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PREFACE

The publication of the original four-volume
Encyclopedia Of Popular Music in October 1992 was the
largest project ever undertaken for the subject. There
were many doubters prior to the publication of that
gigantic tome. Some friends and family thought I was
reckless. Almost every financial institution and bank
from whom I tried to raise money clearly thought I was
out of my tree. Trying to raise any money during the
worst recession Britain had experienced since the 30s,
was almost impossible. Trying to raise money for an, as
then, yet to be published multi-volume encyclopedia
about pop music was madness. Or so they thought.
John Reiss, Freddy Bienstock and David Japp didn’t,
however. They invested in my company and saved my
business. The positive reception to that four-volume set
was a vindication of my long-held belief that popular
music was now worthy of serious documentation, and
should be taken seriously as a popular art form
(although I make no claim that popular music is seri-
ous). This ideal was supported by the managing direc-
tor of my former co-venture publisher, Mark Cohen.
Although no longer with that company, he must still
take a great deal of credit for fully understanding my
initial concept. He is a wise old owl.

Six years later, and on target with my initial feasibility
plan, comes this third edition - now eight volumes, and
on target to increase by two volumes every new edition.
In recent years the Microsoft Corporation licensed our
text for their CD-ROM Music Central. We shared that
stage with two other key products; the Q Magazine
album reviews and the awesome MUZE database of
currently available CDs created by Muze Inc. The latter
company were introduced to me by my colleagues at
Microsoft, and, ‘they liked me so much they bought my
company’. They have brought security and strength to
my efforts. I am very happy to be a wholly owned
subsidiary of Muze Inc., because they really are the
business partners 1 wanted, but never knew where to
look. We can now publish the EPM ourselves using the
magnificent names of Macmillan and Grove to market
and distribute it. A further benefit of being USA-owned
is that I have managed to shake off the ‘anglophile’ tag
that one tactless American reviewer wrongly attempted
to dump on me. This was cruelly ironic, as I have
always felt that I was too pro-American in my musical
taste. I have received hundreds of letters since the first
edition, and as those writers will testify I personally

responded to them all, even though [ sometimes take
an age to get around to responding. I do derive great
pleasure in making corrections to our database.

In 1994 I took a decision to include record labels in the
albums section at the end of each entry. We have still
not completed this huge task, but have covered the vast
majority. This we will finish. Another never-ending task
is to find dates and places of birth of all artists.
Unfortunately we do not have the financial resources to
visit every public record office to unearth this informa-
tion. We do genuinely try, but it has been the fashion
for at least a decade for artists to use stage names.
Record company press offices are no longer given this
information by the artists, although it was once a prior-
ity.

This time around we have included a responsible five-
star rating system for every album, and at the back of
the book there is a massive song title index of every
song mentioned in the work.

There are a further 29,500 headwords still waiting to
have entries prepared. Since the last edition that
number has increased. That does mean in reality that
we can never catch up, such is the awesome task always
ahead of us. Our job is truly never-ending, and
although our third edition is a massive change from the
last, there is still a long way to go before I can have a
holiday.

The change in the company structure over the past two
years has given me the opportunity to reduce further
our outside contributors and do more in-house. Most
of the original contributors have not been involved in
the preparation of this edition, mainly because they
have moved on to other commitments. Of the 82 origi-
nal contributors we now have about a dozen. We still
have the service of our Stage, Film and Sinatra expert,
Big John Martland. Similarly, we still tolerate the idio-
syncratic quirks of our pet hardcore punk Alex Ogg.
They are key members of our outside team, and sadly,
we could not function without them. We are always
looking for new specialist contributors who can write in
the style of this encyclopedia. Most new outsiders come
along for ten minutes, get their name in the book and
ride off into the sunset using us as the best reference in
the land. We continue to welcome (polite) suggestions
and gratefully receive notification of factual errors.

Over the past three years a lot of what I am trying to do
has been mirrored by the continuing growth of Mojo
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magazine. It was originally seen as a home for BOFs
(boring old farts), but by the end of its first year the
eclectic excellence of the magazine was in no doubt. It
continues to lead, along with Q. Both of these erudite
rags arc now what Rolling Stone was in the late 60s and
early 70s. To Rolling Stone’s credit, in the mid-90s it has
again made music its priority after more than a decade
of being distracted by other issues. Its present writers
are a new wave of quality journalists who certainly meet
the standards set by Dave Marsh, Lester Bangs, John
Swenson and Paul Nelson. In addition, other maga-
zines, including Spin, Musician, Select, Living Blues,
Blues Review, Jazz Times and Down Beat also maintain a
high standard of writing. Most of these magazines now
use the original Down Beat or Rolling Stone %k k%
system to rate albums (and books), even if some do
disguise their results in the shape of blackened boxes,
open boxes, or letter Ks. Or, as Q has always done, they
simply borrow the five star system. Providing the reader
trusts the journal and the reviewer, this should now be
adopted as the industry standard. If consumer products
can have an accepted and recognized grading, then it is
perfectly reasonable for rock, pop and jazz to have simi-
lar quality grading. We have adopted this system,
although our grading is slightly different (see Notes On
Style). This puts a greater responsibility on the editor of
the magazine to ensure that any nepotism is outlawed.
In the Acknowledgements to the first edition I
explained about the seeds of this work and attempted to
convey my enthusiasm, love and, many will say, obses-
sion with popular music. This encyclopedia is truly
democratic in that it is alphabetical and is not divided
by category or class. In that way the reader may
discover an area of music of which they were previously
unaware, or more importantly, thought they did not
like. By nature of its subject, a heavy metal biog will be
written differently to a stage musical, but the same
message is still there. I came to jazz and country music
late in life. I ignored jazz because I was intimidated by it
and I dismissed country because of its former reputa-
tion. I was wrong about both; Miles Davis and Hank
Williams should make at least one appearance in every-
body’s record collection. The great thing about a class-
less alphabetical book is that Frank Zappa is next to
Zeke Zarchy, and reggae artist Geoffrey Chung is next
to Chumbawumba. I still chuckle at the ridiculous
democracy of what we do and hope that at least some of
our readers will listen to Zarchy and Zappa in the same
evening. If only our radio stations were prepared to be
bold, instead of being narrow, cosy and safe.

The World Wide Web has developed immensely since
the last edition, and digital radio and televison is about
to be launched. I will always prefer a book printed on
real paper and music listened to rather than viewed. I
know that my love of music would not have been
anywhere near as strong if I had not fuzzed my ears

with Radio Luxembourg, AFN, Radio Caroline and
Radio London.

The compact disc is the greatest invention in the music
industry since the phonograph, but I still beg for CD
insert typographers to show more consideration for the
listener. Little or no consideration is given to the
reader. There is an optimum size to read type comfort-
ably, but most book typographers will agree that, prop-
erly leaded (the space between each line), type can be
read between 8 and 14 point size. The perfect size of an
old 12 inch album cover not only meant that you could
read the sleeve note, but it felt good on your lap. The
CD sleeve is so much smaller and yet time and time
again type sizes of 3 and 4 point are used. Sometimes
the dunderhead designer attempts to reverse the type
out of a colour with disastrous results. It may look cool
on a 21 inch computer screen at 200%, but pity the
poor punter who has to try (and fail) to read it. As a
reviewer of hundreds of new CDs I am Mr Angry.
Another major carp is for the spines of CDs to be legi-
ble. Some cannot be read, although I congratulate
Columbia, ECM, Blue Note, Island and Decca for
having both legible and standardized spines. It became
so bad a few years ago that I wrote my own computer
spine program.

Fortunately, book designers still give us books that we
can read, and the continuing excellence of music books
is encouraging. Recent highly recommended works
include: Night Beat, Mikal Gilmore’s anthology of his
articles and reviews; Patrick Humphries’ biography of
Richard Thompson, Strange Affair, Walk This Way,
Stephen Dalton’s Aerosmith epic; Barry Miles’ Paul
McCartney biography, Many Years From Now; Ellis
Amburn’s Buddy Holly and Robert Gottlieb’s
mammoth jazz anthology, Reading Jazz. Fred
Goodmans’ Mansion On The Hill was an accurate and
fascinating account of the modern-day music business.
As the original publisher of Timeless Flight | have great
pride in recommending Johnny Rogan’s doorstop of a
sequel, Timeless Flight Revisited. | published the original
when the Byrds’ standing was so low they could barely
get arrested (apart from David Crosby that is). Since
then, much of the Byrds’ favourable reappraisal has
been due to Johnny. Finally, in wary anticipation of the
truckload of Sinatra books following his death, there is
only one you will ever need. Published in 1996, an
outstanding book, Sinatra: The Song Is You by Will
Friedwald. Some time in late 1995 I had to listen to a
newly arrived senior executive who informed me that
‘in five years nobody will be reading books’. Dream on
pal. Books, music books and music will be with us
forever. They are as important to our existence as life
itself.

Colin Larkin, August 1998




NOTES ON STYLE

Entry Style

Albums, EPs (extended play 45s), newspapers, maga-
zines, television programmes, films and stage musicals
are referred to in italics. All song titles appear in single
quotes. We spell rock ‘n’ roll like this. There are two
main reasons for spelling rock ‘n’ roll with ‘n’” as
opposed to 'n’. First, historical precedent: when the
term was first coined in the 50s, the popular spelling
was ‘n’. Second, the ‘n’ is not simply an abbreviation of
‘and’ (in which case 'n’ would apply) but is a phonetic
representation of n as a sound. The *’, therefore, serve
as inverted commas rather than as apostrophes.

The further reading section at the end of each entry has
been expanded to give the reader a much wider choice
of available books. These are not necessarily recom-
mended titles but we have attempted to leave out any
publication that has little or no merit.

We have also started to add videos at the end of the
entries. Again, this is an area that is expanding faster
than we can easily cope with, but there are over 1500
items in the videography and a further 1000 items in
the filmography, which is another section we have
decided to include. Release dates in keeping with
albums attempt to show the release date in the country
of origin. We have also tried to include both US and
UK titles in the case of a title change. For example, the
Dave Clark Five film was released as Catch Us If You
Can in the UK and Having A Wild Weekend in the USA.

Dates Of Birth

Many artists, especially in the punk, indie, reggae and
blues entries, are unable or unwilling to have their dates
of birth confirmed. For reggae and blues artists, often
no birth certificate exists, or the artist simply does not
remember. Additionally, many members of post-1977
rock, pop and independent label groups seem to enjoy
giving false names and dates of birth. These have been
corrected wherever possible.

Discography

Since the 2nd edition we have continued to add record
labels. This is a task similar to painting the Eiffel Tower
with a toothbrush. We feel that the addition of a record
label will make it easier for the reader to seek out a
particular item, even though it may only have been
released on vinyl. I am very aware that most labels listed
are either from the USA or the UK. These will continue

to be our prime sources. We have attempted to list the
label (and country) where the release was first issued.
Because of the continuing CD revolution and the
constant repackaging we have listed the most recent
reissues. For example, many jazz classics have been
recently reissued under the Original Jazz Classics label.
Reissue labels such as Castle, Revola, Rhino, BGO, See
For Miles, Ace and Sequel are constantly replenishing
our shelves with worthy material. Unless they are
different to the original we have stuck with the original
label. This book is not meant to be a discographical
tool; we are more concerned with the artist’s music and
career. For the majority of artists in this work, complete
discographies have been compiled. However, on occa-
sion, the discography section at the end of an entry is
incomplete. This is not due to lack of effort on our
behalf but simply to the fact that some artists, for
example, Louis Armstrong or Frank Sinatra, have had
such extensive careers that it is impossible to go back
over numerous decades of files. From our experience,
most record companies do not retain this detailed
information.

The aim of the discography is to allow the reader to
investigate further the work of a particular artist. We
have included, where possible, the regular albums
together with the first year of release date in the known
country of origin, which is generally in the USA or the
UK. In many cases the delay in releasing the record in
another country can be years. Some Latin, African,
Caribbean and other Third World recordings have been
assigned approximate release dates as the labels often
do not carry any release date.

In the case of recordings made before the general avail-
ability of the LP (album), about 1950, we have aimed to
inform the reader of the date of recordings and the year
of release. Since the advent of the compact disc in 1982,
and its subsequent popularity, the reissue market has
expanded enormously. Those wanting a broad intro-
duction to an artist will find the compact disc the ideal
medium, as two previous albums’ worth of material can
fit on a single CD. Many 35 minute albums of the 60s
have been doubled up for CD.

Album Rating

Owing to many requests from readers and librarians we
have now decided to rate all albums. All new releases
are reviewed either by myself or by our small team of
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contributors. We also take into consideration the
review ratings of the credible music journals and critics’
opinions.

Our system is slightly different to most 5 Star ratings in
that we rate according to the artist in question’s work.
Therefore, a 4 star album from the Beatles will have the
overall edge over a 4 star album by Chicory Tip. Sorry
Tips.

Our ratings are carefully made, and consequently you
will find we are very sparing with 5 Star and 1 Star
albums.

Ratings also differ in the Jazz entries; sometimes an
artist’s performance on another artist’s album will not
be consistent with the rating the album may receive
elsewhere. Our judgement is always on the primary
artist to whom the album in the entry refers.

2.8.8.6.8 ¢ Outstanding.

Faultless in every way. A classic and therefore strongly
recommended. No comprehensive record collection
should be without this album.

K K K Excellent.
A high-standard album from this artist and therefore
highly recommended.

K %X Good.

By the artist’s usual standards and therefore recom-
mended.

* Disappointing.
Flawed or lacking in some way.

% Poor.
An album to avoid unless you are a completist.

There are approximately 1,500 separate albums that
have individual entries; these are either key albums or
absolute classics. This section will continue to be
expanded in subsequent editions. Ratings may also vary
in future editions, as age is always the ultimate decider.
The overwhelming enthusiasm given to some eagerly
awaited albums are often muted a year or two later.
Similarly, other albums have matured with age, viz
those by Gene Clark and Nick Drake

Plagiarism

In maintaining the largest text database of popular
music in the world we are naturally protective of its
content. We license to approved licensees only. It is
slightly flattering and highly irritating to see our work
reproduced without credit. Time and time again over
the past few years [ have read an obituary, when
suddenly: hang on, I wrote that line. Secondly, it has
come to our notice that other companies attempting to
produce their own rock or pop encyclopedias use our

material as a core. Flattering this might also be, but
highly illegal. In most cases we know who you are. We
have therefore dropped a few more textual ‘depth
charges’ in addition to the original ones. Be warned,
especially when quoting from our three spoof entries!

Categories

We have deliberately avoided listing artists by genre as
many artists could be placed in numerous sections. Ray
Charles can be filed under rock, soul, blues, R&B,
Country and Jazz. Our own internal categories are
based on the main area of music with which we associ-
ate the particular artist or band. It may be the case that,
following a permanent change of musical direction, an
artist will be recategorized in future editions. This will
be reflected in the entry text. However, if that band or
person is still known mainly for the former genre, then
this will be retained.

For example, Jerry Lee Lewis has for many years been a
country artist, but is still known primarily as a pivotal
rock ‘n’ roller. Led Zeppelin were a rock band before
the term ‘heavy metal’ officially arrived, although they
are now perceived as a heavy metal band. The Rolling
Stones were a nifty R&B/blues band before they became
stadium rockers, and finally, the Smurfs were terrible
before they became plain awful. We have aimed to be
consistent, but justifiable suggestions for changes or
additions will be considered for the fourth edition.

Omissions

Rock ‘n’ roll, jazz, blues, R&B, soul and country music
emanated from the USA, and consequently America
‘invented’ Muddy Waters, Hank Williams, Louis
Armstrong, Elvis Presley, Frank Sinatra, Billie Holiday,
Ella Fitzgerald, Patsy Cline, and Bruce Springsteen. The
UK comes a strong second with the Beatles, Rolling
Stones, Eric Clapton, Queen, the Kinks, Sir Cliff
Richard, Oasis, Rod Stewart, U2 and Elton John.
Historically, more commercially marketed music comes
from these two areas. We have, however, attempted
fully to represent other geographical areas of music that
have not been covered in reference books. Likewise, we
have included more post-1960 artists not because they
happen to be from my generation; it is simply because
there were, for example, more popular rock bands in
the 60s than major dance bands in the 20s. There are
many more female solo singers recording and perform-
ing in the 90s than there were in the 40s. It is human
nature immediately to inspect an encyclopedia for what
is missing, rather than for what is included. This
inevitability is as frustrating as it is impractical. We are
aware that critics and readers alike will seek out that
elusive missing entry, and don’t worry, it will be found.
I can bet a 500-word review on it. Critics are paid to
find fault and would be failing in their duty if they did
not. What nobody noticed, however, were the two
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spoof entries I inserted in the last edition, and indeed
have added another for this. At the time of going to
press we had 46,727 entries on our database. I know
there are more to be done, but it does irritate that,
while we are doing our best to catch up, some hack will
spot an omission.

Chart Positions And Record Sales

The aim of this book is not to document chart positions
and record sales. Many are discussed in passing but are
ultimately left to the main books available. The refer-
ence books we have used were those formerly edited by
Gambaccini, Rice and Rice (British Hit Singles and
British Hit Albums) for the UK. Joel Whitburn’s (Top
Pop Singles, Top Pop Albums, Top Country Albums, Top
Country Singles, R&B Singles and Pop Memories) for the
USA are published by Record Research and are indis-
pensable. While the British Hit Singles now uses the
BMRB chart, their charts from 1952 to 1960 were taken
from the New Musical Express and from 1960 to 1968
were gleaned from the Record Retailer. While we have
adhered to this publication in the main, we feel that the
New Musical Express and Melody Maker charts were
accepted more than the dreary Record Retailer, as the
latter published its chart before the weekly sales were
recorded. If we were to have stuck religiously to the
Record Retailer, then the Beatles would have only had
one record entering the chart at number 1. Come off it!
We can’t have that, as it is generally known that most of
their records reached number 1 on the week of release
in the UK, and this was reflected in the main weekly
music papers. This aberration fortunately does not
occur in the USA, thanks to the longevity and accuracy
of Billboard and Joel Whitburn’s brilliant efforts.

For the USA, when we refer to a gold disc for singles it
signifies sales of 1,000,000 copies pre-1989 and 500,000
thereafter. The RIAA (Record Industry Association Of
America) made this change in 1989, and Billboard
followed suit. Similarly, when platinum awards were
introduced, they initially signified sales of 2,000,000
copies and post-1989 of 1,000,000, For albums from
1958 to 1974, the term gold refers to LPs that sofd $1
million worth of units at manufacturers’ wholesale
prices. Recognizing that due to rising prices the number
of units necessary to gain gold status was dropping, the
RIAA as of 1 January 1975 added the further proviso
that to be gold an LP had to have sold at least 500,000
copies. A platinum LP has to have sold 1,000,000
copies. In the UK the BPI determines - singles: plat-
inum 600,000 units, gold 400,000 and silver 200,000,
For albums: platinum 300,000, gold 100,000, silver
60,000. For the recent introduction of CD box sets, a 4-
CD box has to sell 250,000 copies to go platinum,
although this does not apply to two-disc sets at the
present time,

Size Of Entry

Our original intention in the first edition was to write
between 150 and 3000 words per entry. Major artists
such as the Byrds and Billie Holiday are given more
space than comparatively new acts such as Kula Shaker,
Will Smith and Pearl Jam. The latter have already
demonstrated good reason for their entry to be
expanded. Over 75% of the entries have been enlarged.
It is not merely the importance of the artist in terms of
commercial success that determines the size of the
entry, it is also dependent on interest and/or any addi-
tional text that should be added to make the reader
investigate further. In some other entries we have little
to go on other than a few hit singles and a list of chart
positions. This was picked up by one reviewer who
played on it as though it was the entire thrust of the
book. Sometimes we just cannot find anything on
particular older artists, but would you rather we left out
the entry altogether? Shame on you, Tim DeLisle, writ-
ing for the Independent. 1 am aware that there are occa-
sional entries that merit more space, but in the absence
of words and until I can find the 25th hour in the day I
hope that quality rather than quantity prevails. The
writer and musician Sid Griffin also mentioned in print
about our hundreds of obscure entries on bands that
nobody has heard of. If we applied a narrower choice
then one of his bands, the Coal Porters, would surely
have missed the barge.

As for errors, well I wish I could stand up in recent
Presidential style and claim ‘this book has no factual or
typographical errors whatsoever’. We searched for Paul
Du Noyer’s accusation that Jimmy Witherspoon’s
name was spelt wrongly, but so far have not been able
to find it. This book will no doubt continue to have
typos and factos. No newspaper, magazine or baok that
I have ever read has been typo-free. In defence of
myself and my team; we manage seven million words
pretty well, but are always prepared to correct, change
or reappraise if we have got it wrong. The good thing
about doing a reference book for the rock and pop
world is that I never need to be pompous or professor-
ial. It’s only rock ‘n’ roll, after all.

Critical Opinion

Our continuing criterion is to strike a balance between
being highly opinionated and dead boring. We have
attempted to express the generally accepted opinion
and have not set out to be controversial. In some cases,
we hoped our entries on certain lesser-known artists
would lead to a favourable reappraisal of their work,
and that wider critical acclaim would result in their
catalogues of recordings being reissued; for example,
our past crusades for jazz trumpeter Don Ellis, R&B
catalyst Graham Bond, Moby Grape, Gene Clark and
the uncompromising Roy Harper have all paid off.
Maybe the time has come around to look at the work of
jazz arranger/musician Oliver Nelson, the immense
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talent of Andy Partridge, the voice of Matt Monro and
the back catalogue of Georgie Fame, instead of just his
hits, or the aching brilliance of Tim Hardin. We had a
healthy debate as to the merits of thousands of record-
ings, and while everything is subjective we have
genuinely tried to be fair. Since the publication of the
first edition I have made a point of enthusing when
merited and damning when something is generally
accepted as being absolute rubbish.

Selection Of Entries

Nobody else but me should get the blame and in the
unlikely event of everybody being happy, then I will
naturally soak up the praise. Any selection will not suit
everybody, somebody’s favourite has to be omitted.

io

This 3rd edition contains over 18,500 entries; I can live
happily with that. If you must comment, chastise me
gently; I get a one in ten mailbag from the clumsy
‘come off it, how can you possibly miss out blah blah
blah’ type. And those who know me well, realize how
much it hurts to have made a genuine gaffe.

I am aware that there are areas of specialized music
where we should be stronger. However, in monitoring
hundreds of favourable reviews we have received over
the past seven years, I know that the areas in which we
are strong are the ones that our readers favour. There is
no intended arrogance in saying; that is why this book
is so successful.

Colin Larkin, August 1998
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The seeds of this work were unconsciously sown in the
summer of 1953 when I wandered, for what seemed like
hours, around a caravan holiday site on the east coast of
England. I was followed pied-piper fashion by up to
half a2 dozen more three-year-old ragamuffins, weaving
in and out of overgrown grass paths of endless mobile
holiday homes. I was singing Guy Mitchell’s ‘She Wears
Red Feathers’ over and over again, not just a few times,
but hundreds of times. The other children learned the
song quickly and joined in using kazoos, plastic mouth
organs, whistles, cricket stumps and tin buckets. Guy
Mitchell was clearly the start of this obsession. I have no
idea why I took to him so well, and yet his music lasted
until I discovered rock ‘n’ roll. In the life of a small
child that’s a very long time.

I spent much of my first six years living on a travelling
fairground. My parents badly needed money and week-
ends and public holidays were spent away from home
living in another mobile home, this time a beautiful
polished chrome trailer. At night I slept on the top floor
of a converted double-decker bus that was also used as
a tyre store. While my parents worked from noon to
midnight, I would wander from song to song through a
technicolour Wurlitzer juke-box of image and sound.
All rides had their own turntable and boxes of 78s,
together with a heavenly sounding, ripped Tannoy
speaker. Each ride from the Dodgems to the Waltzer
played its own music and although the style of music
was basically the same, no ride ever seemed to play the
same record at the same time. As I roamed alone with
nothing but a toffee apple, a loud, distorted Little
Richard, Fats Domino or Lloyd Price would slowly give
way to a passive Doris Day, who could become Dinah
Washington and ‘Wheel Of Fortune’ a few yards later.
Imagine turning a radio dial and finding just about
every station playing a fantastic song simultaneously.
Walking through the stalls and rides was like a giant
radio with no dial to tune. This was all in brilliant
colour and added to the smell of fried onions and
candy floss. I was unaware at the time just how hip
these show people were. They were playing the under-
ground music of the time, as most of the black
American R&B stars were not played on the BBC Light
Programme. The fairground certainly taught me to love
and appreciate most pop, R&B and rock ‘n’ roll, and
when I returned home to the quiet calm of my older
brother’s bedroom, my musical horizon would be

further widened as I would be fed a different diet of
Frank Sinatra, Ella Fitzgerald, Oklahoma! and Carousel.
The magnetism of pop music often made me cry and
shudder with joy. A few years later there was the excite-
ment of waiting until near midnight for the weekly Top
20 broadcast, hidden under bedclothes with a tinny,
cheap Hong Kong-manufactured transistor radio. I
prayed that when the irritatingly regular, fade in/fade
out of Radio Luxembourg came, as it did every two
minutes or so, it would not be during that song. Please,
oh please, let it not be during that song. The song was
‘Cathy’s Clown’. I cried uncontrollably with the exhila-
ration of hearing it after such a long wait, fighting off
sleep for hours, and at the sheer happiness in discover-
ing that something in life could be so good.

One critic a few years ago strongly insinuated in his
review that I did not like music. I wish that klutz knew
how wrong he was. Since I was three, my life has been
driven by the reassurance that whatever happens, there
will always be music to get me through and keep me
going. Popular music has made us all cry, shiver,
whoop, laugh, dance, scream and blush. That is its
prime duty.

Acknowledgements for any book are the tedious bit at
the front that most readers wisely ignore. The only
people to read them from my experience, other than
loved ones, are those expecting to find their name
appearing in some shape or form, or ex-partners look-
ing to see who the love of his life is at the moment.
Over the course of three editions of this Encyclopedia
and another 40 spin-off books, I corresponded with
and thanked an army of people. A project of this kind
indirectly involves a glut of names. A monster of a list
has to follow.

In 1989 Johnny Rogan was the first person to hear my
proposal and agree to be involved. His great attention
to detail shaped the original editorial style-sheet, and he
was instrumental in approaching some early contribu-
tors. Incredibly, we shared the same favourite pop song
of all time (‘Mr Tambourine Man’ by the Byrds).
Various circumstances lessened his involvement after
the Ist Edition. He has since become the UK’s best
investigative music biographer, and he remains a good
friend and adviser. My Bob Dylan news and gossip
came from John Bauldie (the Dylanologist and Bolton
Wanderers supporter). He tragically died in a heli-
copter crash, and it is now impossible to listen to Dylan
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without thinking of him. I know he would have loved
Dylan’s recent Time Out Of Mind had he been with us.
Roy Sheridan adds a little colour to my day with his
time-wasting e-mails and our constant banter about
what a great band Family were. Similarly distracting is
wastrel Fred Nelson from his base in San Francisco.
Chris Charlesworth has become a convivial luncheon
friend. I bow to his immense knowledge and fondness
of the Who. Pete Frame was unable to join our team
because we could not afford him. He was often on hand
and has chronicled much of recent pop history through
his invaluable and innovative family trees. Thanks are
still due to the legendary and unselfish Fred Dellar, a
mine of sometimes useless information. Peter Doggett,
long-time editor of Record Collector, always relaxed and
unflappable. If only his excellent magazine could be
redesigned and use less heavyweight paper. I'm
convinced circulation would double. Help, advice and
friendship also regularly come down the telephone line
from Johnny Black, the world’s ‘most agreeable’ music
journalist. Similarly helpful from time to time have
been Jim Irvin, Mat Snow, Barney Hoskyns and John
Tobler, always unselfish and generous with information
and telephone numbers.

Other people who assisted in various ways during the
preparation of the 1st Edition were: Harry Shapiro,
Scott Isler, Ambrose Mogg, Richard Cook, Gibson
Keddie, Chris Welch, Jeremy Llewellyn Jones, Vivian
from New Note, Kathi from Windham Hill Records,
Genevieve and Gabrielle at GRP Records, Steve Lake at
ECM, Denis Richardson at Konk Studios, International
Creative Management Ltd, Paul Bradshaw of Straight
No Chaser, Jim Heath at PRS, B.]. Cole, Rory Gallagher,
Pete Brown, Bobby Harrison, Ian Carr, Lionel Bart,
Phil Collins, Graham Dye, Tony Swain, Mick
Abrahams, Jon Hiseman, Elton Dean, Bernie Holland,
Henry Lowther, Ken Orton, Kevin Eden, Richard Box
(but not his bank), Neil Israel, Apple Centre Basildon
and Brenda Martin. Thanks to Robert Ronald at A&R
Booksearch for looking over the bibliography. Thanks
to the Martian and to Jonathan ‘hello boss’ Richardson,
for suggesting what part of my anatomy should be cut
off if I had an operation. To Adrian Drongo, for ines-
timable and time-saving work on my Apple Macs. To
Jane Stobart and her jazz albums, Mustafa Sidki, John
and Richard Burton, Graham Morris, Sue Taylor,
David Harrod, Betty, Rafig, Roger Stacey, Jack Angel,
Ken Hatherley, Ivan Cooper, Steve Davis, Tony Prior,
Gavin Dive, Bruce Roxborough, Chris Cheetham, Gary
Mitchell, Ken Roberts, Simon Robinson, Michael
Kaufman, Vic Loman, Gazza Fordham; Edwin
Coupland; Colin Pooley; Neil McDonald; David Morris
and Arthur Grangelin. To Len Harrow, for financially
supporting me during 1981 when [ was unable to work,
and for sharing our affection for Billy Bunter and Bob
Cherry. Chris Stoker and Andy Reid of Macawmac,
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now sadly down the tube, Guy Birchall of L & S
Communications for last minute initiative and
Anthony Fine and Neeta Mashru of BAC. The contrib-
utors for this new edition have greatly shrunk in
number. Many helpers have also moved on. Ian Slater
was again unable to assist, as following the disappoint-
ing reaction to his first fantasy novel The Scapegoat of
Aultbea, he is now busy on his slim book Useful Tips
For Interesting Golfers And Field Mushroom Collectors.
David Ades added some valuable popular music
composers. Neil Slaven is the blues and was a great
conversationalist. Salsri Nyah is our secret weapon for
reggae and joined the formidable gang of past rude
boys Harry Hawke, John Masouri, Loll Bell Brown, Ian
McCann and Jean Scrivener; Mike Stephenson added
some gospel. Alan Plater introduced me to the music of
Duke Ellington, while his wife Shirley introduced me to
the writing of Bruce Crowther. Donald McFarlan and
David Roberts never forced their own considerable
talents on me, they allowed me a wide berth and only
offered constructive help. Other members of the old
team who played important parts were Adrian Morris,
Stephen Adamson, Philip Littlemore, Fred Buxton,
Susannah Adams, Cathy Brooks, Chris Lingard, Paola
Simoneschi, Roselle Le Sauteur, Sallie Collins and Sarah
Silvé. Intense outside editorial help came from Teresa
Walsh, Louise Bostock, Sam Merrill, Jane Ehrlich, Bob
Pickens and Sian Mills. Dan Levy was crucial for a
significant early introduction.

The young people who work in press offices of record
companies have a pretty hard time. They constantly
have to answer the phone to people like me asking for
an up-to-date biog and CD. Many times they forget,
who wouldn’t; putting 18,000 separate CDs in a jiffy
bag every day is not my idea of fun. So can I say to each
and every one who can be bothered to send us product;
thank you, you are contributing to making this book
happen and making it a better publication. Thanks to
Andrea Gibbs, Barbara Charone, Denise Burrup at
WE;, Lee Ellen Newman at East West; Murray
Chalmers at Parlophone, Mark Istead at Mute; Pat
Naylor at Rykodisk; Narrinder and Anita at RCA;
Richard Dawes at A&M; Garry Cotter at Grapevine;
Darren Anderson at Columbia and Shane O’Neil at
Universal. As always, Tones Sansom and Vanessa
Cotton at Creation, Julia Honeywell at Ace, Dorothy
Howe at Castle, Sue and Dave Williams at Frontier and
wherever ex-Demon Alan Robinson lays his hat by the
time this book is published. In the past; Jo Burns and
Lisa Asigee at Epic, Kirsten Mackness and Steven
Sanderson at New Note; Neal Handley at Offside
Management, Anton Brooks, Colleen and Tony at 4AD,
Sue and Lesley at Beggars Banquet, Sandra at RMP,
Dave Shack at RCA, Miles at Topic, Stuart Bridgeman
at Soundcakes, Ian McNay at Cherry Red, Pippa at Go!
Discs, K. Snowden at One Little Indian, Berni
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Kilmartin at Chrysalis, Judy at Phonogram, Liz Wells
and Mary Stokes at Music For Nations and Alan King.
The names on the compliment slips that I cannot read
at Food Records, Costermonger, Cooking Vinyl and
Epic Records. Matt at Fleming Molloy, Tish Ferry at
Alan James PR, Andrea Britton and Ruth at Polydor,
Alison at Columbia, Dylan at Anglo Plugging, and Sally
and the always efficient office of Richard Wootton.
Then there is the odd request to Darren Crisp at
Science Friction, Noreen at Sequel, Alligator, All Saints,
Almo, American Recordings, Arista, Mal Smith at
Delta, Dave Bedford of This Way Up, Andy Gray at
BGO, Big Cat, Blue Note, Che Recordings, City Slang,
Coalition, Cooking Vinyl, Decptive, Dedicated,
Domino, Duephonic, Echo, EMI, Epitaph, Fire,
Fontana, Geffen, Grapevine, Greentrax, Gut, Hightone,
Hit Label, Hollywood, HTD, Hut, Indigo, Indolent,
Infectious, Island, Jet, Jive, Junior Boys Own, Koch,
London, MCA, Mercury, Mushroom, No 9, Nude,
Park, Pinnacle, Polydor, Poole Edwards, Poppy, Qwest,
Savage & Best, Silvertone, Sire, Strange Fruit, Sub Pop,
Superior Quality, Telarc, Tommy Boy, Transatlantic,
Trauma, Virgin, Warp and Zoo.

Past contributors to this on-going project are thanked
for their specialist knowledge and participation. John
Martland, whom I am glad came back ‘from the dead’;
his contributions are invaluable. Tony Burke and his
team from Blues And Rhythm; Chris May, Spencer
Leigh, whose professionalism and humour are a joy to
work with. There is a comedian waiting to break out of
that body. Jeff Tamarkin, former editor of the indis-
pensable Goldmine magazine, took on a difficult
section, yet kept calm and loyal. He was our initial
doorway to America and led us to the knowledgeable
and dedicated Robert Pruter. Thanks to Dave Laing
who joined far too late, but his important entries, as the
last contributor, will not be forgotten. Unlike his
manuscript for the book I commissioned him to write
on the History of British Pop, which has clearly been
forgotten!

To Brian Hogg and Bruce Crowther, our two main
outside contributors for the 1st Edition, the gold star,
Their work-rate was extraordinary. Their enthusiasm
was priceless. Their spelling was seriously average, but
they helped raise morale through many dark days when
other contributions failed to arrive. They always deliv-
ered on time, never carped and kept laughing. I am very
glad to have made their acquaintance.

Other contributors over the years were: David Ades,
Gavin Badderley, John Bauldie, Lol Bell-Brown, Johnny
Black, John Child, Linton Chiswick, Rick Christian, Bill
Dahl, Lars Fahlin, Harry Hawk, Simon Jones, John
Masouri, Bernd Matheja, Ian McCann, David
McDonald, Pete Nickols, Salsri Nyah, William
Ruhlmann, Jean Scrivener, Roy Sheridan, Neil Slaven,
Mike Stephenson and Adrian T'Vell. Additional

contributors to the 1st Edition were: Simon Adams,
Mike Atherton, Alan Balfour, Michael Barnett, Steve
Barrow, Chris Blackford, Pamela Boniface, Keith
Briggs, Michael Ian Burgess, Tony Burke, Alan Clayson,
Tom Collier, Paul Cross, Norman Darwen, Roy
Davenport, Peter Doggett, Kevin Eden, John Eley, John
Fordham, Per Gardin, lan Garlinge, Mike Gavin, Barry
Guy, Andy Hamilton, Mark Hodkinson, Arthur
Jackson, Mark Jones, Max Jones, Ian Kenyon, Steve
Lake, Paul Lewis, Graham Lock, Dave McAleer, Toru
Mitsui, Greg Moffitt, Nick Morgan, Michael Newman,
Zbigniew Nowara, James Nye, Ken Orton, Ian Peel,
Dave Penny, Alan Plater, John Reed, Emma Rees,
Lionel Robinson, Johnny Rogan, Alan Rowett, Jean
Scrivener, Dave Sissons, Chris Smith, Steve Smith,
Mitch Solomons, Christopher Spencer, Jon Staines, Ray
Templeton, Liz Thompson, Gerard Tierney, John
Tobler, Tomek, Pete Wadeson, Ben Watson, Pete
Watson, Simon Williams, Val Wilmer, Dave Wilson,
Barry Witherden. Additional contributors for the 1st
Concise Edition: Paul M. Brown, Mike Hughes, York
Membery, Lyndon Noon, Lloyd Peasley. Additional
contributors to the 3rd edition: Jim Allen, Essi Berilian,
Dawn Eden, Tim Footman, David Gritten, Sarah
Lavelle, Mike Nevins, Nic Oliver, Jamie Renton, David
Gil de Rubio, Christen Thomsen, Phil Wilding and
Terry Vinyard

John Eley, who was saved from the world of record and
book retailing, became a punctilious writer and took
over the discographical and general research with great
ease and remarkable enthusiasm during his time with
us. He has put to good use all the computer skills he
learnt from us with regard to page make-up. I am sure
he is eternally grateful. While undertaking his research
for the Lst Edition, John received additional help from:
Bernadette Moore at RCA in New York, Victoria Music
Library London, Ann Cater at Conifer Records,
Howard Elson, Debsey Wykes of Dolly Mixture and
Coming Up Roses, William Wilding of Native Hipsters,
Chris Thompson of Barely Works, Josef Porta of Blyth
Power, Keith Christmas, BBC Gramophone Library,
Tam Paton, Chris Strachwitz of Arhoolie Records,
Robert Pruter, Spencer Leigh, Keith Armstrong of
Kitchenware Records, Terry Hounsome, Kevin Ring of
Zip Code; Neal Umphred, Jenny Keen, Ruth and Sarah
at EMI Archives, Bebbie at 4AD Records, Jasmine
Records, Lindy Morrison of the Go Betweens, Paula
Richards at RPM Promotions, Clare Wadd at Sarah
Records, Amelia Fletcher of Heavenly.

For their help during work on the 1st Edition Graham
Lock thanked: Paul Acott-Stephens and Ken Ansell
(Impetus), Martin Davidson, Leo Feigin (Leo Records),
Chris Parker, Caroll Pinkham (Serious), Eddie Prevost
(Matchless Records), Steve Sanderson (New Note),
Victor Schonfield for the Sun Ra discography, Laurie
Staff (Harmonia Mundi) and Anthony Wood.
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Bruce Crowther would like to thank: Ed Anderson,
Betty Berry, Arnie Chadwick, Mike Lovell, Susan May,
Keith Smith and the co-operation of Concord Jazz
Records, Discovery Records, Linn Records and MoPro
Records. Preparation of album listings was aided by
reference to Walter Brunyinckx’s discographies.

Also for the 1st edition I still acknowledge the in-house
work done by Pat Perry who keyed millions of ens, Rick
Christian who spent hours researching at Cecil Sharp
House. Graham Lock demonstrated his knowledge of
jazz, skill at subbing and found valuable further
contributors. Janice Newman completed the bibliogra-
phy with great care and attention. Aileen Tyler started
by inputting database information, and ended up as a
credible house editor who never once slackened.
Additional editorial and design work was prepared for
the 1st Edition by Darren Perry, Ben Larkin, Jonathan
Staines, Joanne Kelly, Tom Collier, John Lucas, Carol
Wright and my beloved family of Apple Macs, espe-
cially the external hard disks Cynthia 2, Nigel, Aretha
and Malcolm. As frustrating as Apple Macs can be,
there is no way that the amount of work we do in writ-
ing and producing books could be done with any other
computer.

The following supplied valuable additions and correc-
tions to the 2nd Edition: Dave Brubeck, Danny
Thompson, Jac Holzman, Rod Argent, John Carter,
Jerry Wexler, Chris Charlesworth, John Mayall, Andrew
King, Johnny Black, Leo Sayer, Ray Russell, Jakko,
Gypsy Dave Smith, Nick Lowe, Ed Ball, Super Furry
Animals, Simon Dee, Johnny Walker, Manu Dibango,
Anthony Vincent, Ray DuVall of the Checkmates, Mrs
Matt Monro, ZZ Top, the Runaways, Clive Weaver,
Paul Brown, Pete Norman, Lynda Davis, Emma Rees,
Chris Squire, Miller Anderson, Alan Hull, Jack Bruce
(who requested that he write his own obituary for us),
David Belcher; Bernd Matheja, Dave Carroll, John Ellis,
Justin Crosby, Eddie from the Vibrators, Andy
Partridge, Tony Calder, Mike Pinera, William
Ruhlmann, Tim Blackmore, Mike Harding, Tony
Parsons, John Aizlewood, Fred Dellar, Mark Fisher,
Andy Gray, Stephen Budd, Joey Welz, Stan Vincent,
Tony Byworth, Kip Trevor, Jane Nesbitt, Ira Robbins,
Ken Bloom, Phil Schaap, The Korgis, The Radiators,
David Japp, Freddy Bienstock, Johnny Bienstock, Ellis
Jay Pailet, Eric Longley, David Ritz, Jay Warner, John
Bradney, John Thomas Griffith, Walter Love, Mattie L.
Taylor, Anthony Lewis, Tony Byrne, Richard Lake,
Andrew Parfitt, David Clark, John Tracy, Hitomi
Konuma, Vince Hunt, Mark Vernon, Chris Weaver,
Lynda Davis, Bob Davenport, Graham Scaife, P M
Sparkes, James Alexander, Pete Brown, Bruce Welch,
Peter Knight Jr., Paradise Lost, Ron Cooper at Zabadak,
Roger Greenaway and Kit Hain. Miles Hutchinson
helped on proof-reading but his rewrites of some of my
stuff have caused great stress. John Martland would like
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to thank; Ken Jones, Curator of the National Jazz
Archive Foundation, The Performing Rights Society
and ASCAP, London.

To the people who although not directly involved who
contributed something that just made life easier and
happier: Mark Simpson, now being appreciated at BBC
Radio 2; Simon Barnett, Ken Bolam, Kip Trevor, Leone
Walsh (phone home), Felix G from Lithuania; Steve
Gillett, Mike Harding, Johnny Walker and Bob Harris.
During the years of preparation of this work, assistance
from countless organizations and individuals was
received. I gratefully thank the following, in no order of
favouritism, and only in approximate order of appear-
ance. For the many hours I and my team spent in them:
the New York Public Library Performing Arts Section,
New York City; the National Sound Archive, London;
Cecil Sharp House, London and the Strand Bookstore,
New York City.

For magazines and newspapers: Billboard, Blues And
Rhythm, Blues Review, Blues And Soul, Country Music
People, Down Beat, Folk Roots, Goldmine, Guitar Player,
Guitarist, Idols, International Musician, Jazz FM, Jazz
Journal, Jazz Times, Jazziz, Juke Blues, Kerrrang!,
Keyboards, Living Blues, Melody Maker, Metal Hammer,
Mojo, Music Collector, Music Week, Musician, NME, Q,
Record Collector, Replay, Rolling Stone, Smash Hits,
Spiral Scratch, Straight No Chaser, Strange Things,
Variety, The Wire.

From the past: Beat Instrumental, Creem, Dark Star,
Disc, Fabulous, Fusion, Hit Parade, Ink, IT, Let It Rock,
Music Echo, Musicians Only, Oz, Rave, Record Mirror,
Sing Out, Sounds, Street Life, Teenbeat, Trouser Press,
Vox, ZigZag.

I still feel indebted to the following for introductions
and indoctrinations, because without them it is highly
likely that I may never have discovered certain bands,
artists and different areas of music. I am eternally grate-
ful to Michael Morgan, who was there for more than 30
years. Together, we were able to discover Bruce
Channel and the Delbert McClinton harmonica solo,
the Rooftop Singers and the 12-string introduction, Del
Shannon and the falsetto on ‘Hey Little Girl’ and of
course, the Beatles. What a stroke of luck when we
simultaneously heard ‘Love Me Do’ on the radio for the
first time, even though we were three miles apart. I
hope his spine has healed. To my late father, although
not a great lover of pop, (he preferred Gerry And The
Pacemakers to the Beatles), I thank him posthumously
for the magic transistor radio, the Fidelity tape recorder
and the red Dansette record player, and thanks to my
mother for not throwing out my Record Mirrors.

At secondary school and art college many of us lived
and breathed music. To Westy for the Animals, Mick
Ball for the Lovin’ Spoonful and the Byrds’ ‘Why’, Paul
Howe for the Hollies, Ian Trott for the Beach Boys and
the Bonzo Dog Doo-Dah Band, Gary from college for
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Jimmy Smith and Jimmy McGriff, Bill ‘Legend’ Fifield
for Buffalo Springfield, Cream and Jimi Hendrix. He
also taught me where to look to get the Melody Maker a
day early.

Thank you broadcaster John Peel ¢.1968-69 for the
Dead, the Airplane, Captain Beefheart and Moby
Grape. And for pioneering Fairport Convention,
Tyrannosaurus Rex and the Bonzo Dog Doo Dah Band
on your show, in addition to the Fall, years later. Bob
Harris ¢.1970 for Astral Weeks, A Good Feelin’ To Know,
Tom Rush and Roy Harper. Mike Harding ¢.1970 for
his super solo spot, Johnny Walker for the Frinton
flashers and for staying out on the ship, Cathy Keeling
for Georgie Fame. To the former ‘Barm’ Barling and
now Chris Braham, thanks for ‘Monday Monday’, Roy
Orbison and Gene Pitney, and thanks for the opportu-
nity to become friends again and be nostalgic before we
move on to the next phase of our lives. Bob Barling for
his vinyl copy of Bare Wires which I was able to return
to him in August 1998, 25 years after he loaned it to
me. Mark the Lime Squash King in Jamaica for Big
Youth and Scotty, Alan Ball for the Outlaws, Marilyn
Poole for Waterloo Lily and Tony Evora for Santana
and recently Marc Miller for Fastball.

Thanks to Michael Rodwell for opening my eyes to jazz,
especially Pat Metheny and Lyle Mays and much
before, Ben Larkin for Seal and Jellyfish and his own
drum solos on ‘Thunder Island’ and ‘In The Air
Tonight’. Tom and Dan Larkin for appreciating the
Cars, Miles Davis and Steve Miller’s ‘Song For Our
Ancestors’. Paul Naumann for allowing me to indoctri-
nate him with The Rock Machine and Neil Young in
1968. Almost 30 years later 1 was able to do the same
once again with Teenage Fanclub, Kula Shaker, Cast
and Blur. Deiter Rittich for Eric Burdon and Frank
Zappa. To John Orley for Otis Blue, and Moondance
and for reassuring me that an English Literature degree
is not a prerequisite.

I proudly thank my own ears for quietly discovering;
Ray Charles, early Steve Miller, John Lee Hooker,
Graham Bond, Dennis Wilson’s solo album, Lowell
George, Gil Evans, Dusty Springfield, Joni Mitchell,
Don Ellis, Poco, the Kinks, Blur, Hornets Attack Victor
Mature, John Scofield, Scarlet Party, Summercamp, the
Dandy Warhols, Oliver Nelson, Richard Thompson,
Abra Moore and Jennifer Trynin.

I still apologise to all the friends and past acquaintances
whom I have bored to tears with my obsession with
music, and for my former musical bigotry. I now keep
quiet about it and will only play what I think they want
to hear. That really was a terrible past habit, although
there was one remarkable success. After having to put
up with a regular dose of Iron Butterfly’s In-A-Gadda-
Da-Vida, an ex-father-in-law went out and bought it,
and loved it. I hope they have all been able to widen
their own tastes as I have mine.

In America we will continue to thank Jeff Tamarkin,
who at last is getting his Jefferson Airplane book
published and leading soul expert Robert Pruter. We
also received some contributions from Dawn Eden and
a clutch of entries from writers on the MUZE Inc. staff,
notably, Jim Allen, David Gil de Rubio, Mike Nevins
and Terry Vinyard. David McDonald, Adrien T'Vell
and Gavin Badderley contributed to our heavy metal
entries, Spencer Leigh and Hugh T. Wilson added a
considerable number of country entries, Linton
Chiswick and Bruce Crowther were responsible for
some new jazz entries and updates. Sadly most of
Bruce’s allocation are dead - and very little can be
added. Bruce, however, is still alive and well in Malaga.
Thanks again to Big John Martland and this time also
to his wife Sheila who did some valuable work on the
song index and the bibliography. Both are greatly
appreciated. Laura Larkin prepared the first half of the
song index impeccably, but found looking after two
cats, a dog, two gerbils, guinea pigs, a goldfish, an aard-
vark and a weasel, too much for her. Oor Alex Ogg got
himself a proper job that was well paid, and bought a
mansion with the proceeds. He is not too proud to
continue working with us on a freelance basis for a
bigger fee. Thanks to ex-Microsoft musos Sam
Sutherland and Ken Barnes for many hours of music
conversation and many excellent recommendations.
My former business partner, the Carlin Music
Corporation, has now become our landlord. They also
look after our accounts and payroll. Under the firm but
friendly grip of David Japp there is a delightful bunch
of people. Most of our day-to-day dealings are with the
accounts department, and special thanks go to Terry
Heard and his two highly efficient assistants, Nikki
Tighe and Lisa Lobb. They always have conversation
and a smile, in addition to their efficiency. Upstairs we
also have the support of Nick Farries and Nigel Piper.
Which is more than can be said for their oafish tea boy
Paul Kinane, who continually attempts to disrupt our
smooth-running office. To all other Carlin Music staff
Barrie Irving, Steve Glasse, Pascal Coyle, Steve Phillips,
June Henry, Liz De Freitas, Terry Whittaker, Peter
Thomas, Philip Bird, Hugh Ogilvie, George Howe, Lisa
Stewart, Karen Watson and Diana Nechanicky. At
Carlin Production Music we have further co-operation
from Johnny Bienstock who, like his brother Freddy,
has some incredible music business tales.

The in-house MUZE UK staff are still only three
people, although this is the most efficient and stable
team since we started. Susan Pipe, our production
editor, has clocked up 12 loyal years with me. Nic
Oliver and Sarah Lavelle complete the trio. Dan
Nosworthy added some valuable assistance for the
period leading up to press date; he will get a very good
letter of reference. All would be even more efficient if
they all had a computer as reliable as mine. Jon Staines
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and Charlie Furniss also made some recent contribu-
tions. Rob Shreeve and Roz Scott of Virgin Publishing,
although not involved in this project, are people I am
happy to be in business with. Our outside publicity
company is Quite Great, and mostly they are quite
superb. They are motivated into action by the quite
decent Pete Bassett - they being Emily Williams and
Emma Morris. Roger Kohn'’s loveable parrot Acu was
responsible for the typographical blocking design on
the cover. Her owner likes to feed me bad skate, yet he
does have a similar penchant for Trout Mask Replica.
Mike Kaye of Fraser Trust has been our software devel-
oper for four years and his knowledge and enthusiasm
for our database is much appreciated. Let’s face it, we
can’t go anywhere without him. Former business part-
ners John Burton, Richard Burton, John Reiss, Freddy
Bienstock and David Japp are thanked for past associa-
tion. The Macmillan team in the UK and the Grove
team in the USA have learned how we work in a
comparatively short time, Special thanks go to their
MD Ian Jacobs, together with Janice Kuta and Lisa
Natchigall over at the Grove office in New York. To the
entire Macmillan sales force present at Eynsham Hall in
Oxford and my brilliant Larkettes; Emma Hardcastle,
Catherine Jones and Julia Bullock.

My colleagues over at MUZE in New York are a
tremendous group of people. They have been helpful
and highly supportive and are damn fine company. In
absolutely no order of favouritism, except for the crimi-
nally insane Gary Geller, I look forward to continuing
to work with: Silvia Kessel, Vivid Mike Nevins,
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Christopher Bugbee, Steve ‘Cow Cow Calculator’
Figard, Ric Hollander, Stephen Parker, Solomon Sabel,
Raisa Howe, Scott Lehr, Bernadette Elliott, Amanda
Denhoff, David Gil de Rubio (down by the schoolyard),
Jim Allen, Terry Vinyard, Rachel Heller and Deborah
Freedman. There are some new names at MUZE, but it
is pointless thanking them, as we have yet to meet.
Marc ‘Magic Bus’ Miller continues to share my musical
taste as does the tantalizingly tailored Paul Zullo
(providing it’s 1969, of course). Newish CEQ Tony
Laudico is still being touted as the best thing since
Duke Ellington’s Blanton-Webster band, which must
indicate absolute honesty or fear of reprisal. And finally
the man who made it all happen, the prodigiously reas-
suring Trev Huxley. He and MUZE allow me to pursue
my thirst to chronicle popular music. I know I am very
lucky to be doing what I do, and never take it for
granted.

On a personal level, Dave and Sabra Larkin are my solid
family base in the USA. To know that I can arrive at
almost any time and always be looked after is a great
strength to me. The fact that they understand what
drives me to make these press dates is a bonus. To my
tin lids; my late son Ben, who looks down on me at all
times, and to Qasis Tom, Aerosmith Dan and Goldie
Spice. I thank all four of them for listening to all kinds
of music with wide open ears. Don’t ever lose that
passion.

Colin Larkin, September 1998




POPULAR MUSIC:
AN INTRODUCTION

Unfavourable comparisons between ‘serious’ music and
popular music are not new. For many years pop
suffered from an inferiority complex based upon class.
The American Negroes were exploited as musicians;
they were generally felt to be better than whites,
presumably because of their ‘sense of rhythm’. They
were in demand with respectable military bands and
got to wear smart uniforms. Pseudo-slave music was
the main origin of American popular music and white
Americans eventually became fascinated by it.
Ultimately, they would steal it. Prior to 1900, ‘blacking
up’ was widely practised. This was generally done by
middle-class white Americans, painting their faces
black and singing Negro spirituals, work songs, ‘coon’
ragtime and blues songs. The idea of making a popular
show out of the Negro’s plight became quite jolly and
acceptable. Major black performers such as Ma Rainey
and Bessie Smith also came out of the minstrel’s back-
ground. To the middle classes these entertainers were
barely one cut above the slave. Simultaneously, millions
of underprivileged black people were singing to them-
selves and their friends, without contrivance.

Scott Joplin, whose father had been born into slavery,
introduced African-American music and it was coined
‘ragtime’. He transcribed rags into musical notation.
His work would only appear on piano rolls and nobody
else ever had such a monopoly of one genre. This piano
and drum based music became phenomenally popular
throughout America at the turn of the century. It was
further developed by Joe ‘King’ Oliver and The Original
Dixieland Jazz Band, who spread the word of jazz
throughout Europe during World War I by entertain-
ing the troops. At the same time the Spanish influence
was prevalent in New Orleans and it was here that jazz
is alleged to have been ‘invented’. The importance of
this popular dance music for the masses was that it
broke down barriers. Jazz and ragtime were not music
for the parlour or the concert hall. It was music to stand
up to, to gyrate to, to dance, jitterbug, bop. It was
music to shake off inhibitions, to help you forget your
poverty for a short time. For a few cents and in a few
hours you could get roaring drunk, laugh, cry and fall
in and out of love. It was also music that invited sex.

At the end of the 19th century Tin Pan Alley was born
in the USA. This was originally West 28th Street, an
innocuous block between Broadway and 6th Avenue on
Manbhattan Island, where dozens of music publishers

had small offices. Tin Pan Alley later became known as
the successful music publishing business of the
American popular song. As Music Halls prospered,
Vaudeville developed and songwriters realised they
could make real money, so the ‘pop music business’
boomed as soon as it was born. Over the next two
decades the heart of Tin Pan Alley moved to 42nd
Street and then filled up the legendary Brill Building.
The majority of music coming out of the alley was
white homogenized pop. Often brilliant but very clean
and polished.

During the 20s, jazz and blues were popularly associ-
ated with brothels, alcohol, failure, poverty and illiter-
acy (in the 40s, drugs would be added to this grim list).
On a positive note, it also portrayed immense fun, care-
free abandon, a joy of living and unpretentious talent.
The great female blues singers of the time evoked sex
and booze. They seemed to be expected to be over-
weight and have loud or rasping voices. Strangely
enough most of them did. The important female vocal-
ists from this era were Bessie Smith, Ma Rainey and Ida
Cox. The blues boom of the early 20s opened the door
for dozens of aspiring female blues singers, Record
companies were keen to sign up anybody who sang and
was black. This was an uncannily similar situation to
that of the 50s skiffle boom in London, when any
skinny young man with a quiff, a tea-chest bass or a
washboard was signed. A similar situation also
happened in Liverpool in 1963, when every beat group
could obtain a contract, even the few that could not
play. The city was invaded by cigar-smoking entrepre-
neurs, eager and desperate. Having already missed the
Beatles, they had to be content with what was left (not
inconsiderable, by any means). Cheque books were also
open in San Francisco in 1967/68, and this time around
musical ability was often overlooked. The prerequisite
seemed to be how you looked and whether you took the
right drugs.

Bessie Smith’s ‘Down Hearted Blues’ sold an astonish-
ing 750,000 copies in less than six months. This in turn
brought black music into the homes of the whites, who
were usually the owners of a phonograph.

The invention of the Gramophone and flat disc in 1897
by Emile Berliner was much more user-friendly than
the cumbersome old Phonograph that Thomas Edison
created 20 years earlier. That somebody like Bessie
Smith, who would be classed as a ‘minor genre’ artist in
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