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brilliant and effortless projection. With a hefty
100 watts rms. power amplifier and twin 12" speakers, it's%
-the guitar amp for the pro—compact, good to look at and builttola

The B212 power pack is versatile and efficient, and has great tonal character. All this,
coupled with its close miking facility, makes itideal for the stage and for studio recording.

The Yamaha guitar amp: yet another expression
of our advanced technology, and of our dedication to YAMAHA
superlative quality. ]
Craftsmen to the world’s
musicians since 1887

Kemble/Yamaha, Mount Avenue, Bletchley, Milton Keynes. Telephone: 0908 71771.

The Yamaha G100 B212 gives ? J
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Editorial

You would have had to go blind, as the perfect
lady once said, to have missed the mountain of
column inches devoted to ‘punk rock’ which
have filled the pages of many respectable music
papers. Outlandish names, - questionable be-
haviour, ability to kotch on carpets and mind-
less sound have been given more space than
perhaps they warrant, although it is not Beat’s
place to pass judgement on the editorial decisions
of other publications.

In our own case, though albums and interview
offers have been flooding in, we cannot reconcile
the musical content of ‘punk’ with Beat’s
longstanding stance as a ‘serious’ music paper.
As a magazine ostensibly written by musicians
for musicians, we will be unable to allocate
editorial space to punk unless in our opinion a
band comes up with some worthwhile musical
ideas.

The essence of punk lies in areas outside Beat’s
jurisdiction, in its vibrant aggression onstage, in
its occasional sincere efforts to stir up the
establishments, but no (so far) in the music itself.

We find it unfortunate that the term ‘punk’
has been superceded by ‘New Wave’ whose um-
brella casts a longer shadow and definitely in-
cludes many sincere and capable new bands —
Tom Petty for example, to whom Beat will be
talking in our July issue.

Perhaps the last word should be left to the
manager of the Clash when approached by Beat
in an attempt to set up an interview about music:
‘““We know nothing about music. If you want to
know about music, ask Miles Davis or somebody
like that. We’re all trying to find out what it is
. . . it’s something to do with seven notes,
isn’tit?
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ROGER
DALTREY

e talks about songwriting and prison systems in the same
H breath. He tells you he's superstitious and a minute later
he explains the difference between the English and American
sense of humour. He says sex has nothing to do with a good marriage
and that he thinks of maybe selling his record label Goldhawke. He
features other songwriters rather than himself and he emphasizes
that the Who will always come first to his own solo career as a
singer. Yet Roger Daltrey is supposed to promote his third and latest
solo album, ‘One Of The Boys’, which was released on 13 May —
that's what the interview is for. Guests on the album are a predic-
tabie line-up of big names — Ronson, Entwistle, Clapton, Lee, Rod
Argent, Andy Fairweather-Low and Jimmy McCullough — but it is
noteworthy for other factors besides.

For the first time in his 18 years singing career Roger Daltrey has
recorded three of his own songs, co-written with David Courtney,
who used to be Leo Sayer’s writing partner. "'It's not that | haven't
written songs before,”” says Daltrey, "’but they were mediocre
songs. And when you work with people like Pete Townshend,
mediocre doesn’t come into it.”” So instead of writing a whole song
himself Roger chose David Courtney to fit his lyrics to melodies.
"Now for the first time | feel that the songs have any kind of sub-
stance musically and in anyway,”’ he says.

Still — the day where Daltrey wants to record a complete album of
Daltrey/ Courtney songs is still he feels quite a long way off. ""The
important thing is whether the album is good. | don't have to write
or co-write all my songs, that's just a massive ego-wank-off. The
main thing is that the album is listenable.”” With ‘One Of The Boys',
Roger says, he is very pleased. “It’s the first album |I've done where
I've come out and I've said now | know what
I'm doing.”” That doesn’t mean he doesn’t like his first two
albums (‘Roger Daltrey’ and ‘Ride A Rock Horse'} but it is quite a
common thing for every artist to like their last album best. Daltrey:
"‘See, songs aren't just words on papers. It's the whole feeling that
goes into it. And ‘One Of The Boys’ is a good album, because it cuts
across all veins and everybody who hears it has a different
favourite.”

Song Structure

There are 'Parade’ and ‘Leon’, two Philip Goodhand Tait songs.
The first one, Roger says, “‘is really my disillusion with Hollywood,"
and the other one is about all the Leons he has known. "You always
meet them on the road and you always meet them in a dressing
room — until one day they are not there and you find out that they
have died. But,” Roger adds, '‘itis not a song about Leon Russell —
to just say this here and now!”

Then he recorded ‘Single Man’s Dilemma’, a Colin Blunstone
song "‘and the only one I'm a bit worried about. It's about this guy
who goes out and pulls a chick and finds out that he's pulled a
hooker. But | think it's a good song, because it has the kind of
humour that country music has in it.” ‘Avenging Annie’ is an Andy
Pratt tune "and apart from being a great Rock’n Roll song it taught
me an awful lot about writing and the structure of a song,”’ Roger
says.

‘Giddy’ was written for him by Paul McCartney and today Roger
knows that he need not have worried about "’how am | going to turn
it down if it happens to be lousy?”’ ‘Giddy’ is another Rock’'n Roll
song and according to Daltrey typically McCartney: ““When you
hear it first you go ‘well, yeah'. But then you don’t listen to it for two
weeks and all of a sudden you start singing it and you think "how did
he do that?’ McCartney has got an incredible knack for that.”

'Written On The Wind' is "a tango, very different and very
classic” as Roger describes it. This Paul Korda song is the single
that was taken off the album (released on 22 April} "'because Korda
has not had much recognition so far and it's about time he got some
.. ." The title track, ‘One Of The Boys’, was written for Roger by his




Just one of the boys

old time friend Steve Gibbons, and it is the only one that sounds a
bit Who-ey. Roger: “"Generally when | do a solo album | make sure
that it sounds entirely different from the Who. Because if it is
anything like the Who | do it with them — because they are the best,
as far as I'm concerned. With ‘One Of The Boys' | made an ex-
ception and | tried to get it to sound as the nearest | would ever get
to sound like the Who. Because that song deservesit — it's 1977 My
Generation.””

The last three songs on the album are the ones that Roger and
David co-wrote. "’ “Satin And Lace’ is about small frictions of a thing
| went through with the management situation within the Who"
Roger explains. " ‘Doing It All Again’ is just a reflection on how |
feel about what I'm doing.”” Roger, who is just 32 years old, feels
that he is very lucky. "l don’t want to change what I'm doing and |
would do it all over again — every bitof it."”

‘The Prisoner’ finally is a song that shows a very concerned man
in Daltrey. "It is a song about the despair of a guy in prison and
about how he feels.”” How he feels, Daltrey assures you, is “‘pretty
fuckin’ awful’ and he wrote a song about this subject because he is
hoping to make a film about the very subject within the next couple
of years. Roger does not want to talk about these movie plans in
detail, ‘‘because it makes you feel such a fool if it doesn’t come
off.”” So far though, he has bought the rights to a book written by a
convict called McVicar who got sentenced to 23 years for armed

robbery. Daltrey, who recently bailed George Davis out of an
English prison, sees “an incredible strange parallel’”’ to McVicar's
and his own life:

“While t am convinced that George Davis was sentenced for
something that he did not do, McVicar does not pretend that he’s
not a criminal. He is. And if | hadn’t found the Who, for instance, |
would have probably ended up in exactly the same position. See, |
came from a kind of street environment, very poor English working
class, and you had to be in a gang to survive. And most of the
people | used to hang about with have turned into criminals.
Because their ego doesn’t allow them to be just one of the thousands.
And my ego wouldn't allow me to be one of the thousands
either. Fortunately | found Rock’n Roll which gave me what | wan-
ted. But if Rock’n Roll had not been there I'm sure | would have
been a criminal. I’'m sure of it. But prison is no answer to anything
and that is what the movie — provided it comes off — is gonna be
all about.”

Daltrey also calls himself "*a fighter, not a writer,”” but at the same
time sees the pen as quite a weapon — especially in the hands of
journalists. Thatis what a song he is working on at the moment is all
about. Daltrey: “’| wanna hit back at those ‘inteliectual’ journalists
who write a lot of bullshit thinking they know what the Who or | am

Continued over




DALTREY ...

all about. | hate them. Like | go wild when | read that ‘they play
‘Tommy’ again and they’ve been playing ‘Tommy’ for seven years
... 'Alright, bastard,’ | wanna say, ‘'you might have seen ‘Tommy’
more than once but most of the kids we play to are seeing it for the
bloody first time. They are our audience, not you, idiot! And instead
of sipping that fuckin” champagne and talking all that crap at press
receptions you ought to get out there with the kids. They know bet-
ter where it's at!” "’

The way Roger starts writing hs songs is ““by getting dashes of
words and lines that | just write down and collect.”” Usually Daltrey
ends up with "“a whole bunch of pages that | then have to join up
and package. In the beginning it’s all very ad-lib but most of the time
the lines I've got all roughly rhyme. Like for this journalist song I've
got lines like ‘"The men with the pens keep putting me down for
something they don’t understand’ — then I've got two lines missing
so far — and then the song should go on like ‘And the pen becomes
a sword in their hand’.”” Sometimes, though, Roger admits, he’s got
a greatidea for one line but none of how to link it up with the others.
For example the second line to the journalist song ‘Like the painter
who paints what he sees — not what he knows is there’. On the
other hand Roger is not too worried about missing lines for songs
that he is writing for his fourth album. After all, the third one has
only just been released.

But as much enthusiasm as Roger puts into his solo albums he
does not see himself as a solo performer. ’I'm never gonna make it
big as a solo artist because that takes one hundred per cent total self
dedication which | won’t do. I’'m not dedicated to myself so much.
My aim in life is to be the singer of the Who and to keep the Who
together and to make the Who produce. | am one quarter of the
Who. The other side of me comes second. And anyway, to have
Pete Townshend write his songs for you has to be a compliment —
the same as being able to sing Pete Townshend’s songs better than
anybody else makes me proud. Because he is up there with the
best. To me he is every bit as good as Dylan or Lennon, and Pete
and | are very lucky to have each other.”

Songs that Roger sings and that were not written especially for
him he selects by listening to tapes for hours and hours. He does not
want anybody else to choose the songs for him. “Once you do
that,” he says, “'you are alogo. You end up like Tom Jones.”” At the
same time Roger admits that “listening to tapes you get ruthless. |
mean you listen to the first eight bars and you say yes or no. It's
amazing how you know a really good song straight away. You just
go ‘that’s great that’s not’.”” Mostly it is not. It took Roger 500
tapes to find five songs, “'butitis all worth it,”” he says.

Another thing Daltrey finds worthwhile is his time, effort and en-
thusiasm he puts into Steve Gibbons. Gibbons is on Daltrey’s record
label Goldhawke ""and aithough we haven’t made him a hit yet I'm
convinced that one day soon he’'s gonna make it big. Steve is a
terrific writer, a great singer and an excellent performer. | only feel
that he suffers from not having a good enough band behind him
musically they don't push him enough.”

Steve Gibbons was also more or less the main reason for Daltrey
to start Goldhawke. ’Steve had a recording contract that only gave
him four per cent or something stupid like that. We got him out of this
deal and gave him a better contract.” At the moment though Roger
is thinking of selling the label or have at least a bigger record com-
pany look after it. "It sounds fun but it's mainly stupid office work”,
he says. "“And neither | nor the Who's manager who is a partner
have much time to work on it. We are probably only going to stick to
the creative and management side.”’

While a record company definitely is not the place Roger pictures
himself in when he is older he can very well imagine himself in taking
more to acting. "'I've always been acting when I've been singing
anyway. In the voice, you know?! And without wanting to sound
blasé | think that I'm fortunate to have a presence when it comes to
screen acting. Because as much as acting is a craft that you can
learn like any other craft you still need something to put over from
the screen.”

Roger has a lot to put over: “It’s all got to do with all the feelings
that you build up over the years. Just getting them out of you — it’s
great. And it is also remembering feelings, situations. It is to recap-
ture them to then give them to the audience. And there again,
basically it's all down to feeling. And you either dig the stuff or you
don’t. That's what people in my business are there for. We have our
fun and we want you to have yours. It's as simple as that.

by Constanze Elsner
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YOUR LET TERS

Rare beef

Dear Sirs,

| would be grateful if you
could help me with the following
questions: 1) Can you give me
the address of any company
who gives advice on how to
build your own speaker cabinets
or of any books that can be
bought on the subject? 2) In the
Jan "77 issue of Beat is a picture
of Martin Barre in front of three
Marshall amps. A lead from his
guitar goes into one input and
another lead from the lower in-
put of the same channel goes to
an input of another amp, and
likewise to the third amp. The
question is, does this eliminate
the need for stereo boxes, split
leads etc? Is it a way of gaining
more power. Is it as simple as
this or do the amps have to be

specially adapted. Also would it
be OK to plug into one channel
of an amp and use a short lead
to connect the lower input to an
input of the other channel
thereby using both at once? 3) Is
it possible to use Di Marzio
pickups on copy guitars? (Mine
is an Ibanez Les Paul copy) 4)
How does one join the
Musicians Union, what are the
advantages and what are the
ties?

Sorry if all these questions are
a tall order — the pay will be
well earned this week!

On a more serious note there
is also something | would like to
say and | hope you will print it
for the benefit of retailers and
manufacturers. As every
musician knows money is one of
their biggest problems especially
now. The economic depression
is one reason for the high prices
of much equipment but it seems
to me that someone,

somewhere along the line is
making a big fat profit at the ex-
pense of the musician. He must
buy his equipment in a shop, of-
ten at a price nearly double the
true value, and at least a third of
which is profit. So come on
retailers and manufacturers —
give us musicians a fairer deal
instead of pricing yourselves out
of the reach of so many
customers. | won’t rave any
more; thanks in anticipation for
those answers.
Noel McGibbon,
Lurgan,
Co. Armagh,
N. Ireland.

As you put it, Noel, “the pay”
will be well earned this week! To
dive straight into the questions:
1) Advice should be available
from the reputable manufac-
turers like JBL, Gauss, Theatre
Projects (Altec) — helpful books
are How To Build Speaker En-
closures by Alexis Badmaieff

and Don Davis (published by
Sams no. 20520) and Hi-Fi
Loudspeaker Enclosures books
one and two by Bernard B.
Babani (published by Bernard
nos. 204 and 205). 2) What Mar-
tin Barre is doing is simply run-
ning his axe through three
amps. An arrangement of leads
such as his is a substitute for
slave sockets and you don't
need a stereo box or split leads
unless the guitar is stereo. It is a
way of getting more power (sic)
and no other adapting Iis
needed. Yes, you could plug in-
to one channel and use a short
lead to connect the lower input
to an input of the other channel.
3) You could certainly use Di
Marzio pickups on your lbanez;
one tip you might find handy is
to hang onto both sets and stick
the Ibanez pair back in the event
of your selling the axe
sometime. 4) This one’s easy as
last month’s Beat carried an in-
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terview with new MU rock
organiser Mike Evans in which
he answers your questions.

Finally, to turn to your com-
ments on the middle man’s
profits. Profits per se as a side of
effect of modern capitalism are
not new phenomena. One side of
the coin is that most men (even
dreaded middlemen) have (or at
least wish) to make a profit to
live. The other side is the per-
tinent observation that
musicians as a whole are willing
to fork out over the odds for
their dream machine, and the
business boys know it. One can
only fight one’s own little
rearguard against these pockets
of exploitation.

Alembic

Dear Beat,
i read in the February issue

that a guy from South Africa
wanted the address cf Alembic
Inc., and since you don’t have
it, I’ll give it to you: P.O. Box
759, Sabastopol, California
95472, U.S.A. You also said
that Alembic instruments are
available only from the factory,
which is wrong. If anyone’s in-
terested I'll give them a list of
dealers in the U.S.A. and in
Scandinavia.

Tor Leif Berge,
Laksevag,
Norway .

Thank vyou, Tor, for the in-
formation which should help
very many guitar enthusiasts
track down an elusive but high
quality manufacturer. We ex-
pected American dealerships to
mushroom, but itis indeed good
news that Alembic are already
circulating in Scandinavia.

More delay

Dear Beat,

| hope you will be able to an-
swer two questions for me. The
first concerns the age of a Gib-
son Les Paul Deluxe that | have
recently bought second-hand.
Its serial numberis 101782, and |
would be extremely grateful if
you could find out how old it is.

My second question is about
the new WEM Copicat. | have
just bought one of these ex-
cellent machines, one of the
revamped ones, and am won-
dering if there is any way to slow
down the motor and hence
achieve a longer delay.

Thanks again,
D. Milton,
Bristol.

Norlin Music confirm that your
guitar is of reasonable vintage: it
was made in 1962. As for the
second query, John Truba at
WEM tells us that the motor is
synchronous and its speed
therefore dependent on the
frequency of the mains. It would
thus be tricky to slow the motor
down. What you could do,
however, is what a vast number
of Copicat owners have done
over the past 20 years — buy an
extra playback head, or move
the existing heads further apart.
It would be necessary to fit
another button, but WEM will
happily supply the necessary
parts. If you can afford it, you
might try the WEM Halle Cat
echo unit {cost — £250), which
has a three-minute cassette
tape. But hurry, because these
are soon to be withdrawn.

GUITAR SYNTHESIZER SYN-2

<] 4120 Stereo Combo Amp

SYNTHESIZEN FLNGTIONES

A Guitar Synthesizer SYN-2

Synthesizer for guitar, microphones, organs or any other source. The SYN-2 produces a complete new tone
scale quite different from the original source,

SPECIFICATIONS: Voltage controlled filter (VCO) producing pulse wave form with variable pulse
width, voltage controlled amplifier (VCA), temperature compensated frequency follower and
tune oscillator changing pitch into voltage. Low frequency oscillator (LFO) for modulation,

envelope generator and source generator.
4120 STEREO COMBO AMP

Stereo pre-amp with 80W. docking unit. Developed for highest professional standard,
for use on stage and in studios. Two complete separate pre-amps to select pre-set
sounds by foot-pedal between channel 1+2.7-band active Equalizer cross-fade
possibilities. Built into a rugged aluminura flight case.

STRAMP

Send for details to:-
PETER STRUVEN GMBH
D-2000 HAMBURG 53.
BORNHEIDE 19

Tel: 0-040/80.1028
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AINE

— What |
did on my
Holly Days

Denny Laine’s musical career began in ear-
nest when a single by the Moody Blues —
‘Go Now’ — which he sang on, but did
not write, reached the coveted number one
slot in the British charts. He left the band
before they achieved international fame,
however, and spent a while in the musical
wilderness — at one time living with a
group of gipsies in Spain, and at another
forming a band called Denny Laine’s Elec-
tric String Band. He also recorded a solo
album before joining Wings in 1971, at the
invitation of Paul McCartney, an old friend
from the 60s. A new solo album,
‘Holly Days’ has just been released.

You obviously have a lot of admiration
for Holly. Was he the first guitar player
you listened to?

More or less. Well, before Buddy Holly |
was into the skiffle craze, | suppose. But
before that | was into folk music. | was
doing my own little thing in folk clubs
before any of it came around, when | was
twelve years old. | was in a pantomime
company. | used to do my bit on the stage
in the breaks — folk songs, y'know. And |
was listening to people like Elmore James

years and years ago. | was into all that
bluesy folk stuff. The James Taylor thing is
an extension of all that.

Did you ever take guitar lessons?

No no no. | started out basically as a copy
of everything else that was around, which
is more or less what everyone’s doing now
in the new bands. But in those days to get
work we had to be able to play everything
that was in the Top 10. So that's where
you learn. And then from there | went on to
writing my own stuff. But | was always
pretty good at copying people — the Bud-
dy Holly songs, the Elvis stuff. That's how
we got our name in Birmingham, as being
one of the best bands at copying the Top
10.

The Moody Blues didn't sound like
musicians who had done nothing
previously but play the charts.

No they didn’t. But when the Moody Blues
got together it was at a time when you
weren't gonna make it if you copied
anybody else. So you used all your ideas
and your experience to start something
new. That was the changeover period.
Why did you ieave?

Well | thought at the time we were all gon-
na split up. It was a strange period, cuz
we'd had a hit and we weren’t doing
anything. It either meant going to France,
where we were pretty big, and doing the
circult for another couple of years and just
earning money, which would have kept us
going, or getting out and starting
something new. But they did the circuits.
They carried it on. We never really were big
in America when | was with them, so when
| left they then went to America and er . . .
but as far as the music was concerned, it
was pretty original stuff, and that was the
best thing about them. That was the whole
reason we stayed together as long as we
did, because we knew we were doing
something a bit different. But | was just
young. | just wanted to try something else
really.

You were ambitious?

Yeh. In those days. | still am really. 1 still

want to do something that hasn’t been
done before, and it's not always easy.
What instruments do you play these
days?

You see, I'm the odd job man in the band,
so I've got all kinds of guitars — Fender

Telecaster, Strats, Gretsch, Gibson
double-neck, Ibanez double-neck,
Ovations of all descriptions . . . I've got a

collection. | don’t use them all on stage,
but by saying I'm the odd job man in the
band, | mean | play a bit of rhythm, a bit of



lead, and I've got a couple of basses — a
Mustang, a Precision, a Jazz . . . | do a bit
of everything.

Would you describe yourself as an
“instrument freak’'?

Well I've got a lot of ‘'em. |'ve got enough
to be able to pick which guitar | need for
the job. If | needed one guitar that did
everything, then | could sit down and say,
Look, build me this guitar. Then | would be
an instrument freak. | have been in the
past, but I’'m not any more.

Presumably because you've got them
all.

You just pick them out. Ibanez want to
build a guitar for me at the moment, but |
wouldn’t know what to tell them | like. All
you can do is say your specifications. 0.K.
Over the years |'ve realized that | like quite
a wide neck, because | was brought up on
a Spanish guitar. And | like to be able to
bend the strings. | would have a flat neck
— no camber. I'd have the least possible
amount of switches. 1'd want it to be able
to sound like a jazz guitar, an acoustic
guitar and an electric all in one. | mean, it
doesn’t exist, does it? But if | was looking
for perfection that's what |'d want.

What about amps?

There again there's a difference between
recording and on stage. On stage, you've
got to have the big equipment because
you’ve got to have volume. So | use Mar-
shall cabinets with a Crown DC300 plus an
Audiomaster mixer. It gets me anything |
want. And if | want to use a phaser or
anything like that | just use footswitches.
But at home I've got all sorts of things,
because that's where | write my songs and
work on my own spegcial little sounds. And
then when | go into the studio | know what
I'm going to be doing, because I've worked
it out, and I'll take that particular amplifier
in for that particular sound.

What about this new album —

‘Holly Days’?

Let's start at the beginning. We record un-
der the best conditions with Wings, ob-
viously. We can pick what studio we want

““Basically | think
we'd like to just
go and play clubs —
if we could — and

record those gigs'’

to do it in, all that game. But ‘Holly Days’
was done under the worst conditions. It's a
challenge to do something like that. The
record sounds more authentic than it
would have if we'd done it with E.M.I, It
was done with a 4-track machine and in a
couple of weeks, and that's the way we
wanted to doit.

What gear did you use exactly?

4-track Studer — wheeled it in, plugged it
in with a little 4-track mixer, and that was
it. And in a way | prefer doing that. | mean,
that’'s how Paul did ‘McCartney’ — same
kind of equipment.

What part did Paul play in making this
album?

He had ideas for the arrangements really,
and he put them down more or less like a
demo, and when | walked in and said ‘I like
it’” we were stuck with it. But | liked the way
it sounded, so all | did was put a couple of
guitar solos on it and sing.

Why is it ““the Denny Laine album"”
rather than, say, ‘“three-fifths of
Wings™?

Well l dunno. You tell me!

You mentioned earlier that you were
concerned always to come through
with something of your own. Do you
think you’ve succeeded in making this
album in that way?

Yeh. | think it sounds different to anything
else that's about. And whether it's good or
bad is your decision. But for me this is our
version of it. One was that | was brought
up on it. So was Paul. The Beatles used to
copy Buddy Holly.

It actually sounds more Beatle-ish than
Wings-ish.

Yeah. Well you know why — cuz we didn't
use any sort of special techniques, and the
Beatles didn’t use any techniques either.
There was one rhythm guitar. Instead of
putting three guitars on, it was one guitar,
SO you've got to make the best of that
sound. You've got to piay it good, because
once you've recorded it, that's it. You can’t
overdub to make it sound better. We just
didn’t have the equipment to do that with.
So it sounds very basic, and | like that. And
that's what we're heading for with Wings.
Well there is that live album.

Yeah, sure, well | like that. That brings me
back to my original statement. | don’t like
recording as much as live stuff, because
live you tend to put more into it, because
you know that’s your show for the night.
Do Paul and Linda feel the same way?

| don’t think that Paul's any different to
me. He likes that rawness. But we don’t
get the chance to do that many live gigs.
So as a sort of compromise we do a lot of
studio work, which means that we do use

At home with fag and axes.

every facility that we can get our hands on
in the studio. Now you’ve got to do that to
keep up with everything. But basically |
think we’d like to just go and play clubs —
if we could — and record those gigs. When
you get to this stage you have to go into
hiding for six months to come up with
something new.

Do you ever work with musicians out-
side the band?

Well I've got a session tonight with Paul’s
brother. In fact, | don’t get much chance
to. But there again, when | work with other
musicians | find myself wasting a lot of
time, because nine times out of ten you
find yourself trying to explain things which
| don’t have to explain with Paul.

What sort of things?

Well, for instance — “"Look, don’t worry
about the size of your amplifier, or whether
you've got new or old strings on your
guitar. Just play.”” You know what | mean?
Just do it. Don’t fuss around spending
three hours getting the sound. If you play
good, then we'// get the sound in the control
room. And then, if you've got to change
the strings, then we’ll change the strings.
But there are too many excuses, you
know, with so many people.

Linda has been heavily criticized for not
being a "’proper musician”.

Linda’s not a musician in the sense that we
are, but the thing about her is she’s a very
receptive person. She can listen to
something that you’re trying to put across
to her and be clear-headed about it, and
pick it up a lot quicker than scme musicians
who are very, er, snobbish. Inverted snobs,
a lot of musicians. They don’t wanna play
this, or they don’t wanna try that, or that
sounds corny . . . which it doesnt if you've
got the balls to do it. And that's where we
get results with Linda. | think if we had
another pianist, we probably wouldn’t get
that kind of thing. We’d probably end up
sounding like a million other bands if we did
that. That's the main reason why we've
stuck with what we've got.

by Peter Douglas
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o, one of the darling
bands of the Sixties
has almost re-united. Only

Ronnie Lane has resisted the
Small Faces’ recall to arms and
continues his solo career with
Slim Chance. Those other mod
faces — Steve Marriott, lan
MaclLagan, and Kenny Jones —
have come home to roost after
eight years world-combing in
iflustrious, and varying com-
pany.

Newcomer is Rick Wills, a
fine bass player, who has done
time with Peter Frampton,
Cochise, and Roxy Music, as
well as a more recent stint
digging holes in various roads
while waiting for Roxy to get
back on the road.

Though never amonst my
own favourite bands of the era,
the Small Faces managed to in-
ject the charts of the time with a
fair amount of humour, classy
pop music, and a couple of in-
ventive singles — notably [t-
chycoo Park — culminating in
an excellent album ‘Ogden’s
Nut Gone Flake’ which has
always been considered as the
band’'s musical breakthrough.
The album was never performed
live, and it is this fact which
initially prompted the band to
think in terms of re-forming, just
for a couple of one-off concerts.

“That's where it a]l started”’
Kenny Jones, the drummer, told
me. “'I'd always thought it a
shame that Ogden’s was never
presented live, so | called
everyone and invited them
round to my place. That was the
first time we’'d all been together
in one room since we split up.
We got on really well again, but
it wasn't until another eight
months had gone by that we ac-
tually got together to play. But
as soon as that happened we
started writing songs and being
creative again, and we realised it
just couldn’t be a one-off thing.
Ronnie liked the idea of doing a
couple of concerts, but not the
permanent concept.”’

"It became obvious that we'd
all progressed so much as
musicians in those intervening
eight years that we could get the
name back together again and
yet still be able to offer new
music — not simply a re-
vamped band of the Sixties,”’
Steve Marriott took up the
story. “It's so important for us
to establish a credibility not only
with the people who bought our
records then, but also with this
whole new generation which
has sprung up without ever
having heard of the Small Faces
before,”” All four members seem

SMALL FACELIFT

Itchycoo Park turns green again, and
the lads dust off their gear for
Beat’'s equipment files . ..

almost absurdly confident and
happy about their future, but
perhaps the initial musical
challenge faced by any one of
them is Rick Will's role as the
new ‘Ronnie Lane’.

“The Small Faces were my
idols of the Sixties, and it was
hard to keep calm during the fir-
st ‘audition’ because | was so
excited internally, but | didn’t
want it to show in my playing.
We will be playing four or five of
the old hits, but | don’t play the
same way as Ronnie, even

L-R lan McLagen, Rick Wills, Kenny Jones and Steve Marriott.

though l'll be playing the same
parts.”’

Kenny Jones agrees that he
and Rick have been lucky to hit
the essential rapport necessary
between bass player and drum-
mer without too much effort. "It
just worked. We never said to
one another, ‘why not try it this
way’, you know? We just sat
down and played, and it fits per-
fectly.”

Rick elaborated: “We started
playing together in Joe Brown's
studio. Kenny sat there looking

a bit pensive because he'd never
met me before and only knew of
me through what Steve had told
him; and | was extremely
anxious, to say the least,
thinking ‘what the hell have | got
to do to get a gig with this
band’, and | decided there was
only one thing | could do, and
that was to play the way | know
how to, not trying to be clever,
and it just worked."”

Rick has been playing for a
good number of years now, so |

Continued over
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asked him what instrument he
uses now. ‘‘l use a Gretsch bass
on stage — | don’t know what
model it is, but it's a great big
old one which used to have a
spike in the bottom to help it
stand up! The strings on it are

about seven years old, dead as
shit, but it sounds so good
through an Acoustic 360 amp,
that I'm scared of changing the
strings and spoiling the sound: |
know they're Rotosound
strings, but | just hope they
never break.

If one snapped I'd have to
replace the whole set and then
somehow try and deaden them
down because the bass has got
so much resonance — it's a

semi-acoustic — and the ring
that new strings have would un-
doubtedly cause no end of
problems with the sound. Even
with the old strings | have to
dampen the sound down to
keep the ring under control.”

On the other hand Kenny has
built up a collection of drum kits
over the years — “Well, it's a bit
awkward because people keep
giving me kits’”" — which he has
found of immense help to him
during the many sessions he has
worked in the past few years.”
Right now I'm using a Ludwig
kit, but really | want to use
Premier, because they’ve made
me a couple of kits in the past
and they’ve really been good to
me. The new kit | want from
them includes concert toms and
when that kit's ready I'll use
them. | have about fifteen kits
— | have them all made, and
each one is unique, and means
so much to me that | can’t bear
to part with them.

When | do sessions, and
someone phones me up, for
example, if 1 know them, and
know them musically, | get to
know what they want, and can
pick out the right sounding kit
for the musician and the
session. On the cymbal side I've

always used Paiste — Sound
City gave me some right back in
the early days, and |'ve stuck
with them ever since.”

The band’s first album with
the new line up — recorded last
year but held up while the con-
tractural hassles were untangled
— has been written exclusively
by Steve and Mac., but there
are plans to include co-written
material as well as some of
Rick’s own songs.

Success

In view of the recent suc-
cesses scored by such ancients
as the Shadows and the Hollies
who have both managed to fill
the coffers again without lifting
a finger in the studio, | asked if
that method of achieving fame
appealed to the Small Faces.
Kenny: "We don’t want to get
caught up in that ball game at
all. We can’t be sure how people
are going to react to the new
sound, but it's a risk we've got
to take, as musicians, if we're to
establish ourselves as a genuine
musical identity. We may lose a
few friends, but we reckon we’'ll
make many new ones.”’

by Tom Stock
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THE HISTORY OF

BRITISH

GUITAR PLAYING

ROCK

Gary Jones charts the emergence
of our major guitarists from

from 1967 to 1972

he period from 1967 to
1972 was in many ways
the high point of British
Rock guitar-playing. It was the
period when the styles and
techniques developed during
the British Beat Boom were ap-
preciated in America and thus
the whole world. With the habit
which then started of British
groups touring the States to
provide their principal income, a
series of British guitarists
achieved immense popu larity.
Eric Clapton had been a
guitar-hero in  Britain since
around 1965 when he was
working with John Mayail. With
the inception of Cream that
adulation became a world-wide
phenomenon. Cream were the
culmination of the British R&B
boom; all three musicians were
the most highly respected per-
formers upon their respective in-
struments, and their technical
proficiency was unrivalled. The
group was originally intended to
be a blues trio along the lines of
that led by Buddy Guy, with
Clapton continuing the role he
had fulfilled with Mayall of ac-
companist and  occasional
soloist, but from the group’s
earliest gigs, individual blues
numbers became less and less
important as the group con-
centrated upon improvising at
length on the structures which
those numbers provided.
Clapton developed from being
one of the world’s finest blues
guitarists into a musician with
whom comparisons were almost
impossible. His guitar work was
undoubtedly drawn largely from
blues style playing, but free
from any formal restrictions his
playing could be a dazzlingly un-
predictable display of technique
conveying an array of emotions.
All three groups members urged
each other on to create music

Clapton (top), Beck and the
American influence Hendrix.

which could be staggeringly
powerful. Although largely out
of favour with present day
critics, Cream not only showed
some of the possibilities
available in Rock, even with the
restricted three piece line-up,
but also showed the way for in-
numerable groups who with the
benefit of neither imagination
nor technical ability still
managed to achieve much suc-
cess by playing loud, riff-laden
music  which owed almost
everything dynamically and
structurally to Cream’s example.

Arrogant

Clapton’s replacement in the
Yardbirds, Jeff Beck, was the
next British guitarist to achieve
American success, with the first
Jeff Beck Group. The Jeff Beck
Group were blues-based like
Cream but the music was much
more basic and structured. Rod
Stewart sang with the group,
and in fact laid the foundations
for his subsequent success at
that time, but all eyes were on
Beck. The music they played
was  comparatively  simple,
largely biues-based, extremely
loud, and above all heavy Beck,
who at the time was thought of
in Britain in terms of "Hi Ho
Silver Lining”” was the ar-
chetypal arrogant guitar hero.
His playing was flash - it
always has been, but unlike
others there is substance in his
playing to reinforce the flash
quality. His playing was in-
fluenced by black blues
guitarists, but there were other
influences apparent too, as
varied as Les Paul and CIiff
Gallup, the guitarist in Gene Vin-
cent's group “The Bluecaps”,
which added dimensions of both
lyricism and melody, and vicious

‘ugliness to his playing. His

playing veered unpredictably
between the two extremes with
powerful effect.

The third guitarist in direct
lineage was Jimmy Page who

had been the Yardbirds’ final
guitarist. A former respected
session player, after the disin-
tegration of the Yardbirds in
1968 he had formed The New
Yardbirds, later renamed Led

Zeppelin.  After getting little
reaction from British club
audiences, the group an-

nounced their intention of con-
centrating on the achievement
of American success. As ever-
body knows, that decision paid
off almost immediately; with
Cream out of the way (they split
up in 1968) Led Zeppelin and the
Jeff Beck Group had the States
almost to themselves, and when
the Jeff Beck Group split up
there was only Zeppelin.

Impeccable

Jimmy Page has been in-
fluenced by a lot of different
musical forms and has
assimilated the fruits of that
eclecticism into a distinctive
albeit derivative style. He has an
impeccable  technique, ap-
proaching the instrument with a
basic concern for sounds and
textures, and a deep un-
derstanding of dynamics.

1967 was the year of the sum-
mer of love, but one important
figure to arrive on the scene in
that period was Jimi Hendrix.
Since he was in fact American
he is mentioned here for the
reason that his example inspired
a lot of later British guitarists.
For a while after his arrival in
Britain he could be seen playing
around London quite readily,
and he was an obvious influence
upon the musicians then playing
or planning to play in London.
Although he is often credited
with more achievements and in-
novations than is perhaps the
case, no one can deny the
mastery he had over his in-
strument. Technically dazzling
and with an almost
inexhaustible flow of ideas, his
playing was a revelation for the
time and is still impressive
today; one minor factor of cour-
se was the fact that he looked
the part of the guitar-hero as
well.

The London R&B boom had
died out pretty much as soon as
the nation’s attention had been
turned to it, but young British
musicians continued to play the
music of Black Americans. If the
R&B groups had had singers
and harp players as their focal
attraction, after Clapton’s spell
with Mayall the guitarist came to
be the focal point. In fact, where
Alexis Korner and Cyril Davies
had been the catalysts for the
R&B groups, John Mavall
assumed that role for the late
sixties blues boom  which
reachéd a head in 1968.



Many of the young British
guitarists in Blues groups were
influenced to take up the in-
strument and to approach it in
the manner they did because of
Clapton’s legendary playing
évith the Bluesbreakers in 1965-

6.

Peter Green replaced Clapton
in the Bluesbreakers. A fine
guitarist with an impeccable feel
for the blues, he was the perfect
replacement. His playing was
beautifully lyrical and he had the
knack of making it sound
amazingly easy to play like him.
Unlike some guitarists of the
period he never relied upon a
barrage of notes to gain effect;
if anything he underplayed,
making the gaps between each
group of perfectly formed notes
almost as important as the notes
themselves. After leaving
Mayall he formed Peter Green's
Fleetwood Mac, later shortened
to just Fleetwood Mac. Fleet-
wood Mac were the most suc-
cessful group of the British
Blues Boom. At first rigidly
purist, the group developed
largely through Green’s com-
posing ability into being a fine
original Rock group who
achieved a measure of com-
mercial success in Britain before
Green left. Subsequently, after
numerous personnel changes,
the group became massively
successful in the States in 1976.

Recognisable

Green's replacement in John
Mayall’'s group was a very
young guitarist, Mick Taylor,
who later came to greater fame
in the Rolling Stones as a
replacement for Brian Jones.
Although only in his teens he
had already developed a distinc-
tive blues guitarist style when he
joined the Bluesbreakers. A
distinctive stylistic device ap-
parent in his piaying was his
finger vibrato. Highly proficient
whether playing normal blues
guitar or slide, his wide ranging
vibrato was instantly
recognisable. A noticeable Clap-
ton influence was at first ap-
parent in his playing, but he
soon developed a much more
idiosyncratic style.

The late Paul Kossoff was
also young and had a distinctive
finger vibrato. Kossoff was an
extremely dramatic  player,
playing conjunctions of long
drawn out sustained notes and
flurries of cascading runs, as
well as which he had a good line
in  guitar-hero  pained  ex-
pressions and stomping macho
stances.

One interesting fact about all
the guitarists mentioned so far is
that, with the exception of Hen-
drix they all used late fifties early

sixties Les Pauls. Clapton and
Page had noticed the charac-
teristic tonal and sustaining
qualities of the guitars, and their
example undoubtedly in-
fluenced subsequent guitarists
to follow suit.

Distinctive

Other British guitarists of the
Blues Boom period included the
now sadly too often neglected
Stan Webb, a distinctive
guitarist much influenced by the
style of the late Freddie King. He
played and sang with Chicken
Shack, a group which included
Christine Perfect, now of Fleet-
wood Mac, and who were
second only to Fleetwood Mac
in popularity at the time.
Another group popular in Britain
at the time was the Savoy
Brown Blues Band, who later
dropped the Blues band bit and
achieved much success in the
States. Led by Kim Simmonds,
the only constant factor in the
various line-ups of the group,
Savoy Brown featured not only
Simmonds’ own distinctive
Blues-based playing, which was
derivative but effective, but also
at an early stage in their career
contained Martin  Stone a
guitarist who has developed
from those blues origins into
one of Britain’s most original but

neglected present-day
guitarists.
Along with the afore-

mentioned groups Ten Years
After were one of the most suc-
cessful blues groups in Britain
around 1968. They became,
however, with guitarist Alvin
Lee as the focal point, one of
the most successful of late 60's
groups, aided to a tremendous
extent by their appearance in
the Woodstock movie. Alvin
Lee’s main talent as a guitarist
lay in his ability to play about
400 notes to the second. He
could play with a degree of sen-
sitivity but always seemed to be
drawn back to piaying fast
because the audience expected
it of him, which was a pity in a
way,

A final guitarist who deserves
mention and who first achieved
success during the Blues boom
was Rory Gallagher, who, first
with Taste and then under his
own name came to epitomise
the hard-working blues
musician. Gallagher is a good
blues guitarist, and there is a
refreshing jazzy influence in his
playing which sets him apart
from most other guitarists. The
period from the late 60's to the
present day has seen little
change in his attitude of playing
for the people, and he is, in a
way, the last bastion of the late
sixties British Blues Boom.

Apocolyptic

As the Blues Boom reached
its peak in Britain, other "Un-
derground” or “Progressive’’
groups also became com-
mercially acceptable, and, in the
same way as those now
devalued terms cover a wide
range of music, so there arose
guitarists who played in a wide
range of different ways.

King Crimson were in a lot of
ways the visible and audible
manifestation of the musical
ideas of Robert Fripp. Fripp had
some classical training on the
guitar and much of King Crim-
son’s music showed the in-
fluence of Classical music.
Using a Les Paul and what have
always been described as
“"devices’’, Robert Fripp's guitar
playing has been continually
original and distinctive,
sometimes lyrical, sometimes
apocolyptic. His approach to the
instrument has always been
original, existing in terms not so
much of chords and single lines,
but of textures and tones which

managed  to retain the
melodicism in his work,
Fairport Convention were

always a particularly British
group, even when at first they

performed largely American
music. Founder member
Richard Thompson, the lead

guitarist of the group was never
really influenced much by the
blues guitar via Clapton school
of British guitar playing (which
isn’t to say that he couldn’t run
off a bit of blistering bluesy
guitarwork or a few Chuck Berry
licks when he wanted to): rather
than interpret a particular form
of guitar playing Thompson has
chosen instead to develop his
own unique piaying style. Soun-
ding at times like a pedal-steel
guitar, Thompson’s guitar style
incorporates chords and single
note lines, so that there is a
drone effect together with
modal scales like a dulcimer. He
bends chords as well as single
notes and plays runs much more
harmonically adventurous than
most Rock guitarists could ever
dream of.

By about 1972 the era of the
guitar-hero was pretty much
over. Hendrix was dead, Clap-
ton was killing himself and Peter
Green had disappeared. The
Woodstock generation had
been through Altamont as well.
The early 70's was a return to
some of the ideas of “pop’’ as
the excesses of glitter replaced
the excesses of self-indulgent
guitar-heroism.

Kossoff (top), Webb and
Gallagher.
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SOUTHSIDE UP

Asbury Johnny and Da Blooze my way

Most readers will by now be familiar with the everyday story
of Asbury Park folk — Bruce Springsteen, Miami Steve Van
Zandt and Southside Johnny Lyon. Though somewhat over-
shadowed by New York City, which sprawls all over the other side
of the river, Asbury has recently attracted a fair amount of interest,
due to its fertile musical soil. The music is of the hard-nosed, gritty
variety, with roots stretching as far down as urban black music
goes: beginning with Chicago blues and ending up almost in the
present day. Almost, but not quite, the reason for which can be
found below in an interview by Peter Douglas, conducted one rainy

afternoon in a London hotel.
Have you always played the
kind of music that appears on
your albums?

Yeah. Basically | started off
playing blues — Chicago style
blues — Little Walter, Elmore
James, Muddy Waters, Jimmy
Reed — and | went from that in-
to more obscure r & b people
like Wynonie Harris and the
Kansas City Shouters, and just
progressed from there into the
60's r & b, like Sam and Dave.
It’s all basically related.

You always seem to be ten
years behind what's actually
happening.

Well, | still do the same things as
I've always done. We do a
Junior Wells tune — ‘Little by
Little’, which is a Chicago style
blues. We do an early Ray
Charles song, we do Swallows
tunes. Then on the first album
there’'s ‘It Ain't The Meat’,
which is from 1951. But | don't
try and pick obscurities out of
the past because they're ob-
scure. | pick ‘em cuz | like the
songs.

Is it a deliberate “‘revival’’?

No. I'm not trying to re-create
the past. I'm just doing the
music | like. | don't have a lot of
deep motives for doing a song
other than | really think it's a
great song. Yeah, | don't like to
get involved in all the in-
tellectualisms of why | do one
song and not another. It's
mostly a gut reaction.

And here | am asking you
stupid questions!

Oh no no no no. | like to in-
tellectualize about rock 'n’ roll
too. | love the psychological and
sociological aspects of it, and
how it's changed things, and
how it screws people up and
straightens people out. But the
only philosophy | have about
this band, and performing in
general is that when you get on
stage you should be as
emotional as possible. | don't
like the sterile feel, the clean
feel of some performers. | like to
really get involved with the
songs because | grew up
listening to Billie Holliday and all

the people who could not sing a
lyric without getting involved in
it. And that's what | try to get
this band to do.

Steve Van Zandt isn’t in the
band now, is he?

He was for a long time. He plays
and sings on the albums. He’'s
the one who sings the back-up
vocal with me, the duet things,
and he’s on the slow one — First
Night, and When You Dance —
the one with the animal noises
at the beginning. We recorded
that track and had such fun with
it that Steve went just a little bit
overboard — said, Oh we need
drums and crazy stuff. . . .
What else does Steve do,
apart from producing the
albums and writing most of
the songs?

Well he’s my manager. In other
words, he just talks to the dif-
ferent people who / don’t wanna
talk to. So the roles are split
right down the middle. We both
run the band — its our band. He
was great on stage. Any time
you've got somebody that
strong on stage it frees you
completely. He gives all the
cues, directs the band, calls out
the numbers if he wants to make
a change. That's why he’s so
great with Bruce (Van Zandt is
currently Springsteen’s guitar
player). Before, when Bruce
was playing all the guitar, giving
all the cues and stuff, maybe
he’d wanna do something, may
wanna jump up in the air at one
point, and he can't. But
Stephen was always the kinda
guy that takes command of the
band and frees the guy out front
tojustgonuts. . . .

The latest manifestation of
black music is disco, which
grew out of soul music. What
do you think about that?

| don't like anything that doesn’t
include a human element of
emotion, dedication and con-
cern with either the music or the
audience. A lot of disco music is
very much a producer’s art. And
the musicians go in knowing
that they are side musicians,

knowing that they are being
paid per hour. They have no
stake in the records. They have

nothing to say about the
arrangements, nothing to say
about what they play. And the
singers come in and it's the
same thing. So they tend to be
very mechanical. They'll sing a
line over and over again and it
will be very robot-like, very non-
human, and | detest that in
music. Music is an expression of
human emotions. One of those
little wind-up toy drummers —
that’s exactly what a lot of the
disco reminds me of — some
mechanical beast, some robot
standing up there.

People are afraid to say what
they wanna say. People are so
used to being nothing as far as
the bureaucracy’s concerned —
just a number — that they start
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