOR SECONDHAND GEAR
Find out more hy phoning MAIDSTONE 58903

/PN
((Tsoundhouse)))
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AND QUERIES

a modified Telecaster, and in
addition to the two existing
pickups | have added in the
middie a Fender anti-hum, but
I am still not satisfied with the
sound | get.

My very best regards,

R. van Lindt,
Christchurch,
New Zealand.

Brian May’s guitar has very
little electrical circuitry. All the
tone controls are passive, i.e.
there are no transistors. He
obtains the variety of sounds
by using different combinations
of the three pickups which can
be switched in and out of
phase. As each pickup has a
separate on/off and phase
switch, many combinations are
possible. The only other control
is a treble cut which takes the
high frequencies out. As to
your own guitar, only you can
find the exact sound you want
by experiment.

SHIREGAFF

Dear Sirs,

After hearing a supporting
band at a local hall | asked
around the music shops there
for details, and though people
had heard of them, nobody
knew where they came from.

The band, Shiregaff, played all
their own numbers and went
down a storm. Could you please
give me details on the band,
instruments played, and any
history you may have on them
as | think they are the best
band | have heard lately.
Yours faithfully,
A. Jackson,
Wallsend,
Northumberland.

We also were unable to find
any details on the band. As
they were supporting in a local
hall the chances are that this
is a semi-professional outfit.
Has anyone else heard and
enjoyed their music? Maybe
someone who knows their his-
tory will write in.

BASS GEAR

Dear Sirs,

| use an Acoustic 301 bass
cabinet and would like to know
the power handling, frequency
response, and what make of
speaker is used.

Also, which bass amp do
Acoustic recommend to use
with this cabinet, and can you
give me any information about
this amp. Thank you for a very
informative and useful maga-

zine.
Yours faithfully,
W. R. Putt,
Blandford,
Dorset.

The UK distributors for Acou-
stic say the model 301 cabinet
incorporates a single Altec 18
inch speaker. The recommended
amp for use with one of these
cabinets is the Acoustic 140
amp top, a two-channel unit
rated at 125W RMS. However,
if you have two 301s, you can
match them with the Acoustic
370 amp top. This is rated at
365W RMS and features high
and low gain inputs, bright
switch, volume, treble, mid-
range and bass controls, and a
five-section graphic equaliser.
The frequency response of the
301 is 20-20,000 cycles, but
when two of these cabinets
are matched with the 370 amp,
the frequency response will
vary owing to the use of the
graphic e/q.

JIMI’S PEDALS

Dear B.l.,
| am a Danish guy who reads
your great magazine every

month if | can get it. | hope
you can understand my English,
and answer the questions that
I have. What kind of wah-wah

and fuzz pedal did Jimi Hendrix
use and can | buy them? | play
a Stratocaster, but my tremolo
arm makes the guitar go out
of tune. | know from live
recordings that Jimi's did the
same, but when | saw Ritchie
Blackmore recently playing in
Copenhagen, his did not go out
of tune. Can you find out why
not?

Yours,

K. Henriksen,
Norgesgade,
Denmark.

The answers to your first
questions plus anything else
that would interest you about
Jimi can be obtained from the
Hendrix Information Centre, PO
Box 3464, Amsterdam, Holland.
Ritchie’s guitar does apparently
go out of tune as welll When
he plays he does have spares
so that if the problem got out
of hand he would change
guitars. Also he does not really
rely on the tremolo arm for
effect as much as Jimi Hendrix
did. By the way, your English
is fine!

Do you have a query or
do you merely want to air
your views on any musical
topic? Write to:
BEAT INSTRUMENTAL
58 Parker Street,
London WC2B 5QB

A

10% DEPOSIT MAIL ORDER—UP TO 36 MONTHS TO

PAY—H/H, FENDER, GIBSON, TRAYNOR AND WEM.
FOR FULL DETAILS OF OUR UNIQUE MAIL ORDER
CREDIT, CUT OUT THIS AD. AND SEND IT TO:

NAME

WING, STATION APPROACH, TWEEDY RD., BROMLEY, KENT




THE way that Darryl Way uses his
violin is obviously explained by a listen
to Curved Air Live, to be released at
the end of February, or by catching one
of the forthcoming gigs in this country,
but for the record, the direction that his
playing has taken is by no means a
musical fluke. The only other instruments
that he has seriously played are various
keyboards, and his musical training is
impressive. A two year violin course
at the Dartington College of Arts was
followed by one year at the Royal
College of Music.

Francis Monkman, talented keyboard
player and guitarist, met Darryl when he
was trying out his first electric violin
in a music shop, and these two plus
Florian Pilkington-Miksa and Rob

Darryl playing his
transparent violin
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Martin got the chance to play in the
musical Who The Murderer Was by Galt
McDermot and William Dumaresq. Sonja
Kristina joined soon after and the early
albums went from strength to strength,
withh Way’s violin and Kristina’s vocals
giving the band a sound that was becom-
ing increasingly popular.

PROBLEMS

After the album Phantasmagoria the
problems began. Monkman left, and then
Way himself, leaving Kristina the

problem of keeping the band together.
Unfortunately this attempt was fated to
be short lived, and the band to go off
the air altogether. The original members

were at their most disillusioned, and
talks began about the possibilities of a
reformation,

It was at this point that the November/
December tour was planned with the
original members. Now, the future of
Curved Air looks pretty rosy, considering
that prior to that “comeback” tour the
band had been off the road for two
years.

Some bands can return to the live
arena after a long layoff and gain an
enhanced reputation from their absence;
many more have tried it with a mis-
placed faith in the memory of the listen-
ing public. Curved Air were delighted
to find themselves firmly in the former
category, and were royally received by
the fans . . . hence the live album and




the forthcoming tour.

As Darryl Way said: “It was a great
feeling to play the old songs again, and
the audience really reacted fantastically.”
These “old songs” include Back Street
Luv, their successful single, It Happened
Today and the widely applauded Vivaldi,
a piece which gave full rein to Darryl’s
violin playing.

EXCITED

Darryl was very excited about the
prospect of playing with the new mem-
bers, and spoke particularly of Americans
Kohn the bassist and Copeland, the
drummer. “With an American rhythm
section, the feel of the music is a little

different now. It seems to be looser, to
need so much less arrangement. The most
noticeable influence that the new guys
have had on my playing is my introduc-

tion to the blues. This is an area which
I’'ve lacked a bit in the past, and I've
been studying it more closely lately.
I’'m beginning to feel more expression
with the violin, less technicalities.”

The band was recording an /n Concert
programme for radio release in early
March, so that seemed the perfect
opportunity to see exactly what Darryl
meant. Though it’s hard to commit the
real feeling of the music to words, there
were several noticeable bluesy sections
where the guitar licks were perfectly
matched by the violin—and Phil Kohn
has a really fluid style on the bass. The
only real shame is that at this point their
past is clearer than their present. The
tour and album should put that right
though.

SUBSCRIPTIONS!

If your regular newsagent is unable to supply your
copy of Beat Instrumental, you can order direct from
us. For details, please see the card inserted in this

issue.
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ARPTD

The ultimate musical trip!
With its ease of operation and

ihigh reliability, the ARP Odyssey
an produce an enormous variety
of sounds in live performance. No

are made quickly and easily using
the Odyssey’s slider controls and
patch switches. And, of course, the
famous ARP filters and oscillators
give you rock-stable accuracy for
professional quality recording.

Whatever your field—rock, pop,
jazz, or avant-garde electronic
composition—the ARP Odyssey is
unequalled for flexibility and
features.

For further details contact

Boosey & Hawkes

{Musical Instruments) Ltd.,
Deansbrook Rd., Edgware, Middlesex
HA8 9BB. Tel: 01-952 7711. &
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“1 was in Africa with my ears open, and their

ORE has happened to
Ginger Baker in his career
than most other musicians
could ever hope for. He
has never been one to sit
and wait for success
though; fame came hand in hand with a
unique, complex style of drumming
which was an integral part of bands in
the sixties which are now musical institu-
tions rather than nostalgic memories. The
Alexis Korner Band, the Graham Bond
Organisation and the Cream (remember
them?) were separately pioneers of revo-
lutionary sounds that embraced jazz,
blues, and hitherto unheard of rhythmic
complexities.

TECHNIQUES

With all that behind him, and a four-
year stay in Africa, he is still right in
there and looking forward to the future
with his new band, The Baker Gurvitz
Army, with enthusiasm.

To begin with — what about other
drummers on the scene today? He did
not have to search at all for the answers.

On the fashionable Buddy Rich:

“He’s a little bit old. He invited me to
play behind his band at Ronnie Scott’s,
and the last time I played there was about
14 years ago. At that time I decided not
to play there again, just go in occasionally
to meet friends. Anyway, it would be a
joke. He’s trying to keep jazz alive with
bullshit that went out at the end of the
war. Buddy Rich said somewhere that
if you have no talent you end up playing
rock and roll. He said I was scared to
play with him—what, in front of 300
people at Ronnie Scott’s? I usually play
before thousands.”

He finished his statement with an ex-
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drum patterns have certainly influenced me ’

pressive lift of an eyebrow!

Who, then, did he rate?

“Max Roach is one of the older
drummers, but he was great. I'm getting
a bit old myself,” he added with a grin.
“Billy Cobham has lots of technique, but
needs a bit more form.”

As to the popular young drummers
around today, Carl Palmer for instance,
Ginger granted that many can play fast,
but went on to explain what was more
important than sheer speed.

“If you play something fast—great.
That’s easier. But try and slow it down
and play it with the same rhythmic feel.
Doing that would show up about 95 per
cent of the younger musicians about to-
day. They’d lose control. You must have
the ability to play at any tempo. Your
hands have got to play what you tell
them, not what they want to play.”

The late Phil Seamen was a close friend
of Ginger’s, and played a large part in
widening his outlook on the techniques of
drumming.

“I remember I'd rush in and play
something to Phil: I'd say hey, look at
this and that. You know, he’d say ‘OK,
now play it like this’, and he’d show me
a different pattern just clicking his
fingers.”

Ginger had tips to give that would
not only benefit beginners but fascinate
many professionals too.

“Look around and you’ll often see that
the guy’s left hand just comes in and
follows the stronger right hand. You've
got to practise starting with the weak
hand. That’s one of my secrets, really.

If you play a four-stroke ruff evenly on
to a tape, then you should be able to play
it back and say which hand’s leading.
That's technique and control. Maybe
my hands arent even as fast as some
people’s,” he added quickly, “but my
feet are faster than anybody’s.”

“There are twenty-six basic rudiments
in any drum book. These should be
learnt and played at any tempo. Then
once your right hand’s OK, learn it lead-
ing with the left hand. If people learnt
that, there would be a lot of better
drummers about.”

Some of the vast Baker know-how may
be coming out in book form soon.

“Over the basic 26 I mentioned you
can go on to your own things. Actually,
I am considering bringing out a tutor
with some of the variations which I have
discovered.”

AFRICA

He went on to outline the importance
of practice and the pitfalls of com-
placency.

“There are a lot of guys with basic
talent, but if you’re making bread and
it’s all going down a storm you can get
lazy. I've been playing about 20 years—
for years on end I was practising nine
hours a day. Of course practising isn’t
the same as performing. You can get
behind a band and it will still sound
Mickey Mouse!”

In 1970, while Ginger was taking time
off from the pressures of much-antici-
pated public performances, it was his old

friend Phil Seamen who encouraged him
to listen to African music. Four years
later he is enthusiastic about his discov-
eries and the influences they have had
on his style.

“I was in Africa with my ears open,
and their drum patterns have certainly
influenced me. I don’t consciously try
to pinch patterns though. It just rubbed
off playing there with different bands and
drums and so on. Over there you get a
bloke playing a third of a beat behind
the band. I've done that often over here.
But then the band thinks that’s where the
fucking beat is and they come in there!”

The same eyebrow lifted again.

“They are very critical audiences in
Africa, as James Brown found out. He
thought he could get away with taking
a second-rate band out with him—you
know, he figured they’d just see James
Brown up there. But they noticed all
right! It’s up to you to win them over.
If they can see and hear that it’s good
they really appreciate it. There are a lot
of mistakes there and they can learn
from the West. We can give each other
a lot.”

Ginger’s involvement with the different
varieties of African music grew into a
desire to provide them with badly needed
musical facilities. He built the first multi-
track studio in Africa.

“It was not converted. It was built as a
studio, and I want it to be comparable to
a studio anywhere. It’'s already got

Continued on P12
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Continued from P11

superior equipment, but when you'’re
travelling around producing and so on
you see that every studio has different
equipment and you think, well—I could
do with that. With improvements coming
out all the time it’s a matter of carefully
choosing what you want. I take advice
from engineers and people in the busi-
ness.

“Doing it that way it pays its way now,
but it’s really an investment for the
future. It’s very interesting and rewarding,
and I’ve done something in a country
where there is a need.”

At this time starting the touring routine
with a new band was not really on the
cards for Ginger; until he met guitarist
Adrian Gurvitz, that is. He immediately
saw an exciting outlet for his creativity,
minus contractual hassles. Out came the
Baker Gurvitz Army album.

Forget for a moment who it’s by—it’s

the first album of a new band. The Baker/
Gurvitz songwriting team is obviously one
of great potential, and Adrian Gurvitz’s
style of guitar playing fits Baker’s drum-
ming to give the band a very definite
identity. There are several orchestrated
sections, and one track, I Wanna Live
features four backing vocalists. These are
certainly melodious, but the band is at
its best during the unaccompanied instru-
mental passages.

Mad Jack builds up to a sequence of
ascending guitar riffs which perfectly
match the fluent drum progressions, and
the track is probably the most character-
istic of the Baker/Gurvitz sound. Look
out for a fine drum solo on ‘Memory
Lane’. Doubtless in the future the sound
will change to integrate keyboards and
vocals to a greater extent. Still, right now
this one’s a tightly played album with
plenty of musical content.

“Adrian is one of those people who
makes you play”, said Ginger. “We had
the tracks down in a couple of weeks.
The album’s OK; we’re already thinking
of the next one.”

How did the band work, then?

“Like every rehearsal Adrian comes in
with something, while I'm more of an
arranger and producer, so we work well
together in that respect.

FUTURE

Most of the good things come out of
argument. We find the meeting point
where everyone can accept an idea—a
point at which no-one could arrive by
themselves. We're a lot better for that.
We have some amazing shout-ups, but
they are creative. Everyone has their say
and there are no grudges.”

Humour is never far away, which must
surely make working a pleasure.

“yeah, we send each other up a lot.
Sometimes it’s subtle, and sometimes it
ain’t!”

Ginger was looking forward to the
tour in Europe and England and also
to recording the new album, most of
which had already been written even
before the tour was due to start.

“we'll play some tracks off the album,
and about four of the new numbers.
Vocally, it will be very interesting. Snips,
from the Sharks, has joined us, and
though he’s young and hasn’t sung with
other singers before, he’s got plenty of
talent.”

Ginger is also very pleased to renew
his old acquaintance with Peter Lemer,
formerly with the Seventh Wave, who
will play the keyboards.

“He’s a fine musician. I met him years
ago when he used to play a bit with us
in the Graham Bond Organisation. He’s
been around a long time.”

Ginger is philosophical about his own
future.

“I don’t want to play for the rest of
my life, but give this band about three
years, and we’ll see how things are going.
I enjoy the arrangement and production
side a lot. Anyway, whatever I do will
be involved in music one way or another.
If youre sincere and honest, then you
get out of life what you’ve put in. It’s the
hardest route, but in the long run it’s the
only way. You should grow old and feel
you’ve done something, not be selfish with
what you’ve got.”

His rich musical contributions during
rock’s earlier years are many and varied,
and he must surely derive great satisfac-
tion from his achievements when he cares
to stop and look over his shoulder. In
the meantime something’s brewing, and
that elusive magic ingredient is definitely
IN.
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BEAT INSTRUMENTAL'S MARCH COMPETITION

WIN£500
'OF FRAMUS
& H.H.GEAR

r

y

This month we are giving you three
chances to win a fabulous prize. There are
two equal first prizes, plus £110 worth of
a runners-up prize.

First the prizes, and then what you have
to do to win. Equal first prize is the H/H
IC 100 combination amplifier, a high quality
item, which sells at £200, and incorporates
the equivalent of nearly one hundred tran-
sistors in the circuitry. Two heavy duty
12" speakers have a 75/120 watts power
capability, and are designed to be quite
free from cross-over distortion. The two
channels each have a full range of tone
controls and a volume control, and there
is also a special effects channel.

The other first prize is either the Framus
Nashville Standard guitar or Nashville
Bass. A review of the Bass in the January
edition of Beat praised the “unique (on a
bass) facility of a four position tone
selector operating over two pick-ups”.

The winner of the third prize will also be
taking home a Framus—the Nashville
Jumbo acoustic guitar, which has a fine

rosewood fingerboard and maple back and
sides.

To enter, study the following ten names
taken from the past twenty years, and
from them pick SIX who you think have
had the most influence on the development
of rock music today. Then put them in
order of importance using the letters
beside each one, and complete the entry
form which is included in this magazine,
to be returned to us not later than March
31.

If for example Hendrix is your first
choice, put F by number one on the entry
form. Our panel of judges have given us
their decision in a sealed envelope which
will be opened when all your entries have
been received.

A  Beach Boys
B Beatles

C Chuck Berry
D Bob Dylan

E Emerson, Lake and Palmer
F  Jimi Hendrix

G Elvis Presley
H Rolling Stones
| Shadows
J  The Who

The decision of the Editor is final and
binding, and no correspondence can be
entered into. Let us have your entry form
by March 31, and don’t forget to affix a
stamp.
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Model 18

Total Height  29in

Width 213in

Depth 15in

Speakers 12in extended range

Rotors One foam rotor I

Amplifier None (uses amplifier of

combo instrument)

Weight 701bs. approx.
Model 760
Total Height  453in
Width 284in
Depth 20¢in
Speakers 15in Bass Speaker, Treble driver
Rotors Two (horn and wood bass rotors)
Amplifiers 90 watts RMS from 2 separate channels

of amplification

Weight 1481bs. approx.
No. 9370 Pre-Amp Il

{For use with Leslie models 825,760)

Rotor Speeds Fast, slow, off.

Input/Output 2 inputs, single channel output _
Foot controls Two buttons {fast, slow and off}
Power switch  On/off

No. 9420 De-Luxe Pre-Amp

{For use with Leslie models 910,950}

Rotor Speeds  Fast, slow, off

Input/Output 2 inputs, double'channel output &

Foot controls  Four buttons, First pair control
rotor {fast, slow, off). Second
pair provide full or medium
reverb, or ““off’"*

Power switch  On/off

Model 825

Total Height  313in

Width 25in

Depth 183in

Speakers 12in extended range
Rotors One foam rotor
Amplifier 70 watts RMS

Weight

*For Model 950 speaker,
the second pair of foot
buttons control lighting

circuits {Full/Strobe/Off}.

871bs. approx.

Model 910

Total Height  544in

Width 28tin

Depth 204in

Speakers 15in heavy duty bass, two

6 x 9in, one treble driver

Rotors Two (horn and wood bass rotors)

Amplifiets 100 watts RMS from 3 separate
channels of amplification,

Weight Upper module 60Ibs. approx.,

lower module 1061bs. approx.

registered trade mark of CBS Inc.

Leslie Speaker Division,
Hammond Organ (UK} Ltd.,’

Deansbrook Road, Edgware Middlesex HA8 9BB
Sales office and general enquiries Tel: 01-205 4743

Please send me further details and the name
and address of my focal Leslie stockist.

Name
Address

B1/3

Leslie Speaker Division, Hammond Organ (UK) Ltd.,
Deansbrook Road, Edgware, Middlesex HAS 988
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WHATEVER your personal views about Elvis — or his

particular place in pop history —one simple fact
has got to be accepted by even the most ardent Presley
hater.

Any guy who succeeds in selling millions of records for
over twenty years in just one country —and | do mean
our good old United Kingdom — when he’s never even
bothered to give the place the honour of a one-minute
concert, until he has passed his fortieth birthday —
MUST have some lesson to teach anyone trying to break
into the music business in 1975.

The big problem is What ?

It certainly can’t be that the
easy way to achieve enormous
success in the States is never
to go there. I'd just like to see
what the American press would
do with any British group who
never managed to summon up

the energy to travel the Atlan-
tic despite achieving enormous

record sales in that country.

Don’t get me wrong, | am no
Elvis hater. Far from it. | believe
that he did more than anyone
else to change the whole face
of the music scene in the mid-
fifties.

If one accepts that Elvis was
THE big star of the fifties and

AN APPRAISAL BY JOHNNY DEAN

the Beatles the big stars of the
sixties, then who is the big
star of the seventies? Personal-
ly, } don’t think he, she or they,
have turned up yet and the odd
thing is that their name might
already be known. Are vyou
prepared to put your money on
Pitot, the Bay City Rollers, Ken-
ny, Hello, Mud or any of the
other new faces to be the
group of the seventies? Yet the
odd fact is one of them could
easily be. And in ten years’
time some writer — just like
me—will no doubt be agonizing
about one of these groups’
innermost thoughts when they
created a certain song way
back in the mid-seventies. Be-
cause Elvis was a teeny bopper
idol when he first appeared
back in the mid-fifties.

To use the old cliché, it's

so easy to be wise after the
event. But, when you research
what people actually said about
Elvis, the Beatles, the Stones
or any other top artist when
they first appeared, it's often
very, very different from the
piles of praise that are loaded
onto their heads a few years
later when the gold discs are
safely tacked to the bedroom
wall.

Only one common denomin-
ator keeps appearing in aimost
every story of super-stardom.
No, it's not Lew Grade, Ed
Sullivan, Gordon Mills, Bill
Martin or any other person.
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It's a simple thing called Luck.
It's quite unbelievable the part
that Luck has played in the suc-
cess of many of today's top
stars.

Any Elvis addict (Britain
must be one of the front run-
ners in this field, having a crop
of the most ardent Presley fans
in the world, who are prepared
to argue for hours and give
over ten million reasons why
the King hasn’t yet played a
single concert in Britain
“He's too busy making films,
he knows his records will
spread to the four corners of
the world, he keeps in touch via
his fan club and magazines, etc.
etc.) will by now undoubtedly
have devoured Jerry Hopkins
book, which certainly gives a
very detailed record of Presiey’s
life right up to the start of the

seventies. Part of the book
traces the dramatic way in
which Elvis broke into ‘the
American record world. The
problems he faced were very
similar to those every young
artist or group meets when
they’'re trying to get a break in
the current music establish-
ment. It's always there, no
matter what era you look at.
Right now, it's Elton John,
David Bowie, E.L.P. etc plus,
of course, all the elder states-
men of pop like the Beatles,
Stones, Dylan and Elvis.
Today's scene is also very
complicated and tremendousiy
fragmented with a kaleidoscope
of guys and girls playing a
million different types of music.

During recent years it's been
naked, druggy, cosmeticated,
pretentious, sincere, ecology-

4

"

minded, just about anything and
everything has been done to
achieve success. Any new-
comer always faces mountains
of problems when they’re try-
ing to create a different sound,
or a unique appearance.

Before Elvis Presley, it was
very different. The music scene
in the early fifties was clean,
cool and beautifully organised.
America reigned supreme and
almost every other country :in
the world, including Britain,
accepted that a regular diet of
American singles was much
better than any home-produced
efforts. As these mainly consis-

ted of cover versions of Ameri-
can hits by Frankie Vaughan,
Ronnie Hilton and Anne Shel-
ton, etc. who can blame them.
The Americans also knew who
played the right kind of music.
They were good musicians and
good singers in the 20-50 age
group. It was a very good time
for 40-year old trumpet players
and Messrs. Guy Mitchell,
Frankie Laine, Johnnie Ray, etc.
seemed set for a long, long
time to come.

| don’t believe that Elvis Pres-
ley was conscious of the fact
that he was in any way trying
to bust up the existing system
then. In fact, as Jerry Hopkins
reveals in his book. “Early in
his career a pattern had formed

Continued on page 18
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in Elvis's recording sessions
which would continue with only
minor changes. '‘Every. session
came hard’, says Marion Keis-
ker, who was the person who
first bothered to tape the origi-
nal demo disc that Elvis made
at Sam Phillips’ Sun Recording
Company in Memphis back in
1954. ‘He never had anything
prepared and the sessions al-
ways went on and on. First
thing, he always wanted to
cover some record he had heard
on the jukebox and Sam would
have to persuade him that he
couldn’t do that. He would have
to do something new and

different and let the people try
to cover him".”

If ever anyone could claim to
have put Elvis Presley on to the
right track at the very beginning,
it must be Sam Phillips. If he
had just allowed Elvis to have
his own way and let him cover
a series of records that had
already been released he might
never have created that very
original combination of black
and white music for which he
was to become so famous.

| wonder how many thous-
ands of managers since then
have tried to persuade their
unknown artists or groups to

“Develop a style” just like
Sam Phillips did when Elvis first
started to rehearse in Sam’'s
studio with Scottie Moore, a
21-year old guitar player and
Bill Black, a bass player who
lived just three doors away
from Scottie.

Their efforts first bore fruits
when after several months of
hard work, they finally produ-
ced a historic recording called
“That's All Right (Mama)” in
that little Memphis Studio. The
song was originally written and
recorded in the 1940's by Arth-
ur (Big Boy) Crudup, a black
country blues singer whose
style made a big impact on the
young Elvis.

Parker

A tremendous amount has
been written about the Colonel
and the part he played in Elvis
Presley's success. One often

gets the impression that he
created, launched and made
Elvis.

The Colonel certainly was
and still is, a brilliant manager.
But the facts are that Elvis had
already revealed his great
potential before the Colonel de-
cided that he'd found the right
horse to hitch his wagon on to.
It was also undoubtedly the
Colonel who decided that Elvis
should make that second series
of mass production films which
did so much to diminish Elvis's
stature in the film world. They
earned a lot of money, but one
wonders where Elvis would be
today if, in fact, he had made
far fewer, but much better,
films. Initially, he might have
lost a few million dollars in
income, but he might now be
a much bigger film star . . . and
a better actor.

The Colonel, however must
be given the undisputed title
of Master of Pop Publicity. He
merchandised just about every-
thing he could about Elvis and
the way he promoted every
Elvis film, single and album
release through the worldwide
network of fan clubs is an
object lesson for every other
pop manager who wants to
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make more money.

He also understood the im-
portance of Elvis’'s fans. Far too
many pop stars today cultivate
a fan club very enthusiastically
during the early period when
they are climbing the bottom
rungs of the ladder. But, once
they do get a few hit singles
or albums behind them, they
decide they no longer need the
support of their fans and ditch
them.

Fans

The Colonel has never made
that mistake because he knows
that 100,000 fans will go out
and buy a lousy new Elvis
record the first week it's re-
leased and, therefore, make it
a certain chart entry, even
though the general public reject
it. A large fan club is undoubt-
edly a wonderful buffer against
a bad disc.

The title “Superstar” s
thrown about too much these
days. | believe the title should
only. be given to a group or
individual who succeeds in cre-
ating a new era of pop music.
Bing Crosby, who sold well
over two hundred million discs

was probably the first true pop
Superstar, Frank Sinatra the
second, Elvis Presley the third,
and the Beatles the fourth.
Everyone else, in my book,
comes out as just ordinary pop
stars—no matter how brightly
their stars may shine for a short
period of two or three years.
A Superstar must live longer
than that and people must still
want to collect and buy his or
their records ten—or in the case
of Elvis—twenty years after he
first started making them.

What fascinates me about
Elvis Presley is that he is now
“celebrating” his fortieth birth-
day. It must rank as another
unique “first” for the King be-
cause | can’'t remember any
other artist who celebrated his
thirtieth, let alone his fortieth
year on earth.

But Elvis deserves it because
he is still succeeding in coming
up with good recordings. His
current stage act is largely de-
signed to appeal to his fans of
long standing. “Blue Suede
Shoes”, “Hound Dog” and all
the other great oldies are per-
formed for the ten thousandth
time, although the pelvis
doesn’t gyrate quite so fast, or
so sexily, and the legs quiver
at a much slower rate these
days.

Is he wise to decline to ap-
pear in Britain after all these
years? Very hard to say. Will
all those Elvis idolators who
have read every word and gazed
at every picture that has been
published in this country for the
past two decades finally end
up a little disappointed if they
finally come face-to-face with
the King in the flesh?

| believe that Elvis will be
OK. All the expectations that
have built-up so strongly over
the years will undoubtedly in-
duce a state of hysteria long
before the famous Elvis finally
swaggers onto the stage.

But any young artist or musi-
cian just starting out on the
long climb to success can learn
a lot from Elvis achievements.
The Presley commandments for
achieving success are now
pretty clear, even though he
probably didn’t realise he was
formulating them many vyears
ago.

Firstly, he proved very early
on—before he had any chart
successes—that he could really
get an audience going. Too

many of today’'s musicians be-
lieve that all they need to do
on stage is to play. They don’t
believe in performing for the
audience.

Power

Secondly, he accepted the
power of fans and used it to
the utmost.

Thirdly, he accepted Sam
Phillips’ advice to ignore all the
accepted current mid-fifties
conventions of record-making
and do something different and
new.

Fourthly, he used all the
media: radio, television and
and the press, in every possible
way.

Fifthly, once he found a man-
ager that he could trust, he let
him manage and he got on
with the performing.

He had the personal charisma,
talent, personality, looks and
ability to become a Superstar.

I firmly believe that every-
one of these Presley command-
ments is just as relevant to
today’s scene as it was twenty
years ago.
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Leading Question: JOHN McLAUGHLIN

Welcome back to Britain. You have a
distinct American accent these days.

I can still speak Yorkshire. I'll give you
an example!

You return with a different set-up
than say the first Mahavishnu visit of
73.

Yes, indeed. There is the brilliant
Jean-Luc Ponty on electric violin and
electric baritone violin. Michael Walden
will surprise many with his drumming
skill. He is involved with percussion
and some vocals. I could go on, but all
the relevant details can be found on the
first album of what I call the “new”
Mabhavishnu Orchestra, Visions Of The
Emerald Beyond. I'm very excited about
the album.

We did hear rumours of it being a
double-record set but notice this hasn’t
happened.

True. I did wish for the inclusion of
an acoustic guitar set. It would represent
my East-West musical fusion and some-
thing I could continue with for a long
time if there were not other pressing
matters. I suggested to CBS a reduction
in royalties if it would mean the double
record album being reasonably cheap.
After discussion it was decided against
this two-album style. I began to see it
would take away from the music coming
from the new Mahavishnu orchestra and
people would conclude I was going back-
wards rather than forwards.

How do you see your present musical
excursions in relation to the present
music scene?

That involves criticism. I would have
criticised the Stones years ago when they
began, but as I see it now it’s worthless
to criticise. I can’t criticise them now. I
have my own opinions, but what are
they? So long as they believe in what
they’re doing and are happy. That’s
what’s important. Anyway, I was
ignorant of some things then.

We'll come back to you and today’s
music in a moment. The Stones were
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involved with blues and you were your-
self very much taken up in this kind of
music.

I was brought up with different cul-
tures. The blues form is an evolutionary
form and it depends what people make
of it. I could take a particular form like
jazz. I could right now be a jazz guitar-
ist and just have stayed with jazz and just
been a jazz guitarist. But these cultures
I was brought up in, I cannot deny
myself, so I have to say yes to them.

What are these different cultures?

Well, in my case I have cassettes of
everything. There’s western classical,
Bartok, Vabern to Eastern classical,
South Indian, North Indian and the
contemporary Western music scene, be
it jazz or be it, well, I don’t know what
rock I have in there. I do have some
Carole King.

Can you forget all else and concentrate
on one at a time?

You have to. And that’s where medi-
tation has been so helpful.

Is there any rock group or band you
find sympathy with?

There are some funk bands I really
like, such as James Brown. But you know
who is a funky band, The Ohio Players.
A funky band, I really like them.
Funk is different from rock. Funk is
much more delicate. Funk is sweet as
well. It’s more delicate than sweet. If
you ever play in funk you’ll destroy it,
whereas in rock you can do anything,
it’s just rock ‘n’ roll.

If I can change the subject somewhat
and move to some basic things about
you the guitarist. Why the double-neck?

Convenience. Why should I have an
electric 12-string down there and have
to take th. six off, put the twelve on
and plug it in and so on?

Some people would get a kick out of
doing it. It gives them time to strut
across the stage and walk tall.

Roadies, breaks in concerts, oh well,
I or we didn’t have any roadies when we




began on stage. I actually love the 12-
string and when I saw this picture of a
double-neck, I said it was for me.

You have a number of other guitars,
I believe. Anything special about them?

Well I also have a Martin 12-string
and a Ramirez concert guitar, but I'm
having a special guitar made by a guy
who’s brilliant, and this could be really
revolutionary. It’ll have sympathetic
strings and a bridge which is adjustable
from east to west. You know what hap-
pens on a tamboura—you put some
thread underneath the string and at a
certain point the string hits the ivory
under the bridge and you hear the
harmonics spring out of it. That’s what
I want to do on this guitar, and tune
the strings to whichever tonality I'm
playing in and get a very resonant sound.

Is the guitar functional for you or can
you see yourself as a collector for wall
and floor adornment?

I play them. I mean I'm certainly a
student. I've been following the Vena,
it’s an Indian instrument, comes from
South India actually, the ancestor of the
sitar. I'm really into Indian music, very
advanced stuff rhythmically and spirit-
ually.

We’ve seen some rock guitarists with
large collections of guitars but they lie
unused.

They should use them! I like to work
every day. I like to play every day. For
me practising is playing. I mean I just
love to play. So I play, well it varies as
to whether I'm on the road. I do like
at least one hour a day, at least. That’s
my personal playing, whether I'm in a
concert or not. If I'm writing and com-
posing then I’'m with a guitar for hours.

Obviously P’ve not heard the new
album at this time of meeting, other than
the two tracks you played just now. They
sounded extremely interesting. I did not
for instance enjoy the album Apocalypse.

I've got a thick skin. Whatever you
say, it’s your opinion. You write for you,

you know who you write for. You know
what you like and that’s all there is to it.

Perhaps we have more in common if
I say I enjoy Miles Davis, though I’ve
tended to be with his earlier stuff until
Big Fun.

It’s five years old, you know. He has
a lot of stuff stuck on the shelf. Anyway,
I hope you’ll like the new album. I'm
very happy with it as a group. For me
it’s the epitome of group music. The
sound is excellent. The producer was Ken
Scott.

That’s the guy who has been with
Supertramp?

Yes, right. He’s an excellent engineer.
He has the capacity to bring things into
the physical world. He’s a very open
fellow and encourages you to do some-
thing new. That’s good—remember an
album is in the engineer’s hands.

You and your music would seem to be
about the dignity of, say, man. Wouldn’t
you say much of rock is violation of
this? That it often states merely violence?

Well, the rock world in a way reflects
its environment without being conscious
of the inner thing. In the inner world is
found a great deal with which people
are unaware about. Everyone’s got a
soul, a voice and it talks to people.
Constantly people hear it but ignore it.

You see this all gets to why I love
funk. It’s not about violence, it’s beauti-
ful. It’s fine, happy. Rock in a way
reflects insecurity, I don’t mean loudness
reflects insecurity. Our group can get
loud. Volume has its place.

On your new album there are several
very spacey sections. Doesn’t that kind
of feel reflect lostness? No soul?

Well, sometimes I wish to reflect both
parts. I think what you say is ‘“chaotic”
but order grows from ijt. I think it’s
there in my music. I will show this
“chaos” as one movement but into it
will come purpose. Things grow but you
know in the end I can’t talk about the
music. You have to hear it!
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MLE.Q.

THE problem with Bryan Ferry is
that he’s always been over-analysed.
His musical motives are constantly being
questioned, note by note, wavering and
vibrato-filled vocal phrase by phrase.
This constant probing into what makes
him tick, and even whether he’s
WORTHY of all the interest, makes the
man apprehensive and suspicious.

So much so that he’s not into the usual
run of interviews. No way. Ferry prefers
to get on with the music.

Result is that he’s been a long-time
victim of rumour-mongers. As no words
of confirmation come from the horse’s
mouth, as it were, it’s felt that the best
thing is to make something up.

In the meantime, Bryan continues to
put some of the old razzamatazz back
into rock and roll. With or without Roxy
Music. With or without the approval of
the critics.

Ferry was born in Washington, County
Durham, September 26, 1945. Once he
got his rather rumbustious kindergarten
days out of the way, he started painting
pictures. “That’s all I really wanted to do.
When I got rather better at it, I went to
university in Newcastle, instead of down
to London for the Royal College of Art,
And in Newcastle I found myself very
much in a pop-orientated world.

PERSONALITY

“] painted by day and sang and played
harmonica by night. There were a variety
of groups in those years. One was called
Gasboard, sometimes with three saxes,
another was really a blues group. All very
fine, except I felt I was becoming a split
personality.

“By day I was languishing in an arty
intellectual world and by night I was a
denizen of a scene dominated by steamy
and physical music. Very strange
indeed . . .”

He analyses himself very carefully, so
maybe it’s only justice that he finds him-
self over-analysed by others. He says
now: “It really was a dual existence. My
life was sensual and physical, but it
wasn’t taking much brainwork. Now I
use my brain for writing songs, and get
the physical release out there on stage.”

Roxy Music, in fact, started because
Bryan ‘“misappropriated” some  art
scholarship money. Instead of going to
New York to study, he went to the South
of France to write songs. The band was
formed to play the songs to play to pub-
lishers and record companies. Most of
whom politely showed Mr. Ferry the
door—and it wasn’t until a guardian
angel, in the unlikely shape of disc-
jockey John Peel, gave the band a plug on
Radio One’s Sound Of The Seventies.

Establishment of the band came
through the single Virginia Plain and
the album Roxy Music.



Much-analysed works, both! Bryan
says, analytically: “Now I think it was
because we were one of the first bands
to wear proper clothes—that accounted
for some of the out-and-out hostility.
People apparently couldn’t believe that
anyone who wore such freaky clothes
could actually play good music, too.”

Result was that Bryan got more pub-
licity for his lounge-lizard look than for
his music. His own solo album debut
came with These Foolish Things. “It
received a mixed reception,” he says.
“Which means that quite a few critics
knocked hell out of it.”

Bryan inadvertently triggered off the
“Roxy split” rumours simply by doing
that in-good-spirits giveaway record. And
he says: “It was really just an extension
of my other musical work. In many ways
I feel closer to Cole Porter and Frank
Sinatra than the rock tradition. I don’t
however, see myself as a square. I believe
those people were often more hip than
rock musicians. And the craftsmanship
of the writing of a Cole Porter is quite
staggering.

“Songwriting is not, cannot ever be,
just a matter of getting a few chords to-
gether to play in the studios, putting some
solos on it, and then some words over
the top. But it always has upset me when
people misunderstand my motives. Some-
times they misunderstand things which
seem absolutely simple to me.”

It’s been suggested that Bryan Ferry
is edging himself towards a Tony Bennett
or Frank Sinatra kind of projection. He
says: “That is fair enough. But more
important is that I write my own songs.
I’'m the only one who really knows how
those songs should be performed. I find
it interesting to inflict my style and pre-
sentation on other people’s material,
much-recorded material, but I need my
own music.

“However it does all add up to the fact
that I want to find musical expansion in
my own way, and in doing so have to
face the fact that I'm just about the most
sensitive person in the world and find
it hard to create a hard shell against
criticism.”

Almost certainly that is why he keeps
his private life very much to himself. If
he opened up that part of his existence
to possible criticism and prying eyes, then
he just wouldn’t be able to cope.

Nevertheless it was a surprise to most
people in pop that Bryan Ferry delayed
his first solo appearance until December
1974. He’d had enough success as a solo
singer to have promoters baying at his
door. When he finally gave it, it also
seemed surprising that he should pick the
Royal Albert Hall for the London gig.

So many stories persist about the much-
analysed Bryan that he finds it hard to
get across the point that his music, his

work, is the most important thing to
him. He said in one interview: “My work
is the only justification for doing any-
thing. For talking to a journalist, to walk-
ing down the street. Sometimes I have
to laugh at it to keep it in proper
perspective, but it’s stil] the one thing I
have pride in. I'm just not much of a
social creature.”

Bryan’s father was a miner, earning
then around £15 a week. Occasionally,
just occasionally Bryan finds it hard to
justify his own huge earnings. And yet
he says: “I do work incredibly hard in
my own job, and I do believe that com-
paratively few people could do what I
do. Therefore the rewards should be
greater. I was prepared to gamble on
whether I would succeed or go to the
wall. I've tried so-called safe jobs, like
working on a building site and in a steel
factory, but I was prepared to take a
gamble on a job in which you burn your-
self out mentally, physically and
emotionally.”

TASTES

He collects the music of Cole Porter,
the Gershwins, the early Beatles and
Billie Holliday. He points his own
theories about what it must have been
like in early days for those giants in their
various fields. For that reason he was
able to withstand the early criticism of
Roxy Music . . . that they were too bound
by their own concept of how to look,
sound and play. “You make the initial
impact in one way, but there’s always
room along the way to change.

“There was a time when I was deeply
into the West Coast scenes. I think most
people were influenced for a while by
the Beach Boys’ music, and we’d wear
their kind of white jeans and sneakers.
There is always some influence, and you
just make what you can of it.”

That he does have his own influences
has tended, in that over-analysed life
style of his, to take away credit for his

sheer, determined originality. To sing a
song like The In-Crowd in a manner not
unlike that of Noel Coward was one
thing; to wunashamedly revive These
Foolish Things was another.

He appeared from out of the rock
arena to appear, heaven forbid, on the
Cilla Black Show on television—one of
the first to walk, in full glare, into an
establishment series. Naturally he was
slagged roughly and rudely by the main
music press. Yet his own analysis was:
“There are so few programmes on tele-
vision that young musicians can show
themselves on, so someone somewhere
has to make the big breakthrough. If
people are going to over-react just because
I sing a duet with Cilla Black, then there’s
something wrong with their mental
function.”

As for all this over-analysis of Bryan
Ferry . . . well, it could be argued that
he is sometimes his own worst enemy.
When he takes an oldie and treats it to
an outing with that distinctive voice of
his, it is sometimes hard to draw a line
between whether he’s sending it up or
treating it with the utmost reverence. One
inclines towards the latter—but it would
help, perhaps, if Mr. Ferry would issue
a public statement (or public warning!)
on the matter.

He gives no hints, either, as to the
position he’d like to see himself in maybe
five years from now. One school of
thought still leans towards the Andy
Williams area, full of commercial charm.
Another sees him as a kind of Cary
Grant figure, though placed into essen-
tially contemporary movies.

He sees himself more as remaining
Bryan Ferry, one-time art student and
one-time blues shouter. He feels he
doesn’t have to explain his motives any
more than that.

Which means, inevitably, that he’ll con-
tinue to be the most enigmatic and over-
analysed star in pop music’s First Divi-
sion championship.
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F Barry Melton feels like

performing live for long
enough he will be widely
acclaimed as the talented solo-
acoustic performer that he is.
Right now it's not unfair to
him to note that he's spent
most of his time hanging
around with other headlining
musicians, while his own role
has often been that of a side-
man.

To begin with, he was the
co-founder of Country Joe and
the Fish — featuring Country
Joe McDonald, and Barry as
the "Fish’’. As a duo in ‘65
they did their first tour of the
Pacific coast of the States and
Canada, and just a year later

took up the rock format which
caught the attention of the pop
music world. If a few brows
still remain puckered, think
back to Woodstock and re-
member the group which
exhorted half a million folk to
"give us an f-u-c-k” and shout
it aloud in unison: the group
who sang against the war in
Vietnam and were joined by
the same mass of folk for the
chorus.

Every album they made
featured Barry's fine guitar
work, but it was still one of
those bands where the band
itself and the leader's name
became synonymous in the
mind of the public. Add to this

the fact that after five years on
the road with Country Joe and
the Fish he felt drained, so he
went to his home on the west
coast of California to put his
feet up and enjoy life on the
calm seas in his yacht . . .

Barry talked of the break with
Joe and the time off from
touring:

"It was an amicable stop with
Joe. The basic problem
between us is that we’re both
highly developed in our indi-
vidual careers. It's easy to play
with one another, but after 12
years in the music business,
I'm okay on my own.”

Barry feels that their music
is sufficiently developed not to

need the complementing effect
of the other any longer. He is
glad to play electric guitar for
someone else now and again,
but is more enthusiastic about
his career as a soloist.

“As a soloist you get distinct
personal satisfaction — it's
hard for me to give a bad
performance unless I'm drunk
or wasted. Of course you can't
afford the off-night as much.”

So while he was avoiding live
performances, and after he
began to get restless angling
for cod in the ocean, what was
going on? Plenty, and it was
happening with guys who read
like a Who's Who in the San
Francisco Bay Area music
scene.

A rock and roll band, Melton,
Levy and the Dey Bros. did not
hold his interest for long, but
one album was produced by
friends Mike Blocomfield and
Noman Dayron. Then, as Barry
put it:

“l found a new interest. |
moved to a pal’s house and
did several projects in his
studio.”

That pal is Mickey Hart —
ex Grateful Dead drummer,
whose Rolling Thunder album
featured Grace Slick, Paul
Kantner, Jerry Garcia and
Stephen Stills as well as Barry
Melton. Robert Hunter (lyricist
with the Dead) also got a hand
from Barry with his debut
album.

Easy-going

As Barry said, “He'd been
helping others out so much it
was about time someone gave
him a hand.”

That comment really captures
the easy-going non-competitive
spirit of West coast musicians
in general and Barry Melton in
particular. He could have been
rich, but he’s just comfortable.
He could have found fame as
the co-leader of Country Joe's
All Star Band, but he’s just
appreciated regionally as an
occasional contributor. He no
longer felt sincere repeating
himself to audience after
audience, so he packed up, and
the money went into Mickey’s
studio.

At the time of writing, he
was slated for a European tour
later this year as an acoustic
soloist, and there was also the
possibility of another reunion
with .Country Joe. During the
interview he was picking out
some serious songs and some
tongue-in-cheek ditties on his
guitar; if he doesn’t change his
mind and find another project,
European audiences could well
be in for a treat.
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STATUS QUO
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‘'Our gimmick
is we haven’t
got a gimmick’

ICK PARFITT knocked on

the door of his manager’s
office with a guitar. It belonged
to Micky Moody of Snafu and
he had borrowed it to test with
a view to buying it. If he does,
that’ll make four he uses on
stage, each with a different pur-
pose. All those critics who slag
Quo for being ‘three-chord
wonders’’ maybe ought to think
again!

It's strange to think that after
all these successful vyears
Status Quo have only just had
their first number one single,
with Down Down. | was really
surprised it got there,”” said
Rick. “l mean, we don‘t release
that many singles, do we?
We've never really set out to
have a number one. Basically,
for us, a single is the gateway
for an album_ If it gets some-
where in the charts and gets us
airplay, that's the main thing.”

Of course, getting a record to
number one wusually means
being called upon to appear on
Top of the Pops. Quo have
recently been featured in the
music press for the hard things
they’'ve been saying about that
programme and Rick had no
intention of backing down.

“We were filmed some
weeks ago when the single was
at about 30 in the charts. The
film was used then, and when
the record was at number 10
and number three, but when it
was at number one they didn’t
bother to use it! There haven't
been any official comments on
what we said but a lot of
people have come up to us and
said, “well done!” Everybody
knows it's a load of . . . . |
only watch it out of sheer bore-
dom or when somebody good
like Queen is on. It seems to be
dominated by black acts now,
| don‘t know why, though they
do make some good records.
Perhaps I'm getting old. | don’t
think we’ll ever do it again.”

Quo certainly are old in

terms of how long they have
been together. The band started
about 11 years ago and Rick
himself has been with them
eight years. In the early days
they made it very soon and
very young, rebelled against the
people who were trying to
mould them and in 1968 they
were all working as “petrol
pump attendants and things” by
day and working weekends and
odd nights with the group.

““We had nothing to give up
and nothing to lose,” said Rick,
and the gamble they took in
relaunching the group along
their own lines fortunately paid
off.

It still took them a long time
to conquer the States. This time
last year they were still touring
as a support band. Now it looks
as if there is only Japan which.
hasn’t yet fallen victim to Quo
mania. “We were going to do a
Japanese tour this year but
we've got three or even four
American tours, a lot of Europe
and a new album to fit in this
year somehow, so it's had to be
postponed.”

Burned out

Although it's taken the band
such a long time to get to this
level of world acceptance, Rick
is philosophical, pointing out
that many musicians who are
too good and too successful
at too early an age burn them-
selves out young.

”“l figure we're probably
about the right age for the level
the band is at now. | don't
think anyone really reaches
their peak as a worldwide suc-
cessful band until they're
around 29 or 30, when they've
really matured into the business.
Look at Rod Stewart — he was
over 25 when he joined the
Faces.”

Rick himself looks surpris-
ingly young and healthy in
spite of the long, energetic,
fatiguing years he’s spent with
Quo. He's certainly seen a lot
of changes in that time, changes
which seem to be reflected in
the driving vigour of Quo's
music, the rhythm and pace
which never lets up.




“Things have got so much
faster now. Years ago not
nearly so many bands were
hopping on the bandwagon.
There are so many starting out
now and they all either look
like or sound like somebody
else. They won't last, It's nice
and refreshing when someone
like Queen comes along. But
Sparks will be a fairly short-
lived band because a gimmick
is a gimmick and they've got a
very heavy one. It's good, but
they‘ll have to change it even-
tually, just as Gilbert O’Suliivan
did. People tire of gimmicks and
want something new.’”

“Our gimmick is the fact that
we haven’t got a gimmick.”

Think about that. Status Quo
haven’'t got a flashy image,
s0 no gimmick there. They use
a lot of watts, but so do many
groups. They don’t go in for
complicated chord changes and
arrangements — this isn't a
deliberate stratagem, but the
key to their success, the Quo
sound. Scratch beneath the sur-
face arrangements of most hit
records and you won't find a
lot of complicated chords
either.

Parfitt has a few words to say
to the band’s critics. “What are
they trying to prove? Even if
we did only know three or four
chords, we're making number
one records, number one al-
bums and packing out places
all over the country. That's not
bad for four chords, is it?”

The fact that the band play
music in a straightforward
manner is just what attracts so
many fans to them. It allows
the aggressive force of their
music to come out uncluttered,
almost as raw as the early
Rolling Stones. Inevitably seats
tend to get smashed up at their
concerts, which is why they are
banned at many venues.

Rick isn‘t proud of this
record: in fact it has led to diffi-
culties in that the group really
are quite restricted as to where
they can play in this country.
“But that's what Status Quo
are all about, getting kids up
and getting them going.”

This aim of letting the mood

come through extends to the
way they record their albums.
Getting the Quo sound in the
studio needs a lot of careful
preparation but not so much
that it's gone stale by the time
they put down the track. They
have to put out the same
energy and vibes they would at
a live gig, and that's always
hard in the “"dead’ atmosphere
of the recording studio.

Rick explained how the band
go about transferring the right
Status Quo feel onto vinyl

“We usually have some
songs left over from an album
which we keep for the next. We
had 16 together for our current
album and used 10 of them —
we normally only put eight
numbers on an album but this
seemed the best outlet for the
pick of the bunch.

“We save the ones which
are left over — by that time
they are fairly mature songs to
us as we'll have played them to
one another and got a bit more
used to them, We test them,
and new ideas, out on the road,
sitting in hotel rooms with our
little practice amps we take
along on tour with us. Things
generally come like that, in
odd hours on the road.

Feel
“We need to know our stuff
well before we record it so that
it can happen naturally in the

studio. You can‘'t afford too
much sitting and thinking,
you've got to let it all out.

That's how the feel of Status
Quo comes across, just by for-
getting yourself and getting on
a kind of musical lift. You're
sitting there not really aware
of it but it's all just coming
out. That's how we get our
backing tracks. We always
know when we've got the one.”

Anyone familiar with their
albums will notice how the
band has improved steadily

over the years. “If | listen to,
say, Dog Of Two Head and
compare it with the present
album, On The Level, the dif-
ference in sound, production,
playing and songwriting is
immense,” observed Rick.

“Our playing has improved
incredibly since we first started
and it really shows. We're get-

ting better all the time in
everything we try to do. We're
not even against making the
music more complicated, but
right now we're happy with it
the way it is.

Recently Parfitt, the "rhythm
guitarist’””, has been getting
into new things on guitar which
are a lot to do with his growing
interest in songwriting.

“The reason | now need four
guitars on stage is that | play
a lot in open tuning. | never
used to, but about 18 months
ago | stumbled on an open G
tuning and decided it was a
really nice sound. Open tuning
opens up a lot of new things,
different chord shapes and
sounds which I've never used
before. In the past I've always
stuck to ordinary straight
tuning.

“Now | use a Fender Tele-
caster as my main guitar and
keep a Gibson Special in open
D tuning, another Special in a
B tuning and another guitar for
a weird tuning that | use for
the song Drifting Away, which
is all Ds, all the way down.”

It seems that around 18
months ago, which is when
Rick reached this new creative
turning point, another kind of
psychological upheaval hit the
band, which almost meant the
end of the road for Status Quo.
This is how Rick described it.

“The band is a marriage. You
see more of them than you do
of your Missus. She has to get
used to being number two. We
went through the hardest stage
of all about 18 months ago. The
first stage is getting to know
each other. Then you come to
the point where you've all been
together so long that each
member of the band starts to
become a little aware of them-
selves, of what kind of person
they are, what kind of musician
and where they stand in the
band.

“This is the main turning
point. You have to breeze
through it into phase three and
it's very, very hard to get
through. While we were going
through it we were trying to
top one another all the while.
Anything anyone said, the other
had to top it and arguments
broke out all the time leading
to a bad feeling in the band.

“We found it hard to tour,
hard to work. You weren't
happy at home and you weren't
happy going away. But it's
done us all a lot of good, be-
cause we've come out the other
side all feeling great and the
best of mates.”

In spite of this, Parfitt is
wise enough not to hope that
the band will go on for ever.
“In 10 years time | think we’ll
be too old. But we’ll never
decide to split. We’'ll know
when it’s time to quit and when
our time is up.”
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PR.MEN:

HERE'S a line from one of

Elvis Presley’'s early films,
“Jailhouse Rock’’, that goes,
“Stick with me and [l put
diamonds in your teeth”. That
line was penned in 1957 and
people actually used to believe
1t.

Today come-on lines in the
music business are less corny
but they often amount to the
same thing. In other words, if
a new group in the shape of its
manager can be persuaded to
part with the readies, instant
success is on the menu,

Musicians may be less gul-
lible, but a certain kind of
independent public relations
officer can still spin quite a
line. Unfortunately for the band
they often find out when it's
too late that they’'ve been
conned.

Happily there aren’t too many
of that kind of shark publicist
around — they get found out
by experienced agents, mana-
gers and journalists — but the
few that manage to survive tend
to get most PROs tarred with
the same brush.

Unfair

Which is unfair to the good
lads who not only know what
they're doing for both their
clients and the Press but main-
tain good relations on both
sides.

The publicist has come to be
regarded by journalists as a
necessary evil. But again there
are the exceptions, those really
professional PR men whose call
is always welcomed by the
writer. There aren‘t too many
of them, but they are the ones
who get the results without
putting people’s backs up.

If a writer is persuaded by
one of the silky-tongued ones
to spend an evening at the
Marquee, for instance, to see
a band play, the last thing the
journalist wants is trouble at

PART |

The Image-

the door because his name isn’'t
on the guest list. It may sound
unlikely but that thing does
happen from time to time.

Inside the club the publicist
sometimes can’t be found. He's
not at the bar with the promised
free drink, the group haven't
seen him that night and there
are other writers hanging
around waiting for the arrival
of their host.

When he decides to put in
an appearance, as often as not
the excuse is lame and clearly
insincere. The apology is a
rarity. After all you are a journa-
list and writing about groups
is your business, so why
shouldn’t you want to spend
the evening at a club rather
than doing something you may
prefer? And a lot of the clubs
aren’t half-way as entertaining
as the Marquee.

That's one type. Then there
is the ear-basher, perhaps one
of the most dreaded of the
species. He'll phone you a
number of times every day
blagging you about some totally
unknown group even if you
have already said “‘no”. The
only result he'll get is bad feel-
ing for his client from the
journalist. He also has the habit
of suddenly being unable to fix
the interview that he has
promised, sometimes even sug-
gested, in the first place.

The "“FII call you back right
away’’ brigade deserve a
special mention. These are the
breed that never do what they
promise, even after two or three
prompting calls from the

journalist. They have usually
agreed to get some information
about an artist — a release
date, tour schedule — or fix
an interview. The fact that time
is precious doesn’t seem to
occur to them. Neither does it
enter their head to ring and say
that, though there's a delay,
the matter is still in hand.

Stunts

That bright green octopus
wending its way along Picca-
dilly blowing kisses at the taxi
drivers can be one of two
things — a condition induced
by a late night at a club, or,
and this is the most likely
explanation, some naive group
taking part in a stunt on the

“A necessary evil..?”

advice of their publicist. No
way is this kind of thing going
to sell records. It's far too easy
to spot a stunt a mile off to
expect half of Fleet Street
round there at a moment’s
notice. Nobody wins in a case
like this.

The handful of reliable pub-
licists, those who have made
a name for themselves without
resorting to cheap stunts, who
are known as experts at their
job cannot be found guilty of
the kind of misdemeanour men-
tioned above.

The smooth-talking con man
has at some time been found
guilty of some if not all. He
won’t be found socialising with
journalists after work or meet-
ing their families. The others
will, and though that’s not part
and parcel of the deal, it makes
for better relations.

We spoke to four of the best-
known and most successful PR
men in the music business and
asked them roughly the same
guestions. How and why do
you take on a group? Exactly
what do you achieve for them?
Have you a set fee? What
contact do you have with the
Press?

The four were Les Perrin,
who celebrates 25 years as a
PR man on March 5, and
handles artists like the Stones,
Slade, Lulu, the Spinners and
the British end of Tom Jones,
Engelbert and Gilbert O’Sulli-

van; Tony Barrow, a former
Beatles Press Officer, with
offices in London and Los

Continued on Page 3|
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Angeles, who represents,
among others, Cilla, Gary Glit-
ter, Sweet, Hello, Glen Camp-
bell and Mud; Bill Harry, the
former editor of “Mersey Beat”
and buddy of the Fab Four,
who has been a PR man for
nine years and includes Suzi
Quatro, Smokey, Arrows and
Cozy Powell among his clients,
and Tony Brainsby who began

twelve years ago and now
represents Wings, 10 cc,
Queen, Wizzard, Stomu Yam-

ash’ta and Thin Lizzy.

All four were agreed when it
came to signing a new act.
The group must have potential.

“You've got to remember
that you're charging these
bands a fair-sized salary per
week and you've got to be
able to earn your money,” says
Brainsby. “If they come to you
and you really don't think you
can do much for them it's
alright taking the money, that
bit’s fine, anyone can take the
money and say ‘I am their press
officer’, but the thing is you've
got to come up with things in
newspapers.’’

Barrow asks: “"Have they got
a record? Where are they work-
ing? Is this an act that is
already  known somewhere
under this name or another?
What were they called before?”’

Then: "“There must be some-
thing for you to work on
because you don‘t create some-
thing from absolutely nothing.:
People believe you just come
to a PR and say ‘I've got a
group called Joe Bloggs, what
are you going to do for them?’
You don’t create the image,
the manager creates the image.”

Image is a word that often
crops, up, and different publi-
cists have different ideas about
the way in which it applies and
in  which they should apply
themselves to it.

Perrin, for instance, feels:
“Perhaps ninety-seven per cent
of people who have written
about Frank Sinatra (one of his
sometime ciients) have never
met him, but if through your
press kit you make them feel
an expert on Sinatra or anybody
else then they will write about
them if you paint — terrible
word — an image.”

The press kit that Perrin
mentions can be a boon or a
curse to the person on the
receiving end, So often it con-

Les Perrin (above)
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Les Perrin pictured with Mick and Bianca Jagger (top right)

Tony Brainsby with Paul McCartney and Wings (above)

sists of nothing more than a
couple of sheets of mis-spelled
Roneo-ed paper with scrappy
tit-bits about various artists. It
can, however, be a thoroughly
professional job that doesn’t
get filed away in the waste
paper bin immediately.

“l suppose the terms of
reference for a PR are the basic
Press manual, and | believe in
putting in an awful lot of
information,” Perrin points out.
“The packaging of the manual
so that you capture the journa-
list's attention — the use of
typographical consultants or
graphic designers is essential
— local BBC and independent
radio and TV as well as national
broadcasting is very important.”

Barrow gets his new artists

into his office on the pretext
of doing a simple life-lines job
and then over the course of a
couple of hours or so finds out
other things about them, “things
that nobody has told us about,
but which may come up in the
course of a conversation.”

Information

All four stress the importance
of keeping the provincial news-

papers up to date on the
activities of their clients.
Harry has a card index of

over 260 local papers with such
details as their publication
dates, areas reached and space
given to pop.

“l write to the main papers
and go round and see them,”
he explaing, “but with local

papers you have to know the
sort of thing they use, maybe
some like colour transparencies.
Even if a group is rehearsing in
High Wycombe you try to get
someone from the local paper
to go along and meet them.

"The timing is important.
Some of the magazines do
things so many weeks or

months ahead so you know
that you can give certain infor-
mation out to certain publica-
tions three months ahead and
do the main interviews the
week before the record or tour
comes up so that when it does
happen you've got it in the
daily papers, the musicals, the

Continued on Page 33
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The DC300A succeeds the famous DC300 power amplifier, and continues Amcron’s tradition of leading the
world in power amplifier design. There are no fancy gimmicks, or fragile meters on the DC300A, just plain,
solid, functional design. Each channel will give up to 500 watts rms, Intermodulation Distortion is typically
below 0.01% (and that's low), and the amplifier can handle loads as low as 1 chm. Damping factor is above
1000 up to 300Hz into 8 ohms, and this explains why the -DC300A controls any speaker so well. Equally
important, of course, is the fact that the DC300A will continue to deliver night after night after night. This is,
as everyone knows, why AMCRON has such a high reputation for Reliability. Jethro Tull, Sadlers Wells,
Covent Garden and Elton John choose Amcron because they know it will meet their exacting requirements.
All Amcron amplifiers carry a full 3 year warranty on parts and labour. If you are building a new rig, installing
new monitoring in your studio, or simply require a status symbol, then you can do no better than choose
AMCRON — The State of The Art.

Our London stockists for all AMCRON equipment are REW (Audio Visual) Ltd., 146 Charing Cross Road,
London WC2. Tel. 01-240 3883, and also at 10-12 High St., Colliers Wood, London SW19. Tel. 01-540 9684.
and K. J. Leisure Sound, 48 Wigmore Street, LondonW1. Telephone 01-486 8263.

or Direct to sole agents:

MACINNES HOUSE, GARLTON PARK INDUSTRIAL ESTATE,
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provincials and the monthlies
as well.”

Barrow sends different infor-
mation to different parts of the
media but to newspapers with-
in a 30 mile radius of a gig on
the grounds that “put two or
three local papers together and
you get a readership compar-
able to the Daily Express.”

A slightly different way of
handling things is that employed
by Brainsby. '

“We would phone 30 or 40
key provincials with huge
circulations and organise spec-
ialised telephone interviews and
make sure the journalist in
question has the biography.
And when the artist comes in
here we make sure he has a
pile of telephone interviews to
do as well, It makes his after-
noon a little busier, a little
fuller, he feels happier that he's
being kept busy for every
minute and he’s working while
he’s here.”

He works closely with his
artists’ record companies and
personally contacts about three
dozen people on the companies’
mailing lists. But he does “mail-
outs” for all gigs.

One of the most important
considerations for a new band
who is thinking of hiring a
publicist is “How much is this
going to cost me?” None of
the people we spoke to would
reveal figures, but they specified
what their fee involves.

Perrin: “It's dependant on
how much time is going to be
consumed. If you get a one-off
it's cheaper and less fulfilling
than doing a whole campaign.
| don’t like doing one-offs
because you have to condense
so much time and energy and
thought into a limited period
that would spread over a lot
longer on a permanent basis.

“You.can do a deal on a
percentage and it would have
to be for a considerable period
because you‘ve still got to pay
the rates on the offices.”

Perrin, incidentally, doesn’t
mind taking on semi-pro bands

Suzi Quatro with Bill Harry

if he likes them. He did that
once for an outfit that even-
tually sold 35 million records
— the Dave Clark Five. He
backed his judgement and was
proved right.

Brainsby: “I would never do
a percentage deal with any
band. There's a lot of bands
that if I'd done a percentage
deal with | could perhaps have
retired by now, but | don‘t
think percentage deals work. |
don’t have a contract with any
band, but | do have a minimum
fee which | really can’t think
in terms of going below because
I have to feel they're paying
their way.”

Individual

Harry: ”I basically have a flat
fee which applies to my in-
come and my needs. | handle
what | know | can control. My
system is me, I'm an individual,
my artist is an individual and
| have a closeness to them.”
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