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Wh@t would L have done differently?
| would never have
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THEWHO HAVEN'T made many
albums considering the number of _
years we've been on the planet. We've
been around as arecording band, with
one very long sabbatical from the
studio from 1982 to 2006, since 1964.
The standout albums are very few.
The same could be said for a number
of other artists, of course. But thereisa
continuum between A Quick One
(1966) and Endless Wire (2006) —itis the
reliance on a kind of misty narrative
that casts the collected songsina
dramatic atmosphere into which
we expect the listener to insert
themselves. Ifitisn’t always ‘rock-
opera’ there is almost always a story of
some kind behind every Who album.
[fitisn't actually spelt out, it’s inferred.
[ think our greatest accomplishment

| wasto create the arenaanthem. Thatisa

song that on its own serves almost as a
shortshow initself, This caters for the
shallow attention span demonstrated by
the audience in busyand chaotic arenas
orstadiums. This kind of song also
breaks away from the tradition in pure
pop to serve up a series of shorter songs
thatneed to be framed in a kind of
choreographed framework of a show,
fielded today by the likes of Lady Gaga
and Prince.

Three or four of the best anthemic Who
songs strung together generate a
blistering 25-minute musical event. This
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was something we stumbled onto by
accident rather than by design. Now
thatstadium events are seen tobe so
overcooked, it may be an
accomplishment that should be
reassessed and downgraded, but
“Baba O'Riley” and “Won't Get Fooled
Again” areextremely hard tobeatasa
way of rallyinga massive audience. I've
written about 650 songs. Only a few of
them could be described as ‘anthems’,
but those will probably be the songs
that prevail.

What would 1 have done differently? |
would never have joined a band. Even
though Iam quite a gpod gang member

and a good trooper on the road,  am bad

jolned a band..

made a much more effective solo
performer and producer working the
way Brian Eno has worked. [ would be
less physically damaged today. My
knees, ears, right wrist and shoulder
would work more efficiently. Inall
othér respects at 65 yearsoldlamin
extremely good shape. Everything
that hurts today hurts because of
something crazy I did while showing
off onstage with The Who. Roger’s voice
has probably suffered in the same way,
but he has fewer regrets, I think.
Howwill The Who be viewed in 50
years? We've been very well
documented, so have a good chance of
beingaccurately assessed. There are
several good documentaries about us,
some of them commissioned by us.

at creative collaboration. Iwould have

There are anumber of good books (again

one or two commissionedbymeasa
publisher), and hundreds of interviews

(some of which are gathered in this issue |

of Uncut). What we call ‘classic’ rock
today is really music thatin the early
1960s started a wave of performing and
writing that was different to everything
that had gone before. It will always be of
interest, but hopefullyitis alreadyan
anachronism. Music today serves a
different need, it's a different world.

Pete Townshend
FEB RUAHY_EUI 1

— UNCUT

EDITOR Allan Jones, whose favourite Who song is Magic Bus - e

Live Ar Leeds version
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L) Flashback Special: The Who play
TV's Ready Steady Go!in August1965
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1) GENERATION Thechaotic
firstalbum, recorded inawar zone
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|4 “Mod is dying, and
we don’tplan to go down
with it. We’ve become
individualists”
1965-'66: four clashing personalities,
aPop Art manifesto and atrail of
smashedgear: “There was friction...”
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1) AQUICKONE
The unsettling, pivotal second LP

9 19 [ALBUMREVIEW

4.4 THEWHO SELLOUT
Instant thrills, top tunes and wicked
humour onthis '67 conceptalbum

§ [ R JCLASSICINTERVIEW

&\ “The Armyisthe
straightman’s acid!”
1968-'69: Pete Townshend talks to
Melody Maker's Chris Welchabout
guns, revolutionand rock operas
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E_-'n'j TOMMY The magnum opus
thatwill haunt The Who for 40 years
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The greatest liverock'n'roll album of
alltime!? Probably...

U U “If we go on at this rate
we’llbe the biggest group
inthe world!"

1970: Pete Townshend recalls The
Who's formative years
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T WHO’S NEXT
Asynth-infused blast of ballads,
rockers and timeless anthems

A '\1 2IC INTERVIEW

&0 “There’s nothing
worse, whenyou’re trying
to be serious, than to have
ahumanwasp flying all
over the studio!”

1972: NME's Roy Carr survives a wild
trip to the other side of the Moon

UL “Wetalkall the time
about politics, religion,
spiritual desperation,
abstract concepts...” 1972:
Tommyhits the eas Townshend
moves ontohisnextrock opera...

J ) QUADROPHENIA Heart
OfDarknessin south-east England

JU TOMMY: THE MOVIE
Acidreign: excess equals success

U4 “Ioften feel that ’'m Z
too old for rock’n’roll” =

1875: Czptain Powerchords turns 30!
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battle going on between
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1975: the fisticuffs and the fury:
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1 /e been into the
abyss...”
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with the new punk pretendersin Soho

Iwentbarmywith

rock’n’rolland The Who”

1978: Townshend's back fromthe
gutter, hisfaithinrock refreshed
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The band fight for their own survival
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J U“Ironically, Keith’s
passing was a positive
thing...” 1979:Moenis gone,
Townshend moveson
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Astill-compelling band inthe throes
of amidlife crisis
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attempt to out-Clash The Clash
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iUaboutsmackis, ‘Keep
taking the tablets ’til the
paingoes away...””

1993: arehabilitated Townshend on
fame, insecurity and getting old

“Tommywon't go
away. Idon’tknowifT’ve
ever really wanteditto”
2004: Townshend grants Uncut an
astonishingly revealing interview, plus
Daltrey onthetrials of being Tommy
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THE WHO: SNAPSHOT

WEMBLEY, LONDON, AUGUST 1965

READY
STEADY

The weekend starts here! Between January 1965
and December 1966, The Who appeared on classic
British TV pop show Ready Steady Go! a staggering

18 times —key performances in their inexorable rise to
fame. The following shots are taken from the band’s
camera rehearsals at Wembley Studio One, August 6,
1965, for a live slot on the show aired later that day...
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THE WHO: SNAPSHOT

early evening slot on RSG!, which August6's RSG! as a trio, without
would also feature The Tremeloes, Daltrey, who was sent home by the show's

The Byrds and Sonny & Cher doctor with suspected glandular fever...

g  ULTIMATE MUSIC GUIDE | THEWHO
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Association Grounds, Surrey, alongwith

4...but Daltrey would be well enough toappear ® 4 g :““* 5
later that evening at'Ready, Steady, Richmond' . o
the first night of the National Jazz & Blues b i
Festival held inthe Richmond Athletic " : ’
3 / -

The Yardbirds and The Moody Blues
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Generatio

The chaos begins. But how long will The Who
last, when making their debut nearly causes

them to self-destruct? By Garry Mulholland

SSHARED FANTASIES go, beinga
Amember ofahitrock'n'roll band in 1965

must be a pretty popularone. Fame,
gloryand cash. Drugs, booze and women.
Complete avoidance of adultresponsibility
and the growingrealisation thatyou'llnever
waste yourbestyearsinafactorylike Dad -
who, incidentally, you'll never have tolive with
again. Morewomen. Andallatthe onetimein
human historywhen playing music made you
seem moreimportant than generalsand
captains ofindustry, popesand presidents.
Man, it musthave been fun... Unless, of
course, youwere in TheWho.

John Entwistle had turned 21 justfourdays
before he, Pete Townshend, Roger Daltreyand
Keith Moon entered IBC Studiosin London's
Portland Place on October 13,1965, [twasn't
much ofa celebration. Relations between his
bandmates were sodire that Melody Maker
would report that The Who had splitjust three
weeks before My Generation wasreleased.

ANYWAY, ANYHOW, ANYWHERE /DADDY ROLLING STONE (UK)/ ANYTIME YOU WANT ME (US) | UK#10, US DID NOT CHART |

While Townshend wanted theband to
become the Pop Art project thatwecameto
knowandlove, Daltreyfeared that The Who
wereripping off The Kinks. He pushed forthe
band to remain the same souland blues-
covering, mod exploitation band theyhad
beenwhen guided by earlymanager Pete
Meadenand called The High Numbers.
Daltreyalso disapproved of Moon'sincessant
pill-poppingand was just overamonth away
frombeatingthe drummerunconsciousata
showin Denmark. The factthat Daltreyhad
temporarilyseparated from his wife and was
livingin the band's van probably didn't help.

Meanwhile the currentmanagement team,
Kit Lambertand Chris Stamp, were bitterly
regretting the deal they had signed with
producer Shel Talmy. Ithad got The Who
adealwith Deccain America, but theyhad
relinquished too much controlinreturn. A
court case would eventuallysee Talmy get
pointson The Who package

THE WHO: THE ALBUAS

CONTINUES OVER® |

CTRACKMARES

1 0ut In The Street + »

2 | Don't Mind

3 The Good's Gane # & *

4 La-La-La-Lies # %%

5 Much Too Much # % 4

6 My Generation # s % % &

7 The Kids Are Alright
*hokk Kk

8 Please, Please, Please
ok

9 It's Not True * 4+

10 I'm A Man *

11 A Legal Matter * & &

12 The Ox % %k

RELEASED: December 3, 1965
(UK), April 1966 (USA) as
The Who Sings My Generation
with different tracklisting.
LABEL: Brunswick (Deccain US)
PRODUCED BY: Shel Talmy
RECORDED: |BC Studios,
London
PERSONNEL: Roger Daltrey (lead
vocals); Pete Townshend (guitar,
backing vocals); John Entwistle
(bass, bk vocals); Keith Moon
(drums, percussion, bk vocals):
Nicky Hopkins (keyboards)
HIGHEST CHART POSITION:
UK 5; US N/A

P R T T
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THE WHO:
-

The Who, 1965: snappily
attired purveyors of
“mutual hostility"

until 1970 and retain ownership of
the My Generation sessionstothis
day. But Lambert, whowas
desperate to produce The Who
himself, dealtwiththe problemat
thetimeby turningupat1BCand
continually berating Talmy.
EngineerGlyn Johns intervened on
Talmy'sside, and the control room
becameanall-outwarzone.

The cherryontop ofall thiswas
the pressure on these fouryoung
men, and Townshend in particular,

to deliver. The Who were effectively

recording theirsecondalbum; the
first, recorded at IBC over two days
inApril, had been hastilv dumped
when acritic from Beat
Instrumentalhad beenallowed
accesstoapromoand criticisedits

DALY

THE CRITICN
VERDICT

“EarthyR'n'Bsounds
emergeas Roger
Daltrey wails over his
messages... there may
be disagreement
within the group, but
when they get together
they putonaunited
performance.”
ALLEN EVANS, NIME,
DECEMBER 17,1965

“Townshend's control
of feedback on his
instrumental, The Ox',
issoexpertit’s hardly
noticeable. Avery
bigseller.”
MELODY MAKER,
DECEMBER 4,1965

_—

Townshendlater described the
experience as “justmiserable,
I'herewasnofunatall.”

Atthis point youmightsimply
concludeit'samiracle that
My Generation even exists. But
The Who had stumbled upon the
truththatwould carrythem to
greatness. My Generationisn'ta
greatrecord, but the mutual
hostility that swirled around these
four profoundly different young
men, and the personaland
creative differences between
them, caused the tensions that
exploded onstage and on record
tomake the band unigue.

The chaotic birth of My
Generationhasled toanequally
troubled adulthood. Typically, the

USversion differed from the UK one, with

dependence on R'n'B covers. Townshend, who
wasstillasongwriting beginner, had spentthe
summer furiously writinga new record while
Lambertand Stamp cracked the whip. And
now The Who had to competein December
withtheimpending gloryof Rubber Soul. ..
withagrand totalof five days of studio time
staggered over seven confused months.

THE WHO SINGLEN

12 | ULTIMATEMUSIC GUIDE | THEWHO

)| MY GENERATION/SHOUT AND SHIMMY (U

Townshend's “Instant Party” aka “Circles”

replacing the cover of Bo Diddley’s “I'm A Man”,

Talmy's refusal towaive hisrights meant that
the UK version of the debutalbum by one of
rock’s greatest bandswas completely
unavailable throughout the late '60sand '70s.
Thebootleggers had a ballwith that. Avinyl

/OUT IN THE STREET (US) | UK##2, US#74 | 1)

version finally emerged in 1980 on, of all labels,
Virgin, withamuddy monomixthatdidits
reputation no favours.

The USversion wasissued on CDin theearly
1980s, but the tinny masteringjob was
universally panned. Thisreviewisbased an
the2002 Deluxe Edition, a remastered and
I:LIf_;{'lj.'t.'yt'('ilc‘nl'[}'llIm'm]'!xt'unl;ai|1ing 18
bonus tracks, including mono mixes,
selections from thescrappedoriginal album
andalternativeversionsof the early singles.
Buteven this one features curious anomalies:
lownshend'slead guitar disappears from “A
Legal Matter” and thetitle track, alongwith the
backing vocal chant that gave order tothe
latter'sclosing crashings and burnings; the
double-tracked vocals are also absent from the
versions of*The Kids Are Alright”, “La-La-La-
Lies", “Much Too Much” and “The Good's
Gone". Allreappearin the 2008 mono version
included inaJapanese boxset. Perhaps the
]]iggl'ﬁ[('U'I'leiﬂh‘l]l_‘\Ulli'il]]illl‘_\'fﬂ_'L.f_]'
Generationisthat years of shabby treatment
have failed to dimits majesty,

The heartof My Generation beats within
tracks threeto seven; five Townshend originals
thatdefinewhat The Who werein 1965, but
alsocontain vivid elements of the force they

i| SUBSTITUTE/WALTZ FOR A PIG| UK#5, US DID NOT CHART |
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would become over the nextdecade. The run
begins with the best of the non-single tracks,

FheGood's Gone”, akey mixofteenlover
angstand gloweringtwo-chord punk thunder,
Entwistle’semphatic bassline
and Townshend's jangling
arpeggios both bolsterand
undercut Daltrey'ssneer, and
much ofwhat The Whowould
become-powerpop pioneers,
neighbourhood threat, cynical
rejecters of romantic cliché,
inventorsofhardrockas
theatrical artform-is nascent
within thismalevolent,
insouciantgrowl ofasong.

The crucial part guest keyboardistand future
Beatles and Stones sideman Nicky Hopkins
playsishighlighted on “La-La-La-Lies", as his
jazzy, good-natured piano enables Daltrey to
find his first easy-going, storytellingvoice. He
taunts anold squeeze with hisnewhot
gitlfriend whileironically pretending thathe's
fartoooverhertobother. It'satypical
Townshend twist on machismo... his
insistence that male coolmeanslyingso
convincingly aboutyour perceived
invulnerability thatyou believe it yourself.

| A LEGAL MATTER/INSTANT PARTY | K32

THE KIDS ARE ALRIGHT/ THE OX (UK)/A

“Yourloveis hard and fast,” Daltrey declares
withafittinghintof sexual terroron “Much
TooMuch”,a Dylan pastichewitharefrain
thatpoints towards the choirboy hooks of
Townshend's future rock operas.

Onvinyl, thealbum'’stwo inarguable
classics, “My Generation” and “The Kids Are
Alright", end Side One andkick off Side Two
respectively. Youcan stilthear the world
collapseand rebuildifyoulisten to the pairin
quicksuccession. Isthekey plottwistin The
Who's story—Hell, maybe the storyof the entire
1960s - the momentwhen some bright spark
suggested that Pete’s slow, Mose Allison and
JohnLee Hooker-inspired talking blues about
the frustrations of youth should become a
brutal two-chord thrash? The one good thing
aboutthe missinglead guitaron the current
stereo mixis thatyoucan heareven more of
Entwistle'sbass solo, asitfindssome
inexplicableline betweenlaidbackvirtuosity
andcontrolled bloodshed.

“The KidsAre Alright” remains one ofthe
mostsad and beautiful songs ever made by
nasty bastardsonspeed. The post-mod
adoption ofthe term “The Kids', as both naive
and ironic celebration of rebel youth, obscures
Townshend's gushing Byrdsian guitarsand the
imagery ofayoung man'swistfulleaving
behind of everything he knowsto head out"in
thelight” andfindalife. The moment when one
chooses adventureandloneliness over home,
friendsand comfort. Leaving yourgirlfriend to
thetender mercies of predatory mates,
consoling yourselfthat you “know themall
prettywell”-andit'sthat “pretty” thatkills—is
such a perfect metaphor formaking yourway
inthe world while counting the cost, and
Daltrey becomesagreat singer inordertocarry
oneofhis guitarist’s most elegant works.

The remaining My Generation tracks
fascinatewhilealsoreminding that The Who
were acouple ofyears behind theirmain
competitors. “Legal Matter” still strikesasone
oftheweirdestmomentsin The Who's
recording career; amiddle-aged bloke’s

THE BIGGEST COMPLIMENT TO
MY GENERATION IS THAT YEARS
OF SHABBY TREATMENT HAVE
FAILED TO DIM ITS MAJESTY

misogynistfantasyadriftin thisbravenew
youthworld. Inastrangelyold, highvoice,
Townshend gets pleasure out ofditching his
old lady, indulging inamidlife crisis he's surely
too young to understand. Equally precocious-
cum-jadedis“It's Not True”, abarbed
Townshend commentonmediaexaggeration.
“Lhaven'tgot 11 kids/Tdon'tcomefrom
Baghdad/I'm not half-Chineseeither and Ididn’t
Kill my Dad” Rogérdeadpans, little knowing
he'dbe playingsuch eccentric Townshend
characters for the 40-odd vears. Afuntrifle,
made more jolly by Hopkins' rinky-dink piano.

LONG PLAYING™

MICROGROOVE RECORD

ioe m encling, 7o, Loy

The three cover versions that did make the
cutarelargely responsible for My Generation's
relatively low status among must-own Who
albums. Andit's hard tounderstand why, apart
fromourcultural obsession withwritingone’s
ownsangs. Sure, “I'mAMan” isaslightly
ridiculous Muddy Watersimpression, but the
coversofJames Brown's "Please, Please,
Please" and "1 Don’t Mind" are pretty, loving
and heartfelt, again lentsome vital soul-jazz
flourishes by Hopkins, and sungwith some
style by akid who patently gotoffon havinga
chancetosingwhathefeltwas the greatest
mugicin the world. Itis Townshend's own “Out
InThe Street” that most disappoints. Partly
becauseit'sawaste oftheideal street-punk
title, But mostly because The Who chose to
opentheirfirstalbum with such alightweight
sliceafbeat pop. Townshend, wholater
revealed thatKitLamberthad rewritten the
songagainst hisinstinets, givesaway hislack of
faithbylendingit the intro fromsecond single
“Anyway, Anvhow, Anywhere”. Itdoesn’t help.

Thatjustleaves My
Generation's closerand wild
cardinstrumental. “The Ox"
may nabitstitlefrom Entwistle's
nickname, but the four minutes
ofanarchicnoiseindulged Keith
Moon'slove of surfmusicand
Townshend'sworship of Link
Wray, and gives you the
strongestideaofwhatitmight
havebeenlike toseeand feel
TheWhoat The Marqueein 1965.

Despite betrayingits confused origins, My
Generationwas a British hitand established
much of the fanbase that has stuck with The
Whotothis day. Itworked asbothmod rabble-
rouserand the firstbonafide PopArt/art-pop
long-player, the product ofa time when no-one
could be sure thatrockwould lastforlong.
Thereremains, too, asense that thekids
involved can't quite believe what is happening
to them: notjust that they're beingallowed to
make music asadayjob, but that, suddenly,
theycantake theirideastotheworld. ®

| LA-LA-LA-LIES/THE GOOD’S GONE | UK DID NOT CHART
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INDIVIDUALISTS...

Introducing a new rock’n’roll phenomenon: four ‘sadistic’ Londoners
with a neat Pop Art manifesto and a penchant for smashing their gear.
And welcome their provocative leader, Pete Townshend, already armed
with opinions and theories for every occasion. “Our personalities clash,”
he says. “There’s a lot of friction.”

ANEW NAMEIS being hurled around
in hip circles - The Who. They are four
mods from Shepherd’s Bush, London.
And their popularity is gathering
strength in exactly the same way The
Animals experienced two years ago.

Like The Animals and The Yardbirds,
TheWhoare the products of the club
scene, Today, with one hitgone and
another on the way, they are reckoned

et by the “In Crowd” tobe on the crestofa
success wave that could make them the newrave-ona
nationwide scale.

The Who are Roger Daltrey (aged 20, singer); Pete
Townshend (aged 19, lead guitar); John Entwistle (aged 19,
bass guitar) and drummer Keith Moon, who is 17. Moon is
the most popular with fans. They mob him. Already.

Their musicis defiant, and so is their attitude. Their
sound is vicious. This is no note-perfect “showbiz” group,
singingin harmony and playing clean guitar runs, The
Wholay down aheavybeat, puttinggreai emphasis on the
onand off beats. Moon thunders round the drums.
Townshend swings full circles with his right arm. He bangs
out Morse Code by switching the guitar pickups on and off.
Notes bend and whine. He turns suddenly and rams the
end ofhis guitar into the speaker. A chord shudders on the

um' ' ‘nm

impact. The speaker rocks. Townshend strikes again on the
rebound. He rips the canvas cover, tears into the speaker
cone, and the distorted solo splutters from a demolished
speaker. The crowds watch this violent display spellbound.

The Who startéd a year ago, changing their name from
The High Numbers. They began regularly at the Goldhawk
in Shepherd'’s Bush, but graduated to the plushier Marquee
in London's West End. They were billed in small print and
played to audiences of 200 every Tuesday. But word spread.
The name intrigued. Tuesday audiences grew. They
became favourites of the mods. “Have you heard The Who
yet?" That was the start.

Mods identified themselves with The Who because The
Who identified themselves with them. Pop music is often
allied to social trends and fashions. This was howitwasin
The Who's early days. Pete Townshend wore a suede jacket,
Roger Daltrey hipster trousers. Mods playing mod music.

It's an exhaustingact to watch, and highly original, full of
tremendous pace. What makes The Who click onstage?

Townshend: “There is no suppression within the group,
You are what you are and nobody cares. We say what we
want when we want. If we don'tlike something someoneis
doing, we say so. Our personalities clash, but we argue and
getitall outof our system. There's alot of friction, and
offstage we're not particularly matey. But it doesn't matter.

“Ifwe were not like thisitwould destroy  cownrinues over »

THEWHO | ULTIMATE MUSIC GUIDE | 15
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ourstage performance. We play how we feel.”

The Whoarelinking theirimage with what
they call Pop Art.

They describe their current chart success,
“Anyway, Anyhow, Anywhere” as “the first
PopArtsingle,” and they have started
designing their own “Pop Art" clothes.

“Pop Artissomething society accepts, but
we re-presentitin a different form. Like Union
Jacks. They're supposed to be flown. John
wears one asajacket. We think the mod thing
is dying. We don't plan to go down withit,
which is why we've become individualists.”

Anti-Who people condemn their musicas a
messy noise. The Who like this, “Best publicity
we could have.” Their idea of a messy noiseis
the music of Freddie And The Dreamers, Val
Doonican and Ronnie Hilton. “It's just dozy.”

Cathy McGowan and Ready Steady Goes Live!
assistant editor Vicki Wickham are devout
Who followers. The Who are modern, short-
haired rebels with a cause. There's sadismin
their characters and in their music. But at least
what they're doingis something NEW to the
pop world. They are undoubtedly the most

emergent young group on the scene. And with
legions of fans shouting them on, they could
well be tomorrow’s big stars.

WHATISPOP ART? For
weeks the hit-parading
London group, The Who,
have been at the centre of
abigstorm. Somesayit's
bunk. Others defend Pop
Artasthe most exciting
musical development
since the electric guitar
boom started.
. Whoguitarist Pete

Tuwnshend defined Pop Art for the MM this
week: “Itisre-presenting something the
publicis familiarwith, ina
different form. Like clothes.
Union Jacks are supposed to be
flown. We have a jacket made of
one. Keith Moon our drummer
has a jersey with the RAF
insigniaonit. 1 have awhite
jacket, covered in medals,

“We stand for Pop Artclothes,
Pop Art music and Pop Art
behaviour, This is what people
forget—we don’t change
offstage. We live Pop Art.”

Trowel-nosed Townshend,
aged 20, wassittingin a high-
classrestaurant wearingaloud
checkjacket and open-necked
shirt. The Who are frequently
ridiculed for smashing pounds
worth of equipment. Why do
theydoit? Pop Art?

Pete, the culprit wrecker, answered. “I bang
my guitaron my speaker because of the visual
effect. Itisveryartistic. One getsa tremendous
sound, and the effect is great. What annoys me
is the person who comes up afterashow and
says: ‘Why didn't you smash your guitar
tonight?’ In factit’s split right down the middle
of the neck, but the audience don't realise. If
guitars exploded and wentup in a puff of

16| ULTIMATE MUSIC GUIDE | THEWHO

JOHN BROWNE
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smoke, I'd be happy. The visual effect
would be complete.

“Roger Daltrey, our singer, smashes
hismicrophone on Keith's cymbal.
He does this everynight, asit’sa
sound. [ use feedback every night.
That's asound. Butif the audience
isn't right, I don't smash guitars. They
wouldn't appreciate the full'visual effect.”

Whatis Pop Art about The Who's music?
“Well, our next single is really Pop Art.

['wrote itwith thatintention. Not onlyis the
number Pop Art, the lyrics are 'youngand
rebellious”. It's antimiddle-age, antiboss-
class and anti young marrieds! I've nothing
againstthese people, really - just makinga
positive statement. The big social revolution

thathastaken place in the last five yearsis that
youth, and notage, has become important.
Their messageis: I'mimportantnowI'm
young, but Iwon'tbe when I'mover 21

“Even London's streets are making a massive
anti-establishment statement, every Saturday
night. Thisiswhatwe aretryingtodoinour
music, protest against ‘showbiz’ stuff, clear
the hit-parade of stodge!

“We play,” continued Townshend, “Pop Art
with standard group equipment. I get jet-
plane sounds, Morse Code signals, howling
wind effects. Mind you, near Pop Art discs
have been produced before. The Shangri-Las,
withseagulls and motorbikes, and Twinkle's
“Terry’. Hey! We should have done “Trains And
Boats And Planes’.” Nick Jones
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Pete Townshend spéaks his mind 'forthe Melody Méker‘s Think-in feature

It's funny how
Vietnam has turnedintoa
household word. I've got
some American mates
who were deported from
this country for allsorts of
things, and one of them,
whowasacriminal, was
called upandkilled in
Vietnam. His mother got
i 4! about £3 10s from the US
government. The Vietnam situation needs
something big to happen to stop the war,
either from the people of Vietnam or America.
Therewill always be teenagers ready to throw
themselves under tanks. Iwonder what I'd do
ifwe were in the same position. 1 always stand
by Young Communist principles. [flwasin
Russiaand in some harsh
Five Year Plan -if it was for
the good ofthe country-1
wouldn't mind. Butfora
youngster to face foreign
troops blasting away about
something theydon'teven
understand. Well really, they
all ought to get out.

MELODY MAKER

That's fairly topical. Our one took a fantastic
amount ofwork by the group, photographer
andwriter. It surprised us the amount of work
thatwent in. They came outwith us fora
month, and the photographer took some of
our best pictures-sinister and glamorous! It's
funny how pop is getting into these things. It's
become another form-notanartform, aform
thatis suddenly becomingaccepted. Deidre
Fitzsmythe has probably gota Beatles LPand a
modern art paintingon herwall,

I've been dying to go but there’s
nothingon. There's only Oblomov, which 1
haven't seen, but everyone [ knowhas seen it
twice. I'd like to see that Libby Morris thing,
She tears me up. The theatre is fantastically
dated. Opera and ballet benefit from better
lighting, musicianship, scenery and material.
Butwhat is the theatre benefiting from?In
pantomime even, you still get the devil coming
up through the floor and musicals are so dated.
The Sound Of Musicwould be thelast place I'd
step into. [ hate all the songs, so obviously
written “for the whole family”.

[like all-night ones. Ilike
cheeseburgers—that’sa plug. I've seen all sorts
of famous people in all-nighter Wimpy Bars.
Meand therest of the group. They are places
vou go into and get out ofas quicklyas
possibly. John [Entwistle] is the Wimpy Bar
man. The food is atrocious and the chefs are
carefully trained - in the art of self-defence.
When some bloke wouldn't pay, they threw

palette knives at him, sauce bottles, and
squirted ice creamall over him—the whole
works. It's aspecial procedure. IfI wasin one
and found I hadn'tany money, I'd die in fear.

It's still my favourite form of art. My
favourite artists are Barry Fantoni and Peter
Blake. WhatIlike most of allisit’s English.
Foreign Pop ArtThate. Idon't thinkyou can
enjoyitunlessit'srelevant to your own
country. Ithasnorelevance to The Who except
we used its ideas, although the way The Who
used to talk about Pop Art was Pop Art: "Are
you Pop Art? Yes we are Pop Art.”

Wedid alot foritin this country. If we hadn't
doneit, it mighthave taken another year to
catch on. The number of journalists I had to
explainit to. Pop Art encompasses
“happenings”, and auto-destructive
performances, including smashingguitars. Kit
Lambertand! are on the same wavelength.
The rest of the group tend to underestimate his
ideas. [used to talk to Kitabout Pop Artalot
and suddenly he came out with thisidea:
“Keithis going to have a bullseye on his T-shirt,
Peteis going to wear badges” —all hisideas. At
the beginning it took alot of guts to wear them.

! tcame to melike being hitin the
stomach, I was onice ina desperate hurryto
gettoashowand tried 34 phone boxesin
Marylebone, Every one was smashed in. How
much money can you get out of a phone box—
five bob? Supposing there was a car accident
and a bloke was on hislast legs. Yourun down

the road and find the phone withits guts [
ripped out-great.
{E 1966 GENERAL H ': Comedy mustcome to
PupTh ink-Inin Ihc end anditjusthas.It'sa
horrid general election and the Tories will win,
assomany people hate (Labour leader Harold)
Wilson. I still reckon English Communism
would work, atleast stronger trade unions
would. I've always been told by local
Communists tovote Labouriflcan'tfind a
Communist candidate. The British
Communist Partyis so badly run—sort of
making teain dustbinslike the Civil Defence.

I 1saw his TV performanceand as [
Ilkejames Brown I won'tsay too much. I don’t
like the way coloured artists are presented in
this country. Why should James
Brown have the whole show? Why
didn’tthey give him supportacts?
The sound was atrocious. It showed
agreatmisunderstanding of
sound. They should wake up,
because they'll destroy pop. It'sa
shame, it's probably damaged his
reputation. As usual the Ready
Steady Go!audience performed like
aload of twits.

; - The Kinks record
is fantasnc and I like Ray Davies, because he's
married and he's still hip. Him and Barry
Fantoniareagood team. It's bringing a bit of
colourinto pop music. I think DFOFs are great
—good luck to 'em. I used to be one myself,
They are bank clerks who earn fairwages who
have got nothing better to do than dress well.
Down the East End they 've all got new suits.
They sell them back down the Lane each week,
and actually make a profit.

tT'vegotallsortsof thingsIwant to
sayabout Keith Moon. He used to be alot of
fun. Unfortunately, he’s turning into alittle
old man. It'sashame. He used to be young and
unaffected by pop, but now heis obsessed
with money. Istill like him, and I don't really
care what he thinks of me. He's the only
drummer in England Ireally wantto play [
with. Hewon't everbe ajazz drummer
becausehe's more interested in looking good
and being screamed at. Keith's aged so much.
Once=ifIfeltageing, I could lookatKeithand
steal some of his youth.

& Tonly know Chinese Jamaicans and
Ilike 'em very much. Chinais the only thing
that threatens my life. The Bomb doesn't.
Neverbe afraid of being run over byacar-
que sera sera. Butthe Chinese are people, likea
stampede of people and ideas. They are being
taught to hate. But they are being led by a great
person who can control them, ©
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THE WHO: THE ALBUNS

A briefflirtation with democracy. Intimations of
great creepiness to come. And, most portentously,

a "mini-opera". ofall things... By Graeme Thomson
L TRACKMAREN

' HATASTRANGE old world The Who
“ livedin. In theyearthat passed
between My Generationand A Quick

e, awarped, off-kilter view of reality seeped
into theirmusic, toremain there ever after.
Released in December 1966, the band's second
albumisacatalogue of collective neuroses
dressed up forlaughs, full of spooky spiders,
psvchotic delirium tremens, superstition,
underage sexand randyenginedrivers. Its
defaultsettingis humorous, throwawayeven,
butunderneathitall are dark flashes of
vulnerability, hurtand emotional complexity
thatwould cometo characterise future Who
releases. Itisanalbumwhere the jokes seem
nlackerthe oldertheybecome.

A Quick Oneis both embryonicand pivotal, an
uneven ménage a troisbetween art, commerce
andeccentricity. Thealbumisn'tsomuch an
srenaformod's sense of sharpness, vaudeville's
risquéwhimsyand the expansiveness of
emergent psychedeliatomeetand fuse, more

BARBARA ANN

the placewhere all threestyles bang
haphazardlyinto oneanother.

Atthispointin TheWho'scareer, theirbest
songsstill tended tofind theirway onto a-sides.
Unique amongthe albums recorded during
their '60sand '70s pomp, thereare no hitsingles
onA Quick One, whichwas made between
Augustand November 1966, mostly atIBC
Studiosin Londonbut also at Pye. Nominally
produced by manager Kit Lambert, most ofthe
technical heavylifting was done by engineer
GlynJohns.

Theband recorded “HappyJack” at the same
sessions, which wasreleased asa UKsingle to
coincidewiththealbum'sreleaseinthe first
weekof December. The USrelease of thealbum,
incidentally, washeld backuntil May 1967 and
was retitled Happy Jack, partlybecause the
single had been a minor US hit, and partly
because the American record company felt
distinetly queasy over the (very English) double
entendreinthetitle. Tomake conminues over»

HAPPY JAGK/I'VE BEEN AWAY (UK)/WHISKEY MAN (US) | UK#3, US#24 (MARCH 1967) ->>->2:>

1 Run, Run, Run + # % %

2 Boris The Spider +# %

3 I Need You # &

4 Whiskey Man % %

5 Heatwave +  # %

G Cobwehs And Strange # * &
7 Don't Look Awayy +  #

B See My Way *

O So Sad About Us # # # 4 #

10 A Quick One, While He's Away
gk

RELEASED: December 9, 1966
(UK), May 1967 (US) as Happy
Jack

LABEL: Reaction (Decca in US)
PRODUCED BY: Kit Lambert
RECORDED: [BC Studios, Pye
Studios, London

PERSONNEL: Roger Daltrey
{vocals, trombone and bass drum
on“Cobwebs And Strange”); John
Entwistle {(bass guitar, keyboards,
horns, vocals); Pete Townshend
(guitar, vocals, penny-whistle,
keyboards); Keith Moon (drums,
percussion, vocals, tuba).
HIGHEST CHART POSITION:

UK 4; US67
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! Performing near Tower Bridge,
London, March1966 (broadcast
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Is US TV show, May '66)

room for “HappyJack”, the US
versionof thealbum jettisoned
“Heatwave".

Wereyou ta place A Quick One
nexttowhat The Beatles, The
RollingStonesand The Kinkswere
doingin 1966 (Revolver, Aftermath
and Face To Facerespectively) it
mightseemslight and disjointed.
Thatitwasn'tanenormous

commercial successisn’tespecially

surprising. Thisisan odd, self-
contained musical world which
makes fewattempts atingratiating
itselfwith awider audience.
AlanAldridge'svibrant Pop Art
coverhintsatthe explosion ofideas
andstyles after the direct, thrilling
attack of My Generation, but the
album'ssense of experimentation

was primarily governed by economic
expediency. Exceptforthe three R'n'B covers
and thejoint band composition “The Ox",
Townshend had written all ofthe songs for My
Generation. On A Quick Onehe sharesthe
workload with therestofthe band, who
between them contribute five songs (twoeach
fromMoonand Entwistle, one by Daltrey).
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“The major track takes
upabout aquarter of
the playing time, in
which The Who seemto
be doing whatcomes
intotheir heads,
including a‘Smile For
An Old Engine Driver’,
and a jogging cowboy
song. The LP produces
plenty of noise and
novelty. In'Boris The
Spider' the speed of
recordingis slowed
and quickened (please
don'tadjust your
player, it's okay!).
Allsongsare
group-written.”
NME DECEMBER 17,1966

Thisegalitariandistributionof
songwriting duties never
happened again, whichgoesalong
way to accounting for A Quick
One'sstrange nature.

The decisionwas dictated by the
temptationofearningaquick buck
rather than anoverwhelming
desire for democracy. Beforethe
band began recordingin August
1966 theirco-manager, Chris
Stamp, negotiated a publishing
deal providing each memberwith
anadvance of £500 on condition
theyall contributed songstothe
album. In 1966, thissumwasa
large enoughinducement fora
still-developing band to override
any grand artistic statement.
Daltrey splurged hiscuton the

elegant new Volvo Sports model driven by The

Saint, which seemsadecentreturn for“See My
Way", which borrows the rhythm of Buddy
Holly's “Peggy Sue”, if notits magnetism. Even
withitsappealingly supercharged bassand

phased vacals, itbarely struggles to 100

PICTURES OF LILY/DOCTOR, DOCTOR | UK 4, US 51|

seconds before runningout of steam.
Onlyonesongonthealbum’sfirstside (inold

| THE LAST TIME/UNDER MY THUMB | UK 44, US NOT RELEASED

money) iswritten by Townshend, and itshows.
Thereisn'tmuch evidence on A Quick Oneto
suggest that Townshend was ever going to have
toworryabout hisrole as the band's centrifugal
creative forceandvisionarylightningrod. Nor
is there even anythingtosuggest thatanother
George Harrison lurked in their midst, but the
division ofduties makes for an engagingly
di\'('rw_.:;szlvc'[inn ofsongs.

Three ofthe fourtracks written by therhythm
section provide ample fodder foranyarmchair
psychiatrist. Given the premature demises of
both Moonand Entwistle, and what we now
know of theirmanifold demons, time haslent
these young men’s doodles adarkeroutline.
The one exception is Keith Moon's “I Need You”,
wherethe drummercrowbars anaccurate
John Lennenimpersonationinto anotherwise
featherlight piece of psych-pop whimsy, all
rushing harmonies and throwawaylyrics.

Hisinstrumental, "Cobwebs And Strange”, is
another case entirely: it sounds like a pre-
school Syd Barrett let loosein the musical toy
box. “Cobwebs And Strange” starts with
Townshend's perky pennywhistle, as though
theband are gearing up foramarch, then
seems toimitatea Salvation Army band
playingoompah, punctuatedsporadically by
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what soundslike adrumkit fallingdown the

stairs. It'satwo-and-a-halfminute tour around
the inside of Moon's mind, withallthebang,
atterand unceasingconfusion that suggests.
tis, of course, brilliant.
Entwistle’stwo tracksare
scarcelylessodd. “Boris The
spider” isawonderfulslice of
slightlysinister, very Whovian
silliness, the stop-startmelody
linging tight to the contours of
his chugging bassline. With its
Hammer Horror chorusline and
cry of “creepy, crawly”, itbecame
1firm live favourite. The bass
player'sother contribution, “Whiskey Man”, is
1suitably lurching, blackly comic fableabouta
nanwho getscarted offto the loonybin for
avinganimaginary friendwholivesina
wttle of Seotch; the repetitionissoftened by a
welyhornbreak. Entwistle seemed
nreoccupied with physical and mental
iisintegration: his song “Doctor, Doctor”,an
:Ibum outtake laterincluded on the expanded
1994 reissue, isaslice of hilariously heightened
wpochondria.
Somuch fortheweirdness. What's left?
enty, actually. On A Quick Onetheadrenalin
ushof My Generation may be dissipated and
scattered, but there's stillaliberal sprinkling of

uncomplicated magic. "RunRunRun"isa
tough little two-chord shakedown, the
snarlingbad vibes—"the moon came out next
tothesun”-ofthelyricputtingahexonsome
unfortunate youngthing. “SoSad About Us" is
even better, one of the greatnever-was Who
singles (although itwas aminor hitin 1966 for
The Merseys and practicallyinvented the
musical template for mid-period Jam). Alean
cutofperfect guitar pop built on Townshend's
shimmeringarpeggios, iteschewsanodanda
wink fora convincing portrayal of emotional
regret: “You can tswitch off my lovin' like you
can'tswitchoff the sun.”

Elsewhere, theband's roots in black
American music show through on their cover
of Martha & The Vandellas “Heatwave”, a
ramshackle butirresistible performance
which harksback tothe propulsive energyof
theirdebut. The ramped-up skiffle of "Don't
Look Away”, on the otherhand, looks forward -
albeit tentatively. On this track youcan just
about hear Townshend pushing towards the
kind of spacious psychedelicrockhenailedless
thanavyear later on “1Can See For Miles”, butin
theend the songsettles for nothing more
ambitious thananimpish, ratherlovely slice of
countrified pop music.

Atthetime, whatreally set A Quick One
apartfromits predecessor, and indeed their
contemporaries, was thefinalsuite.
Townshend had so much music-and the rest
ofthebandsolittle quality material - thathe
ended up crammingsixsongsinto thenine
minute finale of “A Quick One, While He's
Away". Theresulting epic, while far from
perfectly executed, isthe firstreal inkling that
hewasn'tsatisfied churningoutsimple pop
songs. Townshend laterreferred to the song-
suiteasa “mini-opera” and " Tommy's parent”,
Itishis Dr Frankenstein moment.

“AQuickOne, While He's Away” israther
raggedlystitched together. It'sadeceptively
dark tale ofa girl guide left stranded by her
boyfriend “for nighon ayear” who, aftercrying
herselftosleepforawhile, endsup on the

receivingend of the charms ofIvar, anold
enginedriver. It's full of musical and lyrical
jokes, most notably the “cello” vocallink
between sections five andsix. “Wewanted to
putcellos onthe trackbutKit Lambertsaid we
couldn'taffordit,” Entwistlelater recalled.
“That'swhywesing ‘cello, cello, cello, cello,
where we thought they should be.”
Thenarrative unfoldsin sixdistinctsections.
The short, harmonisédacappellaintro “Her
Man's Gone" sets the scene, and leads to the
caustic "Crying Town”, Daltrey’s sneer
stretched overa two-chord drone thatslashes
backand forth. Building to adriving climax,
“HerMan's Gone” doesn'tso much segue as
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staggerinto “We Have A Remedy”, inwhich the
band's Greek chorus of mischief-makers tell
thegirl thatabiton theside might cheer herup.

The “remedy” comesin the form ofdirtyold
“Ivor The Engine Driver”, played by John
Entwistle, channelling hisinner Welsh sex-
pestto grandly seedyeffect. Lo-fisteam effects
soundtrack hisambiguous seduction of the girl
guide, which takesso long that the couple are
discovered in flagranteby the boyfriend. His
return to the nestis soundtracked by the lovely
clip-clopping countryroll of “Soon Be Home",
Daltrey singing highand pure as the band trill
behind himand an old saloon-barjoanna
fluttersatthe back of the mix.

The closing "You Are Forgiven” is sung by

Townshend, hisonly lead vocal on the album.

Insteadofthe expected threats and
accusations, the song rushes toan uplifting,
almost spiritual climaxofuniversal absolution
whichsuggests something deepergoing on
thantheaudio equivalent of Confessions OfA
Window Cleaner. Given the abuse whichan
older Townshend sayshe suffered asa child,
hislight-hearted descriptionin 1969 of the
seduction-"“John plays the engine driverand|
play thegirl guide” - hints atmurkier waters.
Stripaway the surface jocularity
and suddenly the theme and
words of “AQuick One, While

THIS STANDS UNIQUE AMONG - He'sAway" ("Better benicetoan
THE WHO'S CATALOGUEAS
THE WORK OF FOUR MEN,
RATHER THAN SIMPLY ONE

oldenginedriver”) seem more
threatening than comedic.

“The first mini-operawas
much moreserious than it
appeared,” Townshendsaidina
2006 interview. “Itwas my first
attemptatdealingmusically
with the thorny subjectof the sexualabuse ofa
child, in this case myself, disguised as the little
girlwhose cryingcanbeheard all
around the world. Thatisn'tobvious of course,
butifyoulisten toitwith thatinmind you
mayunderstand.”

Thestatementacts almostasasummation of
A Quick One, analbumwhich sounds
lightweight butwhichhasanodd, unsettling
undertow, a thread of fearand horror running
throughout. It stands unique amongthe band'’s
recorded work as the artistic expression of four
men rather thansimplyone. A funand
interesting place tovisit, certainly, but I'mnot
sureyou'dwanttolivethere. ®
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light—from Sgt Pepperin Juneto Traffic's

“HoleInMy Shoe” asthe long shadows of
Augustturned to September—ithas to besaid
thatfewof England’s top groups were

IFTE-[ESUMMERof 1967 was pop's seasan of

THE WHO: THE ALBUANS

Sell Out

Time for a commercial break
playful, Pop Art concept album. One last good laugh,
too, before the darkness descends. By David Cavanagh

—and a satirical,

sentenceswere soonoverturned. As Dave
Marsh drolly remarked in his Who biography
Beforel Get Old, it’shard toimagine the

| ruthless Stones being so comradelyif the boot

promenadingdown Carnaby Streetin states of !

ilumination. The Beatles, seduced to Bangor
bythegigglingguruMahesh, suffered the
catastrophe of Epstein’sdeath on August27.
Brian Jones, drug-arrested in May, was more
ghostthanhuman. InJune, Jagger and
Richard were jailed, forthree and 12 months
respectively, atthetrialresultingfrom the
Redlands bust.

I'he Stones’ shockimprisonment broughta
rouchinggesture of solidarity from The Who.
Inanewspaperadvertisementheaded
“SPECIALANNOUNCEMENT", they
portrayed Jagger and Richard as scapegoats for
society'sdrugproblems and declared their
mtention torecord and release a series of
stones coverversions, beginningwith “The
Last Time” (b/w*Under My Thumb"), tokeep
theirmusic before the public. In the event, the

had been on the otherfoot.

While the Stones laboured and licked their
wounds, The Who enjoyed ayearofrelative
sanityand stability—ifyouinclude afew
setbacks, false dawnsand exploding cherry
bombs. With hindsight, theywereatan
awkward age: too old for furrydonkeys, not yet
old enough for pinball arcades. They were, as
ever, avolatile quartetofpersonalities, and
they'dended 1966, aswas customary, mortally
indebt. Daltreylater calculated it at £40,000,
which, based on today’s earnings, would bein
excessof £1 million. Suchwere the
consequences of their nightlyannihilation.
Eager tosee profits, Kit Lambertand Chris
Stamp launched theirownrecord label, Track,

| cuttingoutthemiddlemen of Polydor. Track's
| firstsigning (after The Who, of course) wasJimi
| Hendrix, whose Are You Experiencedbecame

thesummer's mostubiquitous conTiNues over»

L TRACKMARKS

1Armenia City In The Sky # %

2 Heinz Baked Beans

3 Mary Anne With The Shaky
Hard # % % 4

4 Odorono #  +

5 Tattoo % %

6 Our Love Was # # % %

71Can See For Miles % # # % &

81 Can't Reach You %44

9 Medac +

10 Relax # % %

11 Silas Stingy # %%

12 Sunrise * % %

13 Rael * x4+

RELEASED: December 15, 1967
LABEL: Track

PRODUCED BY: Kit Lambert
RECORDED: Talentmasters
Studias, New Yark; IBC Studics,
Pye Studios, De Lane Lea Studios,
CBS Studios, and Kingsway
Studios, London; Gold Star
Studios, Los Angeles.
PERSONNEL: Roger Daltrey (lead
and bk vocals, percussion); John
Entwistle (bass guitar, lead and bk
vocals, homs); Pete Townshend
(guitar, lead and bk vocals,
keyboards, pennywhistle, banjo);
Keith Moon (drums, lead and bk
vocals, percussion); Al Kooper
(keyboards, organ).

HIGHEST CHART POSITION:
UKI3: US43
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THE WHO: THE ALBUMS

LPafter Pepper. The Who, to their

| chagrin, were outsoldand out-

publicised by the dandyish Yank.
Meanwhile therewasnolet-upin

theirschedule. Obliged to delivera

Top 3 hitevery four months, and

| generate music for theirnextalbum,

| theyalso had to tour regularlyto pay

' offoutstandingbills from previous
tours, and were under pressure to
makein-roadsinto America. And
theyhad to doall ofthatwhile
maintaining thedifficult balance
between humour, conceptualism
and mindless violence.

Townshend, who turned 22 in May;,

considered himselfastorytelling

| songwriter. Hecreated offbeat
characters, put theminodd

| situations, pondered their
predicamentsandslippedina
punchline. Thedisgruntled heroin
“Pictures Of Lily” (The Who's first
singleof1967) wasa masturbating
juvenilewhose father had to break

| thepainfulnews thathisbeloved

| postergirl, whom he hoped tomeet,

| had been dead for 38 years. More

| quirkytalesweredemoed (“Tattoo”,
“MaryAnneWith The Shaky Hand")
as Townshend amassed material.

Butrecordingsessions, fittedin

between touringcommitments,
were sporadic. By themiddle of the

| year,aftervisitsto London’sCBSand

| DelaneLeaStudios, The Who had
completed onlyfoursongs

| (“Glittering Girl", "Girl's Eyes”, “1

| Can’tReachYou", “EarlyMorning
Cold Taxi") and noalbumwasin
sight. Theirattention turned to
America, where theyundertooka
weekofdates leadingup to their
famous performance atthe
Monterey Pop FestivalinJune.

| MontereyiswritlargeinWho

| legendasaturningpoint, the
momentwhen theyjoined theelite
ranksofartistswhowould dominate
therockscene foryears, but
Townshend, forone, seems tohave
had major doubts abouthowto
proceed, He has claimed thatKit

| Lambertstunned himin Octoberby
imposingadeadline forthealbum

| (“Album?Whatalbum?You're

joking!"),and it's true that The Who, post-

Monterey, recorded tracks indribs and drabs,

apparentlywithno ultimateaiminmind. They

returned to Americatwice-including the
Smaothers Brothers' tripin September [see The
| Kids Are Alright, page 106] -and squeezed in

| studiosessionsin New York, Nashville and Los

| Angeles. Ajudiciouslookat thelatestalbums
on the market (Pink Floyd, Procol Harum,
Zappa) may have convinced Townshend, not
| tomention producer Lambert, thata

| straightforward collection of tuneswould not

constituteaprogressiveenough Who album-

| notinsuchafast-moving, experimental age.

THE WHO SINGLESN

A4 I T TR ATE MTICTO CITINE | TUEWERICY

Record production was becoming more
sophisticated, music more complexand
ambitious, and bandswholagged behind
riskedlookingold-fashioned. Thealbum
needed atwist. Asales pitch.

TheWho's masterstroke was tostand back
fromcomplexity and sophistication and seek
theirsolutionin the world ofinstant thrills—
namely, the excitement of hearing pop songs
on theradio. Aconcept was devised, centring
on the theme of commercialism. Thealbumas
anaudio-visual package would poke funatthe
recordindustry’s speciousness, and at The
Who themselves, and make avirtueof pop's
ambiguous place on the pragmatic merry-go-

| GAN SEE FOR MILES/SOMEONE'S GOMING (UK)/MARY ANNE WITH THE SHAKY HAND (US) | K10, US#9

round of commercial radio programming.
Real-life products, suchas Heinz Baked Beans
and the feminine underarm deodorant Odo-
Ro-No, would have their praises sungin ersatz
adverts written by Townshend and Entwistle.
Bestofall, an assortment of slick, snappy
jingles from one of Britain's top-rated pirate
stations would actas linking passages between
thesongs to create theillusion of being tuned
toaradio. For two-and-a -halfyears, Radio
London (‘BigL') had broadcastall-day pop
fromaship moored offthe Essex coast, giving
unprecedented exposure to a generation of
musiciansand reaching anestimated 12
million listeners. InAugust the Marine

GALL ME LIGHTNING./DR. JEKYLL & MR. HYDE| >

S T BEhoE v o= B R

]

=2

D
Ct

- R

=

p

-l |

e B



already preparingfortherole of Tommy.
How bizarre it must have been, inatime
of solemn psychedelic mysticism, tosee
oneofthe country’s biggest groups
sendingthemselvesup so mercilessly.
Crucialto thealbum’s highreputation
isthe way The Who singand play, With
theexception of Tormy, noWho LPisso
generous withmelodies, hooks and
harmonies, and several of them are
majestic. Influenced by Hendrixor not,
Townshend's skillon The Who Sell Outis
tofind lovely combinations of guitar
sounds, both acousticand electric, so
thatthe songsappeartosparklein dewy
morningsunlight. “Relax”, where
Townshend's guitarsare joined byan

Joha Entwistle was 2 nine amd & all stos

B it s e n dhark side 1o Keith Moon. until Cheatles Aflas tmade 3 man of him

se. If acne is proventing you frliﬂ\r(:n.'hlr.j-!' weakling
e, e Micdac, the spol femeover that e s
£ 4o Mo (hese gy bear Bioo ¥
e :I.I'NE \1:114. ki meach hezutios mmnei. Put muscles

E! il e the musich. Tense younel skinny.
X 4 spnngue| | BOOE e

3l mine and "hiee-quasien sone

organ, ison thewoozy cuspof

Broadcasting Offences Act had closed BigL
down. The Who'salbumwasto be celebration,
homage and epitaph.

OnNovember 22, however, with the album
mixed and ready, Townshend wasaghast to
learnthatitslead-offsingle, “ICanSee For
Miles”, atidal wave of neo-Byrdsian
admonition that had climbed to No 10inthe
charts, wasnowon aslow downward slide.
Recorded on two continentsovera period of
almostfourmonths, “1Can See For Miles” was
anincredible track, butthe
vindictiveatmosphere that
swirled aroundit, and the groggy,

consciousness, withalyric that could be
anallusion to fashionable Timothy Leary-
isms, ora pleafor calmin the madding crowd,
orapaeantodope. “Sunrise”, Townshend's
solospot, isalovesonginwhich heneverquite
getsthe girl, eitherbecause he can't committo
heror because in hisself-destructive frame of
mindlove could neversurvive forlong. And if
we think that's poetic, hisimageryis
apocalypticon *Our Love Was" (“famine,
frustration”), whereupon he slams down the
phoneand putsthebootin (“You're gonnalose

AMASTERSTROKE: THISIS

+ 3.8, 8. Faby
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brochures, which gave The Who Sell Oura
contextin 1967 (whenWarhol’s painting,
Campbell’s Soup Cans, wasstill a topic for
discussion, ratherthanadistantmemory) isas
relevantorasdisposableasthe21st Century
Who fanwishesitto be. Much post-modernism |
has flowed under the bridge.
These days, “Odorono” and
“Medac” canbetakeneitheras

leeringvocal from Daltrey, were genuine brand namesor
farcriesfrom he whimsica GENEROUS WITHMELODIES,  inrpredasfigmentsor
postcards (“HappyJack"}and HARM TheWho'sartistry. The
adolescentgrumbles (“I'm nooxs AND 0NIES ¢ commercialism motifis

4 Boy"ofrecent Whosingles. As
anadvertisementforanalbum
thatwouldbe abean-feastof
advertising, it's fair tosay that "1
CanSeeFor Miles” haditslimitations.
T'he Who Sell Out, which finally emergedin
December 1967 - 10 days before Christmasand
2 full yearafter A Quick One-wasnota
commercial sensation by anymeans,andits
unexceptionalsalesinAmericawerea
particularly disappointmentafter Monterey.
Intheyears followingitsrelease, however, The
WhaSell Outincreased instature, thanks to the
timelessnessofitsideasand the
cleverness of theirexecution. It's
now generallyagreed to be one of
The Who'sgreatestalbums, and
manyrate it asa masterpiece.

SEVERAL OF THEM MAJESTIC

thatsmile")on ... Miles”. It'sashame, inaway,
that Townshend discovered operas, because
hewasshapingup to be acompelling writeron
the extremes oflove.

The two songs thatbookend the albumareits
most off-the-wall selections. "Armenia In The
Sky", written by Townshend's friend (and
driver) Speedy Keen, isadroning, overloaded
psych-rocker that initially sounds unmelodic
becauseit’s hard togetasense of
the chords behind thesound
effects. “Rael”, thefinaltrack, is
more peculiarstill, afive-minute
curtain-closerthathas the

‘l“ Ay
rly

important, clearly, butwe don't
havetobuyintoahighfalutin
theoryof rock-album-as-hard-
sell to deriveintense pleasure
from the songsinside. One swooning, sun-
freckled harmonyon “Tattoo”, inany case,
overrides aconceptinemotional terms,

The Radio London jingles, poignant to
anyonewith apassion for the Pirates, putthe
albuminan optimistic, freewheelingmood
thattends tokeepitnearthe front of ourrecord
collections. The one that goes “it s smooth
sailing” isamini-masterpiece of gamiine
insouciance, while the two eitherside of “Our
LoveWas" - the oneabout going to churchand
the one about the pussycat who knowswhere
it'sat-amusingly prick the balloon of
Townshend's earnestrhapsodising, whichwas

- 0 reallyisasell-out.In : : : y i

£ ! C .Eil‘lmnly. {ewaltllums makesuch fact. it'salmost ‘The dIITIEI:ISIUI:]S ofan ep.:cstory"about a | presumablythepoint. Thejin g}es may tempt
seans | animmediately favourable Whodropoutof putative Sino-Israeliwarwithmost = ustooverstate theextent towhich The Whao Sell
Jdo- | impression, Even beforewe access everything thatis of the middle chapters missing,. Outreflectsits swinging times (when, actually,
gsatz | thesongs, the photoson thefront m Fascinatingstuff, allthesame, itdoeswell tp avoid the psychedelic pitfalls that
istle 3 i onable LA al e - 3
istie, and backreveal a terrific sense of thereforevalidin especiallyas one of the guitarriffs otherbandsfellinto), butitundeniably doesa
j fumour. Comically oversized roll- 1967's floweryyear...” will form thebasiso f“Sparks” and masterfui jobofjuxtaposing The Who's sounds
ate ndeodorants and spot removal MM, DECEMBER 16,1967 “Underture” on Tommy. “Rael” is with the authentic peppiness of '60s pop radio.
tween sintments areaccompanied by “Onthewhalo. alsoanotable Daltrey showcase, Italladds to the funandfrolics, the subtleirony
aned plausibly punningadvertising thlsalhumeasiiy onanalbumwherehedoesn'thave = andwittysatire. We castourminds back
10 | copy (“Ifacneis preventing you from surpasses anything many, andisone of two examples withoutanxiety, lookatlife with humour—the
P reachingyouracme...”) and The Who havedone (theotherbeing”...Miles") where lasttimeaWhoalbumwouldbe doingthat fora
ving wonderful facial expressions. "Ifhn"* “?“'"t KeithMoonoverdubsasecondkit = while-and contemplate the world outside our
1of Daltrey'sweird gaze as he reclines, r:;“flg out ;d:;y:: tocookupacrescendo storm. window asamassive, minuscule, universal,
] 32 . : 5 . A Z i
- . d._sausunglyaubmergedtn abath towhat, anyway?" ThePopArtwheezeofbiggingup = parochialstreetwith atattoo parlouratone

- sfbaked beans, looksasifhe’s MM, DECEMBER 16,1967 beansand bodybuilding endand the Red Chinese borderat theother. ®
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Townshend bac

at
Murray The K show atthe
B Fox

Theatre,
March 1967, part of The
Who's 10-dayUS debut

]
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THE

ARMY

IS THE

STRAIGHT MAN'’S

ACID!

As Pete Townshend conceptualises the odyssey that
willbecome Tommy, CHRIS WELCH is granted two
audiences with the radical thinker. Among the issues
on Townshend’s mind: revolution, guns, rock operas,
the magic of Cliff Richard, and an urgent question:
“Would you let your daughter marry a Venusian?”
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ATYPICALWHO
sound blasted in stereo
from abattery of
speakers—screaming

| guitar, vocals, bass and
L ' drums. But Roger

1 N Daltrey, John Entwistle
ﬂ- and Keith Moon were

notinvolved. The
L "wasall Pete
04/05/1960  [Rsamnanten

Pete's songwriting forThe Whoisa
complicated business of getting words
down on tape with the aid ofa guitar, then
building up four- and eight-track
recordings in the studio athishomein
Victoria, London. Pete once had a fabulous
flatin Wardour Street, Soho, complete with
recording equipment, drums, organ,
guitars, mammoth hi-fi set up, massive
record collection and a giant rubber plant.

Most of it has been transferred to his new
home, and it was there Pete played me atape
of asong called “Now I'm A Farmer”, which
even the rest of The Who hadn'theard. Itisa
song from Pete’s project, the long-awaited
‘Townshend Opera’, which he has been
working onin different forms, on
and off, for a couple of years.

Heavy commitments in America
have held himup, and also Pete
was disappointed at the image of
pop opera created by Keith
West's A Teenage Opera.

Pete, tall, angular, energetic,
dressed in blue jeans, adinner
jacket and FairIsle pullover, is
ready for an open-air drinkat
hislocal.

“Ooh - Pete Townshend has got Paul
McCartney's pullover,” sniffed Pete, loading
himself up with tissue paper to hold aspring
cold in check. “I tried like mad to get this. It
was the only one in the shop, but they
wouldn'tlet me take it. When I got home, there
itwas! My girlfriend had bought it for me.”

In the pub he fought the usual battle for
service, thenlaunched into anamazing
conversational marathon full of startling
ideas and wild enthusiasm.

Howdid he enjoy The Who's first
performance in England formany months at
London’s Marquee Club last week?

“lenjoyed the Marquee very much. For the
first few minutes I was very scared the whole
thing was going to go wrong. But the audience

- was lovely. Although we have played there

hundreds of times, it seemed strange to play
such asmall place after the States. Insome
places 50,000 turn out for us at huge stadiums.
And they really turn outin those numbers for
popinCanadaand America.

“Those flop tours over here recently werea
drag. I don’t think the ‘names’ were verywell
balanced. Last year's English tours were great,
and I really thought we were getting the young
kids back into pop. At the Marquee, we weren't
particularly together because we hadn't
actually played since we gotback from the
States. We didn't do any special act because
we tried all those things at the Saville last year
and theyalways make me feel uncomfortable.

28 | ULTIMATE MUSIC GUIDE | THEWHO

Mod men: The

b Whoinl965

“Ismashed up two guitars at the end of the
show, because one I was using had recently
been repaired and broke as I came onstage, so
I played another one [use for recording,. At the
end I thought, ‘Whatthe hell, and smashed

“IDIDN’T THINK ‘PINBALL
WIZARD WOULD BE A HIT. AS
IT'S A SWINGING ROCEKABOOGIE
ABOUT A DEAF, DUMB AND

BLIND PERSON"

them both. Sure-Ilost money, and the amps,
which were borrowed, will costabout £20 each
to repair. The Gibson Stereo cost £200. I can't
putitdown on taxbecause when I say Iuse 70
guitars ayear, they don’t believe me. They put
itdown as part exchange.

“We make a profit, butitis a disaster forus to
go touring America, because we never make
any bread. Other groups do, I suppose. We
make our money onrecording. [ enjoy goingto
Americavery much. It's changing - for the
better. The war has taken the sting out of
theiraggressiveness.

“They'rescared of warand they are
beginningto respect the views of the young
because of their persistence. Just think—the
billion dollars a day spent by America on the
warin Vietnam would keep every Vietnamese
intwo carsand aTVset.

“Asforthe race scene here... Jamaicans are
such nice friendly people, I'm sure the English
don't hate them as much as they insist they do.
The world is a melting pot and the sooner we
arealla bronzed brown the better. Half-castes
are much better looking than pure-breds, who
are the most disgusting, despicable characters
ofall. Eventually race will be non-existent, but
by then the interplanetary races will be
coming over here and we'll get the whole
thing over again. Would you let your daughter
marryaVenusian? ‘But mother, we're in love!’
‘Idon’t care, I'm not letting you marry one of
those spons [sic].””

How are The Who changing, and what are
Pete’s plans for the future?

“Ilike writing for The Who, butI can't do that
when we're away on long tours. The group
sound is changing - probably getting more
sophisticated. We're conscious =
now of sound balance, and we
do play quiet numbers. You
canhear the vocals now,
which you couldn't a couple of
years ago. _i

“I'mworking onanopera
which I did once before, and1
amthinkingofcallingit'The § =
AmazingJourney'. I've
completed some of it, and I'd
like to putitonan LP. The
theme is about a deaf, dumb and blind boy
who has dreams and sees himselfas the ruler
of the cosmos.

“I'dlike to call it ‘Journey Into Space’, but
there might be problems because of the old
radio show. I love pop, and so much can be
done through a pop medium. Popis today. I
don’t think about yesterday’s pop—although
to make aterrible admission, Ilike CIiff
Richard and always have done for years
and years. Basically, I'm interested in the
progression of pop, and [don't thinkit's as :
exciting at the momentas it should be... And
I'm not saying that because we haven't gota -
record in the chart.”

“WHEN THE revolution f

E=eelll | comesin England, the first -

CLAPTON e to get his head cut off =

AND GO E : would be Mick Jagger, the -

FOR second would be John o

Lennonand the third &

[ would be Yoko Ono. Tom :

% Jones would be made E
Prime Minister." i

This gloomy prophecy of "

& 19/04/1969 react?onarj,? revolution, S

as opposed tothe usual dream of instant ',
socialism, comes from Pete Townshend, a pop
star. And says Pete: "In two years the policein
England will be armed.” 1
Thismay all sound like unnecessary } o
pessimism. Afterall, is not English order, '
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NotaFlying V:
Townshend

Bwe inMichigan,
Amgust 21,1967

freedom and tolerance a byword throughout
theuncivilised world? But it must be
remembered - Pete Townshend is a pop star,
the lowest caste of society. He could be refused
service in a pub, refused a hotelroom, barred
m a country, hounded by police or
iewspapers. Or, asin Pete Townshend's case,
i could have a bullet fired at hishead by a
noliceman at point-blankrange. Thus he sees
heworldwide swingto violence, intolerance,
tcinuncomfortable proximity. He is fairly

nvinced freedom-lovers and other
iemocracy freaks would be the first to go.

I'he Who, highly pleased with the success of

PinballWizard” after a couple of failures with

ngs like “Magic Bus”, were exercising their
ndividuality at BBC TV's Top Of The Pops
srudio last week with a merry afternoon and

ceningoftapingand high jinks. Notall Top Of

The Poppers joined in with the spiritof the
‘casion, however, and when Keith Moon
~zused a diversion during the showwitha

certainamount ofleaping and
hollering, one or two long faces
were noted among the Men At The
Top. “Fun—that'swhatit's all
about, fun,” complained Keith to
me laterin the bar. "Everybody
thinks I'm laughing at them, but 1
want them to laugh with me."

Whereupon he broke into hearty
laughter and flicked drinkin the
direction of lan McLagan, of the
Small Faces, who had dropped in
toseehis old mates in action. The Who have
been working extremely hard in recent weeks,
completing their new double album, and are
now taking a well-earned holiday. But before
they fled from Top Of The Pops, Pete
chatted about “Pinball Wizard” and other
pressing topics.

“It's sold much more than ‘Magic Bus’
already,” he reveals. "I knew that would be a
bomber, despite all the promotion we did with

WHO
KNEW

Pete had his medal
2= jacket, Johnsported
that Union Jack blazer
andKeithrocked -
the Target' T-shirt. -
But Roger Daltrey’s
sartorial Pop Art
statement consisted
of white pullovers with
geometricshapes-
arrows, squares and
circles - stuck onwith
black electrician’s
tape, which he would
changeevery show.

TR e il Y
THE WHO: ARCHIVE 1963-69

the bus touring Fleet Street. This has been a hit
without any promotion, and I'm glad that in
the end it really depends on the record. We did,
‘Dogs’ and ‘Magic Bus' because our American
contract forces us to release a certain number
of records. We justhad to have some records
out for contractual reasons. Ididn't think
‘Pinball Wizard' would be a hit, especially as
it'san uptempo, swinging rockaboogie about
adeaf, dumb and blind person.”

Although some DJs have called the hit “sick”,
itis, infact, a serious song from The Who's next
album and, says Pete: “We have done
everything to stop giving offence or causing
trouble. It's not sick.”

Why have The Who decided on a double
album? Doesn't this generally mean padding
and poor production?

“We hate double albums after so many half-
hearted ones have been released. You usually
gettwo or three good tracks and the rest are
terrible. But we had a lot of good stuff that
needed expanding. [ feel anti-pop now. Idon't
call ourmusic ‘pop’ any more. It would be nice
to beinapop industry where music with
meaning sells, but thathappens so rarely. The
bestscenes in England are the colleges where
theylisten to music.”

The Who are going to America soon for
another tour and the conversation fell to
comparing England and America, violence
and pacifism. “England is on the downward
path and will be like Americasoon,” Pete
maintained. “Still, it should help the music.
There's nothing like a good depression to
make the jazz swing. The mods are coming
backto Britain. To think I waslike that once.
The only reason they wear short hairis 'cos you
get kicked out of the pubs quicker if you've got
long hair, it's frightening.

“The good thing about joining armies is the
thing aboutdiscipline. Everybody
needs discipline-this group
couldn’'t work without it. That's the
only good thing about the Army,
because you have to sufferall the
brainwashing that goes withit. The
Armyis thestraight man's acid. Be
adropoutand join the Army!

- "We've never had much trouble
with police, but I think the police
in Germany and America must be
the most violent. They all want to
cutyour heads off. There is always
areason when the people become
violent, in America or Ireland, but
the police are mindless and
despise the people.

“The English police are different,
ofcourse, butthey are learning.
They’'llhave gunslike therestina
couple of years. Once you've got a
gun, you've got power. In New York a
superintendent of police saw me smash my
guitar onstage. He came into our dressing
room, took out agun, aimed it at my head,
fired aninch from my skull and said if1
smashed my guitarin the second halfhe
would blow my head off.

“He could have killed me, but he probably
went home to his wife and kids and thought
nothing aboutit!” ®
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Pete Townshend and Kit Lambert formulate the

magnum opus that will haunt The Who for 40

Townshend and co-manager Kit
Lambert-knewtheywerein trouble,
sndnotjustfinancially. Adam of debt had
'z threatened to become atorrent thatwould
seover the group’s collective head, but the
= zh-livingLambert, with anaristocratic
*sregard formere money, gambled on the
sigpayday.
“ore pressingwas that The Who were being
=1 behindinthe psychedelic surge that had
ursedthrough pop over the lastyear. If The
Vhoweretokeep pace, agrand gesturewas
~eeded, something thatwould surpass their
sackreputation asasingles group. Townshend
=nd Lamberthad just the thing: arock operal
tjustaclever conceptrecord, butafull-
~ownsymphonicwork withassorted
naractersandamythicstoryline. The nine-
= nute ‘'mini-opera’ thatclosed The Who Sell
rwould beasnothingalongside thisnew

I B Y MID 1968 The Who —atleast, Pete

~oera houses of New York and Moscow.
wnshend hasalwaysbeengenerousin
- "uuringtheinputofhismanagerinm
umy. Thereare various stories about
sumy'sgermination, butallinvolve Lambert.

cus, whichwould opensimultaneouslyinthe |

vears. “Fromyou, I get the story...” By Neil Spencer

One, related by Who chronicler Richard
Barnes, isthat Townshend played Lambert
ajokesongcalled “Gratis Amatis", in which
voicesrepeated the title endlessly, and
someonesaid, ‘Soundslikearockopera’,
atwhich point Lambertlitup with “Now
theresanidea”.

It'simprobable the notion hadn’t already

| crossed his mind. Oxford-educated, Kitwas

theson of the gifted classical conductorand
composer Constant Lambert, whose works
attempted to unite jazzand classicism, much
inthevein of Gershwin's Porgy And Bess. But
whilehis 1927 piece, Rio Grande, was a success,
Constant's 1951 swansong, Tiresias, had been
metwithdisdain. He died soon afterwards, a

| brokenman. Kit's friend, Simon Napier Bell

| (manager of The Yardbirdsand, muchlater,

| Wham!), hassuggested that the teenage Kit

| carried thewound of his father's rejection,

| and saw Tormmyas a perfect chance toredeem

hisreputation.

Maybe, but Lambert, installed as producer,
stillneeded his 23-year-old protégé to writeit,
Townshend, ever the obsessive, threw himself
into the project. There was no shortage of ideas.
Infacttherewerefartoo CONTINUES OVER »

1 Overture # 4 # &

2It's ABoy » &%

31921 %%

4 Amazing Journey # s

5 Sparks * %% %

6 The Hawker # % # %

7 Christmas + # 4

8 Cousin Kevin % %

9 Acid Queen & # %

10 Underture % % %

11 Do You Think It's Alright
RN

12 Fiddle About # # %

13 Pinball Wizard # # 4+

14 There's A Doctor + #

15 Go To The Mirror + %

16 Tommy Can You Hear Me
Jrddk ko

17 Smash The Mirror #+

1B Sensation % #*

19 Miracle Cure #*

20 Sally Simpson # 4 %

21 I'm Free 4% %

22 Welcome +

23 Tommy's Holiday Camp
ok

24 We're Not Gonna Take It
ek

RELEASED: May 23,1969
LABEL: Track (Decca in US)
PRODUCED BY: Kit Lambert
RECORDED: IBC Studios, London
PERSONNEL: Roger Daltrey

(lead and bk vocals, harmonica,
tambourine); John Entwistle (bass
guitar, lead and bk vocals, homs);
Pete Townshend (guitar, lead

and bk vocals, keyboards, banjo);
Keith Moon (drums, bk vocals,
percussion); Simon and Paul
Townshend (bk vocals)

HIGHEST CHART POSITION:
UKzZ; US4
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'Irm nshend’s fertile imagination,

Townshend tinkers
with Ti inhis
home studio, 1969

manyofthem careeninground

THE CRITICN’
VERDICT

"Pretentiousistoo
strong aword; maybe
over-ambitiousis the

rightterm, but sick
certainly applies. One

linegoes, ‘Sickness
will surely take the
mind.'Itdoes.”
NME, M E3

ar n[t\"n!md

“Atatime whenpopis
undergoingaperiod of
heavy criticism, this
achievement should be
acknowledgedasan
important facelift
tothe battered
imageof pop.”

CHRISW
MAKER,M

af, dumbandblind b:::}'.
ttold Rolli
inautumn 1968,
mg,lhm 1s basicallyas
ionswhichwe translate

emplate for Townshend'shero
Helen Keller, the celebrated American
adbeenborn
erlearningto
speak-1¢
story—Kellerbecame a féted writer and radical.
HerdeathinJune 1 gec oved

e

and me giving Kit hell. " Entwistle
L-miurf.-dl]‘u:' ' t:\-‘{t{:h:ms
sullenl ynoidea

characterswere,’
Ox, whononetheless rose to
ionwhen Pet
ebetter

when he ikhulhp]nhitdl]\ and
sexually abused.
The precise plotline, typed up by
thetire ambert, wobbled
mingly. Atitsheartisaboy
f, dumb and blind by an

ing themurder of

For Townshend, one of the liberating aspects

r-fthr.-u'nle\\-‘;1:.th'—ﬂil\\'uscleci qdlynot

_|1_[i|1[;;1hum' gs.
3studios, the group worked and
vorked Townshend’s ingmaterial,
demosanc ps, withlengthyadjournments
tothepub. robably didasmuchtalkin
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2004 interview u -e'.r h Uncut, reprintedon pl22.]
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Townshend play

TR

3 ion that Tommy
zard at pinball. dwhen
aroughmixtojournalist
ohn,af l““\.\ sharps
hnwas nonplus
ncePeteaired thei

Later, Pete cited Baba's teachings about the
importance of playinsupportofthe song.
ynwas “Tommy's Holi
np”, written after Kei
Butlinsasthegatheringplace
congregation. Tow
drummerthe songc
Several songswere adapted from whatw
hand. Alinef '
“Glow Girl"™-"It’sa

asanon tourlove call.
arrivedafteraDoorsgigin N
Townshend had witnes
1_'.nu[)l‘ml\.-'t;t"clll'it\'r
Morrison's
Vhe -
Material we on-road testingduringa
< UK tour, whichwasmeant to
coincide elease fortheall-
nupnr['m[t hn«im narket. Therel ate
'ds. Workingin the studio,
rered up cash, but Lambert
onwards, withendle

1under Jim
5. “Underture”

Lambertand resisted by Townshend,
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lherewasalwaysuncertaintyabout the
nic outcome. Lambertwas a conceptualist,
tatechnicianwithtrained ears, and heleft
restudioset-up to Townshend and engineer
:mon Lyon-Shaw. Lambert’s reluctance tolet
egroupoverdubsiruck them asat best
srverseand at worstsinister, aplotsothathe
uld later overlay an orchestral score without
nsent, Entwistle and Townshend played
enchhornand keyboards, but
nerewasnoorchestra. And
reither Kitnor Pete were
eorge Martin.
Lambert'sinstinets proved
und. Itssimplicity meant
smmycould be playedlive. The
albumhasawarm, uncluttered
‘eel, withvoices tothe fore
:longside the bravuraplaying of
lownshend, whose innovative
:coustic guitar, precisionstrummed and laced
vithnimble fingerpicking, dominates the
record. Moon found the sound “very un-Who-
ke, Alotofthe songswere soft, we never
niavedlike that." The band would send
cervone'searsringingwhen they debuted
immyliveat London'’s Ronnie Scott’s, butthe
softness ofthealbum’s mix—“deliberate
slandness” Pete called it-worksinits favour.
Lambert, knowinghehad madea
nasterpiece, claimed with atheatrical flourish
iathehadburned the master tapes. No-one
yuld messwith his creation. Yetdecadeslater

E WHO SINGLEN

PINBALL WIZARD/DOGS, PT 2| UK#4, US#19

amastertape copyshowed up, enabling 2004's
SACD re-release, which expandsthe original
albumto43 tracks. Townshend, too, stood back
from his creation with asatisfied sigh. Afterall
theuncertainty, somehow “itcame out asif
we'ddoneitallinone breath.”

Masterpiece Tommyremains, Dissenting
voicesatthe timecentred on the sexual abuse—-
“Sick!" declared D] Tony Blackburn—-and
whether Tommywasa ‘real’ opera. The music
wasunanswerable. The blazingexuberance of
thelead single, “Pinball Wizard", marked the
return of hit-making Who, but the ambition
and diversity of Tommy, its mosaic ofsongs,
instrumentals, linksand voices, tookeveryone
aback. ltcameasadoublealbum housedinan
enormous triple-fold cosmic cover designed by
International Timesartdirector Mike
McInnerny, afellow Baba follower, withan
illustrated booklet for thelibretto.

Plotlineapart, insidewasa musical feast.
“Overture” isamagnificent statement of
intent: ethereal voices, rompingguitars,
cavalcades of tom-toms from Moon, all
whooped along by Entwistle’s French horn. “Tt
gives acontinuity to individual tracks,” said the
converted Townshend. "Overture” opensinto
aricharray ofstyles; nuancedlovesong
on“1921"; stratospheric psychedeliaon
“AmazingJourney" and the meditative
“Sparks”, the latteramaster classin rock trio
dynamics. Alltheseare followed by the
transmutationof Sonny Boy Williamson's
“Eyesight To The Blind" from rhythm and blues
staple to Bayreuth-sized drama, helped by
Moon's timpani.

Then come the torments of Tomimy: exclusion
from family Christmasand from prayer (“How
can he besaved?"), torture by Cousin Kevin (a
bullyfamiliarto everykid); assault by the “Acid
Queen”, whorepresents Townshend's “sinister,
feline, sexual thingaboutacid”. And, of course
themurky “Fiddle About”, dragging the taboo
ofchild abuseinto the spotlight. Then there's
theheadphones-on blankcanvas of
“Underture”, the dancehall grotesque of

UNANSWERABLE

“Tommy’s Holiday Camp”, and instantly
memorable chantsof “Tommycan you see me?"
and “Goto the mirror bay”.

The narrative “Sally Simpson” (perhaps
the only misfit here) issandwiched between
twomemorable Townshend songs, the breezy
“Sensation” oozing youngman confidence,
and “I'm Free", withitsinsistence that
“freedom tastes of reality”. These, said its
creator, were “verymuch Baba, songs of the
quietexplosion of divinity. Theyjustrolled
offthe pen.”

After thedownbeat waltz of “Welcome”,

I'M FREE/WE'RE NOT GONNA TAKEIT | US#37 |

“We're Not Gonna Take It" makes foran over-
compressed and slightlyunsatisfactoryfinale.
Thenumber has simply simply too many jobs
todo. Ononesideitarticulates Tommy's
teachings (some Baba-like, others crass), and
ontheotherthe voices ofdisillusioned
followerswhose chorus had originally been
imagined asan anti-fascistcall. The anthemic
“Onyoulseetheglory”lines, reprised from

“Go To The Mirror” and from “Overture”
arereallyaseparatesong, amagnificent piece
of bombast that would, of course, shakearenas
foryearstocome.

Aside from a squiffybitof mixing here and
there, whatwasn'ttolike? Tommytouched
many cultural G-spots: Pop Art, psychology,
working-class geniuses, religion, the spiritual
quest, and the idea that rock itselfwas
becominga ghastlycult,afear played outin
Peter Watkins' 1967 movie Privilegewith singer
PaulJones. Townshend undermined thatidea
byproposinga purerstrain of spirituality, the
individual quest.

Tommywasaninstantand enormous success
—payday!-shootingto the heights of the charts
on bothsides of the Atlantic, attracting rave
write-upsand pullingin admirers from
classicalcircles. Atits 1970 performanceat
New York's metropolitan Opera House
(Moscowhadn'thappened as Peteand Kithad
intended) the composer of West Side Story
himself, Leonard Bernstein, was effusive,

Entwistle’'scomplaint that Tommyturned

TheWhointe “snobrock...
theband Jackie Onassis sees”
misses the point. The Who were

DISSENTING GRITICS FOCUSED . nowbeingtakenseriously. The
ON THE SEXUAL ABUSE. BUT -
TOMMY'S MUSIC REMAINED .

PopArtassaultonthecitadel of
‘high’ culture had been
successful. Itwould keep the
band inwork, and Townshend
ininterviews, foryears, untilthe
deafdumb and blindkid grew
wearisome. But Tommy,
endlesslystagedand filmed, had acquired a
lifeofitsown.

Is Tommyanopera?Itslack ofarias, partsand
stringssaysitisn't. Butitisarockopera,an
electrified, portable artform fit formodern
times and creatively ambitious young men.
Moreover Tommyshareswith ‘real’ operatwo
vital qualities; memorable melodiesand
mythological truth. Tommy Walkerisan
archetypal hero, ano-one plucked from
darknesstobecome asomeone. Notamessiah
but, like his youngcreator, perhaps the
redeemerofhimself, ®

THE SEEKER/HERE FOR MORE | UK#19, US#44
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Live at Leeds

How do you assert yourselfas the most potent live band in the
world? By knocking offa few old covers in anorthern university
dining hall, obviously... By Andrew Mueller

quantities of people excitedly anticipate

lTCAN NOT BE often thatmeasurable
spendingValentine's Day in Leeds. In 1970,

| however, the coupleof thousand folkwith

tickets for thatevening'sshowin the Art Deco

refectory of Leeds University have their reasons.

TheWhoarein town. Sixyears and fouralbums
aftertheirbeginningsasarambunctious
R'n’'Boutfit, trashing blues standardsand their
owninstrumentsin grotty London pubs, The
Whoare properlyaccredited Transatlantic
rock'n'roll deities.

Bythetime TheWhoarrivein Leeds, theidea
ofalivealbumhas been gestatingforawhile, as

ameansofbottlingtheirextraordinary onstage |

potency, and of pluggingagap intherelease
schedule (workon their fifth studio album,
Whao's Next, won'teven begin until the next
year). The Who haverecorded dozens of their
recentshowsinthe United States, where their
bandwagonis careeningatafearfulclip, the
group ever more courted by the legendary
rock'n'roll venues as they grow ever less
welcome at reputable hotel chains.
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Within thelastyear, The Who's US
engagements have included three-nightstands
ateach of Detroit's Grande Ballroom, New York
City's Fillmore East, Chicago’s Kinetic

| PlaygroundandSan Francisco’s Fillmore West.
| They'vealsoplayed at Woodstock, inbetween

Sly & The Family Stone and Jefferson Airplanein
thedawn hours of Saturday morninga

performance memorable for astage invasion by 5
| indefatigable hippyrabble-rouser Abbie

Hoffman, who wantsto protestabout

something orother,and whom Pete Townshend |

instructsto “Fuckoff my fuckingstage,” before

| swattingtheagitator withhis guitar.

Therearehoursoftapesawaitingeditorial
oversight. The taskwillrequire, as such tasks

do, time and patience, commoditieswithwhich

The Who are not presently overburdened.

| Evenbytheirstandards, matterswithinthe

campare fraught. Though theirreputation for
misbehaviouris deserved, the consequences
oftheirhellraisingtodate have been largely

| harmless (whichevermembersofahotel's
staffare tasked withextracting conTnuEsovers |

FTRACKMARKS

1Young Man Blues % % ¥

2 Substitute % & & xx

3 Summertime Blues % # % *
4 Shakin' All Over 4 # 4 & %

5 My Generation #

6 Magic Bus * * %%

RELEASED: May 16,1970
LABEL: Track (Decca in US)
Produced by: Jon Astley, Kit
Lambert and The Who
RECORDED: Leeds University
PERSONNEL:

Roger Daltrey (vocals);

Pete Townshend (guitar,

bk vocals); John Entwistle
(bass, bk vocals); Keith Moon
(drums, bk vocals)
HIGHEST CHART POSITION:
UK3:US4
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Moon: “We have
good ideas, but
notalwaysa
good sound™

which canthese days, happily, be
replicated with some minor tweakingofan
Tunes playlist.

Theoriginal Live At Leedsbeginswith “Young
Man Blues”, a '50s-vintage Mose Allison song.
Thoughitwasthe fifthsong TheWho played
nthenight,it'saperfectopeningforthe
Allison'saffablejazzshuffle
barelyrecognisable rumble of
ppelinesque heavy metal blues, drums, bass
nd guitarscascadingwiththedisparateyet
irpose ofan
whecarryingvillages
wnanAlp. Itmust have
nculcated fearful vapoursin

versattracted to Live At Leeds

theartschoolsmartnessof

e Who Sell Out, the

Jodramaticambition of

nmy, or the foppish pop of

Whao's better-known singles.
3.2 =vealingly, inaninterview
Leeds University'sstudent
izineon the day of the show,
nshrugs, “We don'tmake particularly
{records. We have good ideas, but not
svsagood sound. Weare difficult to record

m, sculpting

4

it Leeds, isewedon'tworkany differentin the
ioonstage—~drumsticksarein theair

sCD =n theyshould be on thedrums, andarms

(erpts flving when theyshould be on the guitar.”

ually se who bought Live At Leeds because they
sedin ced thesinglesthey'dheard on theradioare
the watleastthrownabonewitha thrillingly

dfrom ~skswipeat “Substitute”, lifted fromwhat
: thenight, essentiallyamedley of
i-pleasers, introduced thusbya
e any roically snotty Townshend: “Three hit
: zles fromour pastforyou... thethree
st ‘Substitute’, whichwas ourfirstNo4,
mplain whichwasourfirstNo1in

ourfirstbighitrecordinthe
I'mABoy’,whichaccordingtothe
kerwasourfirstNo1inEngland, I
sauthalfan hour.”

restofthe firstsideofthe original Live At
wer versions. The Who'sabrasive
ertime Blues”, thoughithas
ftheir live setfor yearsby this

point, hasthe easy, spontaneousfeel ofaband
wingingitinrehearsals, its middle-eight
meandering from the taut rockabilly of the
originalintoaloose-limbed jazzjam.
JohnnyKidd's “Shakin’ All Over” is similarly
supercharged, stripped utterly of the louche,
lounge-lizard posestruckby the 1960 original,
andrecastasaprimal, priapichowl. The Who's
arrangement of thissongabandons the script
altogether for protracted periods, descending
intoafuryreined in justshort of total chaos. For

THIS IS ROCK’'N'ROLL UP CLOSE,
AND UNTRUMPABLE EVIDENCE
THAT THE TRULY GREAT
GROUPS AREFAR MORE THAN
THE SUM OF THEIR PARTS

far from the only time on this album, it's hard
tosay whether Townshend'sguitar, Entwistle’s
bassorMoon'sdrumsare thelead instrument.
IfDaltrey's vocals occasionally err towards
sweaty bellicosity, it maybe the consequence
ofbeing one of the fewlead singersin history
who has serious cause to wonder whether
anyone's payingattention to him.

Side Two of the original Live At Leedsholds
justtwotracks. The firstis aversion of "My
Generation” spunoutto more than 14 minutes,
including several excerpts from Tommyand
moreof theviolentinstrumental eruptions
which characterise Live At Leedsasawhole.
Thesecond is"Magic Bus”, extended toamere
seven-and-a-halfminutes, The Who taking
longerover thesong's monstrousending than
theydid over the recorded version of the song.

Theadditions to LiveAf Leeds thathave been
made overthe decades dodilute the thrill ofit
insome respects: theoriginalremainsan
unbeatable swiftcleanse for the jaded palate.
But the expanded versionsremindallatonceof
whatagreatand whataprofoundly weird
group The Whowere. Theirbare-boneslineup

TOMBMY EP| TRACKLISTING: OVERTURE/CHRISTMAS/I'M FREE/SEE ME, FEEL ME

—guitar, bass, drums, vocals—means that at
everypointonthealbum itis possible to hear
preciselywhatevery memberofthe groupis
doinginrelation to the others. Whatis
startling, when the individual contributions
areconcentrated uponinisolation, ishow
rarelyitsoundslike any of them are playing
the same song. Moon’s thunderous patterns,
Townshend'seloquent powerchords and
picking, Entwistle’s frequent deployment of
thebassasthelead instrument, Daltrey's
pugnaciousroar, allfeel like laws unto
themselves. Listen toitall at once, though,
andyou're hearinguntrumpable evidence
thatallthetrulygreatgroupsreallyaremore
than the sumoftheir parts.

You'realso hearing, on Live At Leeds more
thananywhere elsein The Who's catalogue,
prophecies oftheirinfluence. Hearingit40
yearson, you hear notonly The Who, but
everythingThe Who inspired whichis, where
Britishrock'n'rollis concerned, almost
everything. Itrequireslittleimaginationto
thinkof PeterHook learning here how the
bassguitarcanbe more thana plodding
observerofthe beat, of Mick Jones
understandingthe breadth ofrage that can
bewrungfromafretboard, of Graham Coxon
realisingthattheredoesn'thavetobea
conflict between studied artistry and
unbound rock'n'roll, of Johnny Marr
figuringouthow three soloing
instrumentalists can cohere
intoanaccessible pop hit.

There’salsoanargument to
bemadethat LiveAt Leeds
succeeded creatively, critically,
commercially because ofwhat
itwasn't. Most live albumsare
monuments builtbyartists to
themselves, recordedinthe
most prestigious venue they'll
ever play, the onstage sound
lifeless, the crowd reducedtoa
backwash ofadoring tinnitus,
all mistakes excised in the edit.

Evenifthe showwasagood one, listeningto
the recordingofit tends to be akin toyour
experience ofaterrific holiday thatyou only
know fromafriend’s postcards. Live At Leeds,
tounederstate matters recklessly, does not
suck: The audienceis smallenough that you
can hear individual whoops and whistles, the
microphones sufficiently sensitive to pickup
between-songcoughsand mutters. Itis
rock'n'rollupclose.

Live At Leedsisnowan established pillar of
rock'sorthodox history, to thealmost parodic
extent thatthe site ofits recordingisnow
commemorated by a Civic Trust blue plaque
(in 2006, The Who celebrated the unveiling of
same byplayingareturndateat the venue,
and eternal kudosis due The Yorkshire Evening
Postforits caption onapicture of the ticket
queue: “HopelBuy Before [ Get Cold"). Itis
citedas the greatestliverock'n’rollalbumofall
timewith predictable, and therefore
annoying, regularity. Butthat doesn'tmeanit
isn't. Sometimes, conventional wisdoms
become conventional because they'rewise. @
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RAY STEVEMSON/REX FEATURES

‘IF WE GO ON AT THIS RATE

WE'LL BE THE

BIGGEST
GROUP

IN THE

Inthe wake of Live At Leeds, Pete Townshend takes time out to

reflect on The Who's formative years.

hears

Townshend’s tales of Acton and beyond, and discovers an
ambitious man riddled with insecurities, not least a neurotic
obsession with his guitar-hero peers. “l was terribly hurt that
nobody said Hendrix was copying what I'd been doing...”

WHEN YOU COME to consider the

the glittering superstar aura that
surrounds the group and the
adulation in which the fourwest
Londoners are held by millions of
fans throughout the world, it
would seem safe to assume that
Pete Townshend, their accepted
leader, is a supremely confident
man. But thisisan unsound
assumption.

When talking about his music, and his guitar
playingin particular, Pete often reveals a degree
ofbewilderment and sometimes chagrin. He openly
admits that groups like Led Zeppelin can hold

amazing success story of The Who,

The Who's advance back, and he still speaks with
anair of hopelessness when on the subject of the late
Jimi Hendrix.

Aswesatin the lounge of his riverside house at
Twickenham, Pete recalled the days when The Who
were still trying to find themselves.

“I couldn't find a model guitarist I could focus on,”
he told me. “Tused tolike John Lee Hooker and Steve
Cropper. I thought George Harrison was very lame,
Keith Richard couldn't tune his guitar—he still
can't! Somehow we became aware of The Yardbirds
and we incorporated the things they were doing
into our act without ever seeing them—it was done by
word of mouth.

“lincorporated something into my style which
Clapton hadn't discovered, which was conminues overs

THEWHO | ULTIMATE MUSIC GUIDE



feedback. | discovered it by accident because I
wanted myamps to be bigger than I'was; this
was image consciousness again. Iwas the first
person to put two Marshalls on top of one
another and this, to my mind, originated the
stack. Because the amps were directly
opposite the stack, when I turned round

I got feedback.

“Afterthat, I never looked at another
guitaristand worried. Iwasn'tintimidated
any more. I was a guitaristand asongwriter
and I could swing myarm, so Iwas confident.”

When The Kinks and later The Beatles
used feedback, Pete was more than pleased,
but his feeling of well-being wasn't to last
long. Justwhen he believed that he was
all setas a guitarist, Jimi Hendrix marched
onto the scene.

“The first guitarist that really knocked me
out was Clapton again about three years later,”
Pete went on. “Iliked the fluid style. | had
seen himwith Mayalland hated it, I couldn't
stand thatkind of blues. I always thought of
myselfas an individual guitarist. The first
time I saw Ericwith Creamwasatagigina
theatre somewhere.

“Very soon afterwards came Hendrixand 1
don’tthink anyone directly influenced me
more. He was the first man to come in and
walk all over my territory. I feltincredibly
intimidated by that.”

Itdidn't only happen once, there were
several occasions when Jimi shook Pete.

“We had our own show on at the Saville and
we were feeling very, very nervous aboutit,” he
admitted. “Kit Lambert made the terrible
mistake of putting Hendrix on before us and
when he ended by using feedback and
dropping his guitar on the floor [ was terribly
hurt by nobody saying that he was copying
whatI'd been doing. My guitar smashing was
an extension of feedback and arm swinging,
Hendrixincorporated itin a verysilky
movement and the blues.”

The next time Pete felt put out by Jimiwas at
one of the first mammoth US pop festivals.

“Monterey—more Hendrix intimidation for
me personally,” he sighed. “Itwas
rightin the middle of the
psychedelic era and we brought
the place down with the smash-up
routine. We went on before Jimi
and hewenton and did the same
thing, and again we felt cheated
because ourimpact had been
halved. Itwas only since Jimi
stopped working a lotin the States
and Cream broke up thatwe
started makingit. There's always
been a hidden audience for the
guitarist—I thinkit's mainly
younger boys—thatcould make a
guitarista star overnight.”

Ofthe period when Jimi
suddenly happened, Pete says: "It
was about that time that we really
began to change. Ilbecame
conscious of myselfas a guitarist

| andstarted towrite in a way that would allow

myself more expression. We played a Murray
The K Show in the States with the Cream and
we both had 10-minute spots in which to show
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ourselves. We made a far biggerimpact

because of our smoke bombs and guitar

smashingand things. There was a fantastic

amount of paranoia, I was always conscious of
myselfas aguitarist when Eric was
around. Il made myself much,
much more positive and used it as
an expression.

“The news spread like wildfire
about The Who but we didn’t
steam back in quick enough. By
the time we went back to the
States, the Cream were superstars
and we had to fight where we felt
we didn't have to fight. We were
alwaysreviewed in thelight
of the Cream.”

Justlately, Pete has begun to feel
more satisfaction with the
directioninwhich TheWho is
heading. He's witnessed alot of
changes during the group's career,
but now feels thatifthe rainbow’s
endis ever to be reached it may not
be a much longer journey.

“We were so hyped up on ourimage that we
couldn’t see what was going on,” he stated.
“It's only since Live At Leeds and Tommy that
we've balanced up our music. The reason why

==L &y

8% Townshend in1969 and, above
| right, aged10,in Douglas, Isle
Of Man, summer 1955, with
' childhood friend and fellow
musical explorer Graham
Beard (left in pictiira)
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aWho performanceis an exciting thingis that
there is alotofhistory there. You know that
Keith is going to be excited but you don't know
in what way. The Who have moved up the
rungs of the ladder of success at an incredibly
slowrate. There's an evolution in the group
going on and now there's an evolutionin the
music —now we can hold our own against
grotips like Zeppelin who are completely
musically based. We're breaking up the jinx of
being a guitarist group.

“The first time [ saw Zeppelin it seemed they
were regurgitating all the musical clichés of
pop. Theyare a group’s group and now The
Who are beingaccepted as a group's group,
But we'll never be the ultimate group while
there are groupslike Zep around.”

Occasionally, Pete's train of thought seems
to ramble a bit and he switches subjects
before the listener has had time to take them
in. When seen as the printed word, however,
one of his rambles can give the reader an
insightinto Pete’s complex mind and the way
inwhich he likes to speak on a variety of
subjects concerned with his music.

Forexample— "It was theimagearound the
group and everything about it that enabled
me to find myselfas a guitaristand
songwriter. I think about the Small Facesin
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make a day-to-day business out ofit.
That was what was so excitingabout the
business aboutsix yearsago, everyone
wanted to be as big as the Stones or The
Beatles."

Pete Townshend almost always
achieves his ambitions and thereis no
doubt about the outcome of his bid for
stardom. Ithas been along, hard, slog
for The Who with various setbacks
cropping upand, as Pete explained,
various other groups sometimes
standing in their way.

One of the most important factorsin
The Who's success is the length of time
that Pete, Roger, Keith and John have
been together. Not just as The Who or
The High Numbers but before then as
schoolfriendsin Acton. Because they
know one another so well, theyare able
tomake allowances for each other’s
mistakes and faults, and the type of
squabble that may havebrokenup a
lesser group has been smoothed over by
The Who whenever it has occurred. To
understand the closeness between the
four members, one hasto travel back in
time several years, to the days before

The Who had even been conceived.

the same way. None of them were particularly
orillianton their own, but they were a very
together group, they knew good music when
thevheardit. They didn'ttry to make
individual statements.

“Eric Clapton always talks about his guitar
=ndlalwaystalk about rock and the ethics of
rockand whyit's lasted so long and what
people getout of it. Eric had the stage act
and I had the music, and Jimiwas all that
=olled into one. Jimi doesn’t need musical

~ituaries. [t was either going to beabomb
“-oppingor Jimi Hendrix happening - people
inew, theyfelt something was
zoingto happen. The impact he
made was enormous. He was
there, you didn'thave to see him
or hear him to know thatitwasa
pointin musical history.

“KeithMoonisso defined in
what he does and the way he
doesitthathe was never
conscious of anything until he
started to figure in drummers’
chartswith people like Ginger Baker. He's
never been adrummer's drummer, but today
people say ‘technically  don't knowwhat he
does or the way that he does it, but it works.

“The Who will probably last longer than
most groups but will probably never reach the
status that these other groups have reached. If
we go on at this rate we will be the biggest
zroup in the world because slowly we're
realising all our ambitions. We're agroup that
can pullitout of the hat yet again.

“I'dlikeit to reach the stage where like Sinatra
and Ella get ‘Are They Still Stars?’ features
written about them because their latest record

vasn'tahit, we had thatsaid aboutus.”

“WEKNEWWE were going to be stars. We
ntered the business to become stars, not to

]

Pete's parents were both musical, his
father playing saxophonein The
Squadronaires and his mother singing with
the band for a while before Pete was born,

“My father was essentially a pop musicianin
his day,” Pete pointed out. “Idread to think
what would have happened if [ had been
brought upin a classical family."

Herecalled atime when he was veryyoung
and had to pretend to be older so that he could
get into Butlins ballroom at Filey to see his
father play, and how he meta Texan cowboy
there. “He promised me a harmonica whichI
never gotand in the end I think I had to shop-

lift one a couple of yearslater,” he admitted.
Pete sangin a church choirin Acton, “butl
didn't have enough projection or a posh
enough accent to getleads.” Even so, he still
had no real outlet for his musical talents.
“There was a period when I was terribly
negative, [ didn'tknowwhat to do,” he said. “1
was proud of my father but I didn't like
listening to his music on the radio, second-
hand inaway. One of the things that fashioned
the musical frustration for me was that my
parents didn't have a piano or a record player,
which is incredible for two musicians. They
stillonly have a record player which the kids
play old Who records on and jump all over. An
auntie on the Isle Of Man had a piane, butall
the time I was searching for an instrument.”
Through his father's connections, Pete

used to go along to press previews of films
with his friend, Graham Beard, and on one
such excursion something happened that
was to shape Pete’s musical career.

“Rock Around The Clock did it for me,” he
revealed. “Thadn't been into rock'n'roll before

| that. Beard gotinto Elvis Presley, who T had

neverliked. He gotinto the guitarand used to
look in the mirror to act up. Afterawhilel
decided the guitarwaswhatI wanted. My
granny got me my firstguitarand itwasa
very, very, very bad oneindeed, though it cost
heralotof money. It's important to get a good
instrument for kids. I fought tooth and nail
withit for a year and finally gave up because it
wastoo bad.”

He got a mandolin banjo from a friend ofhis
father's, started to play trad jazz of all things
and decided eventually that he could play
with other musicians. John Entwistleand a
chap called Phil Rhodes had a group goingand
theyasked Pete to join.

“Iwas 13 at the time and I'd been buggering
about for two years on guitar without getting
anywhere,” Pete recalled with a smile. “Tknew
theyexpected me to play soIrushed outand
got achord book. They were fairly impressed,
which I couldn’twork out. Perhaps they
thought ifyou could play three chords you
could play the rest.”

The group had a variety of names, like The
Aristocrats, The Scorpions, and The
Confederates Jazz Band, and they used to go

alongand see Acker Bilk playalot. Petegota£3 |

Czechoslovakian guitar from his mother’s
antique shop and finally decided that the
guitar was the instrument for him. By this
time, John had made himselfan electric bass
guitar fromaplank of wood and he and Pete
formed a group with two boys from Acton
County School.

“We played Shadows numbers, which must
be the cliché story, but that's the way it was,”

Pete told me. “There just
weren'tany other groups
around. Iwas terribly happy
with it, people quite liked us
anditwasincredibly exciting
whenwe appeared in front of
- anaudience. It gave me new
& confidence-Thadn'tmade
: itvery well with chicks, and
atthe time when my mates
started to get it together with
chicks I was getting into the guitarand it
became an obsession.”

John left the group and joined Daltrey’s
Detours and then Pete joined as thythm
guitaristatJohn'ssuggestion.

“Itbecame’a good social thing, the
dmmme_:r:s fatherranusaboutinhis
Dormobile and we gotalot of seaside gigs.
We did an audition at Peckham Paradise Club
for £7 anight, which we thought was very
good. Eventually we chucked out the
drummer and his father-manager.”

Roger dropped the guitar and started
singing so Pete switched tolead guitar,
“butIcouldn't play properly and I builtupa
style around chords. My favourite group was
Johnny Kidd And The Pirates with Mick Green
on guitar, That'swhere we
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FreshFaces: The
HighNumbers, 1964

first heard R'n’B second-hand.”

After a certain period with a manager who
thought of the group as his pets and believed
he could make them stars overnight, a
recording audition with Philips cropped up.

“Chris Parminter, who ran the audition,
didn'tlike the drummer so we kicked him out.
From the pointwe found Keith itwasa
complete turning point. He was so assertive
and confident. Before then we had justbeen
foolingabout.”

Through Peter Meaden and Guy
Stevens, Pete got to hear Tamla
Motown music and they played
“Got To Dance To Keep From
Crying” at the Scene Club near
Piccadilly Circus. Pete wrote his
first song called “It Was You”
which The Fourmostputona
b-side, but he stillwasn't doing
anything positive, he felt. Kit
Lambertbecame the group's manager and
taught them about stage makeup and hair dye
- "Slightly tarty at the time," as Pete puts it.

“I'd already got into the arm-swinging bit
and we were all dressed like mods,” Pete went
on. “The product of that erawas ‘I'm the Face’
and ‘Zoot Suit', bothlifted from R'n'B records
with the words changed. They sold about
three copies; Philips could make a fortune by
issuing them in the States today.

“We had a music that other groups hadn’t
discovered yet. The Beatles and the Stones
impressed us but they had such a defined
image that we thought there was agap there.
We were after aslightly more sophisticated
sound. We did an EMI audition and I was
compromised into writing, whichwasa thing
[wasn't keen to do.Iwas verymuchintoan
image thing-Ilived and breathed image. That
was the key word in those days.
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“Then I heard ‘You Really Got Me' onthe
radio and instantly knew that The Kinks had
filled the holewe wanted to fill. That sort of
musicalways came from over the water. |
thought thatif you want the heavy stuffyou
could write it yourself. Iwrote TCan't Explain’
just for The Who and it remains one of the best
things I've ever done. It was based on "You
Really Got Me', it just didn't have the
modulations. [ was influenced more by The

Kinks than any group—we weren't fans of
theirs, we just liked them.

“Shel Talmy signed us and it was then I really
gotinto writing. I feltIwas intimidating the
group by writing for them. I rowed with Roger
on ‘Anyway, Anyhow, Anywhere' revising the
lyrics, but that didn’tlast. He started believing
he'd actually written it.

“The next positive thing was ‘My
Generation’, to show what was going on. It was
asmucha defiance to the group as a public
thing. Ifelt]1was the only personin the group
who knew about dope. Keith was on pills but
I'd heard about pot. I alienated myself from the
group and this gave me a pivot point to stand
back and write and then join them in playing.

“Lo and behold, Lambert started producing
our records. He spent incredible amounts
of time with us and he changed mylife
fantastically. He'd listen to my demosand I'd

make alterations, When we met, | was the
young dropoutand Lambert was the opposite,
an ex-public schoolboy, very respectable -now
we've completely switched roles.

“Alotofpeople would think I'm terribly
square sittinghere inmy comfortable
suburban house with my wifeand ababy.
There has got to be a pointwhere Lambertand
I come together in our identities again soon.”

Returning to his recollections of the build-
up of The Who, Pete remarked:
“When we had a hitwith
‘Happy Jack’, whichwas avery
different sound for us, it
became obvious that the
musical direction of the group
was goingto change.I'd gone
back to beinginfluenced by
the Stones again. On.our
second LP, which is still about
ourbest, wereally discovered
The Who's music for the first time, that you
could be funny on arecord.

“Entwistle wrote for the first time. Hewrote
‘Whiskey Man’ and ‘Boris The Spider’. My
reign setaside as an individual from the rest of
the group was over and the group was
becominga group. [t was only then we sta rted
to work.musically together.”

Things snowballed until The Who reached
the envious position they are in today. The
outlook is rosyand everyone concerned with
the group is perfectly happy. What, then, does
Pete see for the future?

“I'dlike The Who to continue writingand
playing hard rock,” he replied. “There’snot
anothergroup thatis as complete as The Who
in everyrespect, There's no question of us ever
being happier doing anythingelse. If the group
stopped I don'tknowwhatI'd do. I'd make a
livingand be happy, but not so exhilarated.” ©
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Who’s Next

Meet the new concept, not quite the same as the old concept. The Who
return to the fray with an aborted film, sci-fi bombast, stadium anthems
and a new electronic weapon in their considerable arsenal. By Rob Young

HO'SNEXTSHOULD have been
“ aparadigm, awatershed,a

groundbreakingextravaganza
burstingthrough thebounds of whatrock
could, and had, everachieved before. Itended
asanine-track LP picturingfourmeninan
industrial wilderness, on an ashen slagheap,
pissingagainstaslabof concrete. It sure putthe
Who'inhubris.

And yet Who's Next turned out, forall the
stopsandstartsinitsinception, to berightup
therewith the bestofthe group’s output. It
beganintheemboldened aftermath of Tommy,
which particularly whetted Pete Townshend's
appetiteforapproachingtherockalbumasa
novel, oranepicballad, oranopera; asaspace
foragrand archingnarrative rather thana
succession of three-minute Pop Art bursts. If
LiveAt Leedsproved they could do stadium-
sized, anthemicrock—and deliveritat the point
ofsale— Who's Nextsimply punched that fact
home with even greaterweight, as well as
allowing Townshend's more experimental side
romanifest, in further exploration with
clectronics and synthesisers.

The flurry of notes from the VCS3 synthesiser
thatushersin thealbumis one lasting residue

of ‘Lifehouse’, the multi-platform project
which formed the germ of Townshend's post-

| Tommyplans. ‘Lifehouse’, he said later, was

“like the Brabazonaeroplane of the '50s:

| magnificentin conceptand appearance, but
| toobigtogetofftheground.” Agenerousview |
wouldbetoseeitasaworthy,indeed necessary |
| attemptto pickup the pieces after the Altamont |
| debacleand the generaldeclineof the

| counterculture. Analternate pictureisofa
| colossal, misconceived venture, neverproperly |

thought through, bornatthewrongend ofa

whiskybottle. Butwhicheverway youlookatit, :

theappreciationofthealbumisenriched once

yourealise whereits mostsignificant songs fit

into ‘Lifehouse”scrazy jigsaw.
Themainthrustwastowards makinga

| movie. Cinema, for Townshend at the time,

was “important... becauseit'sstill theonly
mediumwhich cancapture thelargeness of

| rock, the bignessofit.” ‘Lifehouse’ wasto be set
| inaMatrix-like future where themajority of

humankind are cocooned in ‘Lifesuits’,
feedingon entertainmentintravenously
supplied by the ‘Grid'. Therebelspiritof
rock’n’rollis preserved byoutlaws in the rural
outlands, and theclimaxwasto continvesover»

. 5 The Song Is Over # # &% *

L TRACKMARKS
1Baba O'Riley # % 4%
2 Bargain %% %%k
3 Love Ain't For Keeping #
= 4 My Wife %4

6 Getting In Tune # # #
7 Going Mobile # % %
8 Behind Blues Eyes # & ¥ %

9 Won't Get Fooled Again
e & & &

RELEASED: August 14,1971
LABEL: Track (Decca in US)
PRODUCED BY: The Who
(associate producer Glyn Johns)
RECORDED: Qlympic Studios, the
Young Vic Theatre, London; The
Record Plant, New York
PERSONNEL: Roger Daltrey
(vocals); John Entwistle (bass
guitar, brass, vocals, piana);
Keith Moon {drums, percussion));
Pete Townshend (guitar, VCS3

organ, ARP synthesiser, vocals,
piano); Dave Arbus (violin);
Nicky Hopkins (piana)
HIGHEST CHART POSITION:
UKL US4
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beatriumphantWho concertat the South
Bank, duringwhich the audience would be
throwninto euphoricrapture before
suddenlydisappearingas the police move
intoshutitdown.

Thefilm, initiallyintended to be directed
byKitLambert, wasa “portentous science-
fiction film with Utopian spiritual messages
intowhich were to be grafted upliftingscenes
fromarealWho concert,” asanolder, wiser
Townshend later categorised it. “Twassellinga
simple credo: whateverhappensin the future,
rock'n'rollwill save the world.” Again, easy for
Townshend tomockhis pretensions after the
fact, butunder theinfluence of Meher Babaat
the time, he wasattuned as never before or

sinceto thevibrations emanating and reflected

betweenThe Whoonstage and the audience,
‘Lifehouse’, itwas soon decided, wasto
expandbeyond the confines ofthe screen,
incarnatingasathree-nightresidencyat
London's YoungVic Theatre, a concert
performance piece with quadraphonic sound,
andinvolvingup to 400 peoplein “audience
participationrock”, tryingtochannel the
audience’slatent creativitytoshape the songs
as theywere being performed. Townshend
himselfwished to harness the dawning power
ofthe computer and electronic synthesiser,
withademonstration of cybernetic theory,
assigning each audience member theirown
personalleitmotifs generated froma computer
fed with biographical data (horoscopes, their
interests and bodily characteristics), which
would allbefed into a computer
simultaneously to produce a universal chord,
a“celestial cacophony” - the centuries-old
dream ofsonicvisionaries the world over.
Theylosttheirgrip onitsometimeinlate
1970. Kit Lambert, who had played such a solid
rolein Tommy, had decamped to New York, and
wasthereforenotaround to
translate Townshend's fevered
imaginingsabout ‘Lifehouse’ tothe
restof the group, who remained

synthesiser called an envelope follower, where
you plugthe guitarinand you getasortoffuzzy
wah-wahsound.”

These songs were designed to be BIG, and the

LPis phenomenally tight, focused, refreshed by

synthswhileatthe same time containingsome
of The Who's rootsiest moments, as well as
playingup the complementary qualities of
Daltrey's and Townshend's different voices.
Scurrying ARP-peggios open “Baba O'Riley”,
andanyone wishing to know theimpetus
behind the principalwriter’s thinking had all
theclues theyneeded right there in thetitle.
Meher Babawas the teacher, US minimalist
TerryRileywasthe preacher (comparehis 1967
meditational systems piece, “A RainbowIn
Curved Air"). Itintroduces the character of
Bobby, herelabouring unknownin Scottish
fields butlater to enter the urban
“teenagewasteland”"asarock'n'roll
saviour. Farming the fields awayto
thenorth, heis outof Grid range,

loyal, if quietly sceptical. They “AsuperbWhoalbum,  and doesn’'tweara Lifesuit. Dave
played one Young Vicshowin then; tum the bass Arbus’ electric fiddle adds arustic

el 71971 andrallied wh ey touch, “Bargain” has the intensity
February 197 all en uptomaximumto - “Barga eintensity
theyheardthe energyinthe tapes. getthat cutting, ofaprayerinits renunciation of all
Aboozy, six-day recordingstintat abrasive sound, and worldly goodsin exchange for
New York's Studio One culminated youcanimaginethe enlightenment: “Td payany price

: % i 5 i guitar-smashingat R g i X
withafinal falling-outwith Kit theend... For Justtowinyou/Surrender my good
Lambertand anervous breakdown uncomplicatedsheer lifeforbad...I'd call that a bargain/
for Townshend. Backin London, rock, it may well turn Thebestlever had.”And the band
producer Glyn Johns took the group ':f““b:“em?“ respond to the fervour: Daltrey
inhand, got them straight, booked mu;":::’;c;r th“fre imploring; Moona powerhouse,
some Mayand June dates at isn'tadufftrack. And with freeform fills that collapse
Olympic Studios, cut through the thereare plenty of bangontheoneeverytime.
songs' conceptual fatand pulled ahishlizhté;m Rejigged underJohnsfroma
. ROY CARR, M it %

outtheirheart. Wisilcgsmnginaccosll trailblazing rocker to aslow

"Once [a guitar] becomes
electrified,” Townshend told an
interviewerinlate 1971, “it'sturned into a giant
instrumentwhich can playto 60,000 people. It
canalso doalotofotherthings, aguitarcanbe
the control centre forasynthesiser. Aguitar
cangointoasynthesiserand haveitssound
takenapartand putbacktogetheragainina
differentform... On Who's Next, there's avery
simple one whichwe usewiththe ARP

THE WHO SINGLES
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WON'T GET FOOLED AGAIN/1 DON'T EVEN KNOW MYSELF | LIK#9, US#15]

rockingacoustic countrynumber,

“LoveAin'tForKeeping” evokes
the carefree, sensual worldinhabited by Bobby
and his girlfriend, Sally. Itseems connected to
“Going Mobile”, whichis thatrarestofanimals,
aconvincing Britishdrivingsong. Infused with
wildwood freedom, Moon's snareis wound
hyper-tightand the brief pauses before the
choruswriggle with glorious synthworms. In
isolation, youmight thinklineslike “I'don't care

|LET'S SEE AGTIDN,/WHEN I WAS A BOY | UK##16, LIS NOT ISSUED |
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about pollution—-I'm an air-conditioned gypsy”
were intended satirically, butin the ‘Lifehouse’
narrative, theyrefer explicitly to the disastrous
state of the environment.
Theonlyghostofirony, in fact, comeson the
one non-‘Lifehouse’ number, Entwistle’s “My
wife”. It'sa chugging, Ox-oid knockabout,
outlining the vengeful acts ofan enraged
battleaxe, and pierced with a stabbing brass
section, butthe piece feels throwawayin the
elev_afed company ofthe rest.
“TheSonglsOver” wassupposedtobe the
concludingsongin the movie, intended to be
played overadeserted dancefloor by, ofall
people, TheBonzo DogBand. It'shard to
imagineit played any otherway thanwith the
muscular, anthemic treatment given it by The
Whothemselves. Squelchingandsoaring
synthslend aRadiophonic Workshop-meets-
cosmicdiscotinge, and Nicky Hopkinsrings
outpealsofpiano. “GettingIn Tune” comes
across as most self-consciously partofafilm
musical, asong-about-the-act-of-writing-a-
song, veering between triteness and bombast,
Afterthe frenetic cruise of “Going Mobile”,
things gearright downinto the acoustic ballad
“Behind Blue Eyes”, the melancholiaofliving
with multiple fagades and anotherappeal to
Townshend's god to help him live without

| BEHIND BLUE EYES/>>



them. Afteragentlestart, withits Crosby, Stills
&Nash-stylevocal harmonies, the group
crashesinand Daltrey progresses to asnarl for
thelinesabout “When my fistclenches, crack it

open/Beforeifluseitand lose mycool..." Forafar

less pugnaciousapproach, see
lownshend's own home-
recorded versionwhich was
eventuallyreleased on 1983's
home demo collection Scoop,
where the songwascastina
much more wounded,
vulnerablelight.

And then comes that twisting,
throbbing VCS3 fanfare,
introducing the song thatwould
hardly everleave The Who's live set for decades
to come. "Won'tGet Fooled Again” mustbea
contender for the ultimate stadium anthem,
andits eight-and-a-halfminuteincarnation
here hasnone of the flab that description
implies. The recording was largely madein

April 1971 at Mick Jagger's Stargroves mansion,

usingthe Rolling Stones mobile—an otherwise
drunkenoccasion thatdidn't produce much
usable material. Townshend's fuzzed power
chordsblaze and crackle with revolutionary
righteousness; Entwistleand Moon chase
downitsracing pulsewith unusually sparing

> MY WIFE | US#34, UK NOT ISSUED

| BABA O'RILEY/MY WIFE | NON UK/US SI

embellishment, turningitalmostintoaspeed
thrash. Moon used to playitwith headphones
on, to keep timewith the electronicbacking
track, whichrequired somereining-in ofhis
wilder side—though he superblybuilds tension

THESE SONGS WERE DESIGNED -

TO BE BIG: THE LP IS TIGHT AND
FOCUSED, WITH SOME OF THE
WHO'S ROOTSIEST MOMENTS

inthesong’s final minute, witha clutch of
disjointed fills, before Daltrey's microphone-
shreddingyelland kiss-offline “Meet the new
boss/Sameas the old boss”. Allof the group's
efforts from the previousdecade seemto
suddenly focusand reach theirapotheosis
here. And this, surely, was the track which
would gatherup ‘Lifehouse”’s media-drugged
drones, fill them with ecstatic vibrationsand
then hurl themintooblivion.

It'sworth pointing out that, to these ears, the
CDremaster from 1995 outdoes the 2003
‘Deluxe’ set for clarity and presence. What the

NGLE|

JOIN TOGETHER/BABY DON'T YOU DO IT| UK#9, US#17 |

newer edition does give youis the YoungVic
show, plus outtakes from the abortive New
York sessions.

OnMay8, 1971, duringashort tourofthe UK,
the band were travellinghome froma
Sunderland gig, when, just
outside Sheffield, they
demanded thedriverstopthe
car. Moonieand the Oxhad
beendiscussingtherecently
released 2001: A Space Odyssey,
whensuddenlyalarge concrete
rectangle-reminiscentof
Kubrick's opening sequence-
was spotted thrusting through
the greyslagofanindustrial
dumpingground. Photographer Ethan A
Russell, who was accompanying themin the
car, snapped the group clustering round this
mysteriousstructure, eventually capturingthe
foursome zippingthemselves up moments
aftermarkingtheir territoryin nature’s way,
which ended up on the cover of Who's Next. Not
fornothing did Townshend once call Russell's
camera “thecivilised eye onanuncivilised
artform”:somehowthis crude image
condenses the essence of 'Lifehouse’ -rock
godsrunningfreeinateenage wasteland,
pissingon the monolith. ®

RELAY/WASPMAN | UK#21, US#39
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THERE'S

NOTHING
WORSLE,

N YOURE TRYING TO BE

SERIOUS,

THAN TO HAVE A

HUMAN

WASP

FLYING ALL oVER.
THE STUDIO!

All aboard the hovercraft! ROY CARR hitches a wild ride
to the empire of Keith Moon. There, he finds The Who's resident
lunatic, brandy in hand, living out his most extravagant fantasies,
pondering Hitler’s dodgy PR, and even revealing a-
hitherto repressed sensitivity.

ITWAS JUST another busy
afternoon along London’s
8| crowded Oxford Street-no
different from any other, Bustling
shoppers, tourists and tradesmen
went about their business.
Suddenly a chauffeur-driven lilac
Rolls-Royce oozed ominously into
the kerb and out sprang two of the
y most menacing, scar-faced
([LNRITVI 1100dlums in padded suits this side

of Chicago. Theyran to abald middle-aged vicar of
average build and beganto setabouthimwitha
horrifying and intense savagery.

“How dareyou!” exclaimed the astonished Man Of
God in ahaughty Oxbridge accent only justaudible
beneath the sound of the traffic and the awful thud of

| the blows upon his person. But the villains dragged
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him mercilessly towards the open door of the waiting
car, its engine quietly ticking over.

“I've never been so outraged inall mylife,” the
struggling victim screamed loudly at his assailants.
The crowd of onlookers froze, horrified, in its tracks.

“I say, have you no respect for the cloth?” was the
vicar's final futile plea as, amid threats and grunts,
this scuffling trio then tumbled into the back of the
limousine, which promptly accelerated and sped off
downi the busy thoroughfare.

Enraged by such scandalous carryings-onand
motivated by the sight of the pair of clerical legs

" thrashingfeverishly out of the car's open window, a

posse of public-spirited citizens gave pursuit. Halfa
mile down Oxford Street, the Rolls was halted ata
policeroadblock. The vicar was set free and his
would-be kidnappers firmly apprehended.

Sowho were these scoundrels who continues over»

SHEPARD SHERBELL/CORBIS
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dared to make the streets of London unsafe for
God-fearing people to walk? And the poor
clergyman, who had been subjected to such
despicable violence?

Iam able to reveal that the reverend
gentleman was a certain Keith Moon, living
out one of his more bizarre fantasies, and that
for thisintermission in the hurly-burly of the
spring sales he was aided and abetted by Viv
Stanshalland “Legs” Larry Smith. Indeed, the
infamous antics of Mr Moon-The Who's
Rock'N'Roll Playboy Of The Western World -
have become a most colourful part of Pop
Music Folklore. Be it cherry-bombing hotel
bedroom doors; impersonating Hitler; driving
a Lincoln Convertible into a swimming pool;
orslinging a giant 21stbirthday cake in the
face of a gun-totin’ sheriff, the perpetrator of
such incidents does it with such panache, such
personal flair, that he will invariably escape
any drastic repercussion.

And so this week Iwent to see him; to
examine, 50 to speak. The Other Side Of
The Moon.

AFTERAN HOUR'S drive from London (half
thattime, if Moon is at the wheel), we arrived
at Tara House. His home stands as a futuristic
stack of concrete and plate glass
pyramids, setin the middle ofa t
secluded private estate inalush
partof England's greenand
pleasantland. We were greeted
by Kim, the Squire’s attractive
lady, who immediately informed
us she was not quite certain of
her husband’s whereabouts, iy
“Youmean he's actuallyloose CH
somewhere in the grounds?”
publicist Chris Williams revealed
inaninitial symptom of panic.
Kim affirmed his fears. “Then for God’s
sake we must be very careful,” was
Williams' directive.
“Come inside if you're worried,” suggested
the Moon lady with a grin, and we made our
way past a chrome hot-rod with a shattered

| windscreen; a hovercraft; and other forms of

transportation in various stages of disrepair.

Within the comparative safety of the house,
music blared from apparently every room.

ShaNaNa'snew album filled the bedroom;
Jan And Dean's “Dead Man's Curve” from
somewhere else; and the Stones’ “Tumbling
Dice” emitted from a huge neon-litjukeboxin
the Moon playroom.

Itis this solitary den, vividly reflecting his
unharnessed nervous energy, that propels
Keith Moon'’s seemingly chaotic lifestyle.
Every available surfaceis cluttered with junk,
toys, paints and booze bottles, the contents of
mosthaving been recently consumed. They
litter the cushion and saddle-strewn floor
asthey make a crazy trail out of the sliding
glass window door to the rear of the house,
where they terminate in a seemingstack ofa
million empties.

Backin the playpen the garish figures of
Spider-man, Thor, the Silver Surferand a
dozen other cosmic comic heroes, locked in
mortal combat, survey the scene of utter
confusion from a superb mural that
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completely covers an entire wall and
overlaps onto another. Suddenly a

large glass of brandy and ginger appears
in the doorway. Our host follows
immediately behind, unshaven and
dishevelled. It's drinks all round and
down to business.

One doesn'tadoptaccepted journalistic
techniques with Moon. Shock tactics give
the best results. “Sowhen did you start
goingmad?” I suddenly blurted,
attempting to throw him off guard.

Alas his reflexes have been primed for

the unexpected. “Good grief! I know what
youmean. ButlIsupposeitwaswhenl
realised the alternative. People often say
to me: ‘Keith, you're crazy’. Well, maybe I
am, butI live my life and I live out all my
fantasies, thereby getting them all out of
my system. Fortunately I'm in a position
where financially I'm able to doit.

“When you've got no money, and you
do thekind of things I getup to, people
laugh and say thatyou're eccentric...
which is a polite way of saying you're
fucking mad. I don't care. If I feel like
doing something...1go rightahead
anddoit.”

B Caution, Children At
B Play! Marvel-lous
B Moon inhis den

“YOU MEAN KEITH'S ACTUALLY
LOOSE SOMEWHERE IN THE
GROUNDS? THEN FOR GOD’'S

SAKE WE MUST BE CAREFUL!”

LLIAMS. PUBLICIST

¥

THE DOOR OF THE Soho Bier Keller burst
openwith aresounding crash, asinmarched
Adolf Hitlerand Heinrich Himmler in full
Nazi ceremonial attire. Singing at the top of
theirvoices, they goose-stepped among the
tables filled with gawping drinkers prior to
being ejected byanirate guv'nor. Hours later
this deadly duo was espied being chased
around Golders Green by an angry shop-
keeper wielding a razor-sharp meat axe. Moon
and Stanshall were up to their pranks again.
With such outrageous extremities in public
there could, perhaps, be an acute danger of
even the mostwell-meaning stunt backfiring
with alarming consequence? Moon disagrees.
“Thatkind of thing couldn't backfire. It
backfired in 1945 when theylost the war, and
theywere doingit for real. Thisiswhy like the

i Monty Python brand ofhumour. It's part of

today's culture; it's today's universal humour.
Nothing's really sacred any more. Everything
is there to be used. You can do virtually
anything. Just aslongasit's done correctly,
and youadd toit.

“OK, Hitler started out with some ideas. ..
knew how to sell them. .. sold them and very
nearly succeeded. But because they were the
wrong ideas, theyfailed. That's what I mean
when [ say nothingis sacred... and anyway, he
had a lousy publicist.”

His explanation for Moon madness is simple.

“AlotofthingsIdoaredone
to see how people will react to
certain situations. For
instance —to see how people
would react toseeingarhino
stroll across the stage during a
performance of Twelfth Night.1
love the unexpected, and I love
to make people laugh. To me,
that's whatlife's all about. You
can'treally plan anything and
Isuppose that's one of the
reasons why I don't often hurt myself. I never
consider Imight actually sustain an injury. If I
did, then I'd prabably get hurt.

“Now ifThad somekind of morbid death-
wish, I'd never have survived any of those
times when I've crashed my cars. I supposeit's ‘
luck, and the fact I never think anything could
happen to me. Ifyou thinkit'll be dangerous—
it'll be dangerous. You've admitted to it.

“Ilove to see people laugh, and I love it more ‘
ifI carf make them laugh,” Moon admits. “1
think this comesacrossin my drumming. [
watch alot of Marx Brothers movies, and they
were doing the same sort of things. You've seen
the way Chico plays piano with that certain
flair... adding something to the music while |
takingliberties within his own capabilities?

It's a question of taking someone else’s music,
but notsendingitup in aderogative sense. Just ‘
injecting your own personality.

“Pete’s (Townshend) musicallowsmetodo |
just this. All Pete ever says is: ‘Keith, there itis.
Now do what you want with it.' He never
dictates. All the band ever says to me when
they're in the studio singing, is ‘Get Out!’ Then |
Iactas barman, '‘cause theyall get terrible dry ‘
throats and I have to keep on pouring out the
brandyall the time.

“Also, if I'm in the studio, looning about
while they're trying to lay down a vocal track
theycan'tsingifthey’'relaughingatme
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dressed up as awasp. You know, there's
nothing worse, when you're trying to be
serious, than to have ahuman wasp flyingall
over the studio.”

I knowofanumber of bandsin which the
singer or guitarist, or both, would vielently
resent their drummer trying to upstage them.
Had Moon's antics onstage ever caused
unpleasantness within The Who, linquired?

“It's nota question of one person trying to
upstage the other, ‘coswe'reallinit together. If
oneofuscan see whatever itis theaudience
needsatthat particular moment, to get them
upand get them going, then that person does
it. Itdoesn't matterwhoitis—justaslongas
they seeit, grab it, and use it for the benefit of
the band and the audience. Ifyoucan do that-
then you've achieved what you're there for.

“Onstage we're part of the audience, and
they're part of us. It's fairly difficult, being
stuck behind a drumkitand all the
connotations thatgowith it. But unless the
audience isinvolved-then there's no show.
We've failed to establish a rapport. Rapportisa
word you hear used alot these days. But it
doesn't mean juststanding up there saying,

C'mon everybody, clap your hands’ and the
nand claps their hands and then the audience.
There's much more toit than that.

“It's a question of using your power. You're
snstageand amplified. The audience isn't. If
it'sgoingto beaquestion of egoinagroup,
sver the enjoyment of the audience, then
personally Idon't see any alternative. Aband
's doomed to failure from the very start. A
sand has to sort outits own ego problems, and
‘fthelead guitarist gets pissed offbecause he
‘eels the drummer's upstaging him, then he’s
thinking more abouthimselfthan the

audience. [t's the audience he should be
thinking about. Notbe concerned with his
own personal ego trip.

“Unfortunatelystill see this happeningina
number of bands, And when I doit'susuallya
youngband that doesn't really know what t’s
allabout. In The Who we don'tknow what it's
allabout, butwe've gota good ideawhatiit's
notallabout. The exclusion of ego within The
Whohas made avastimprovement in our
band. In the early days we weren't very
disciplined... butthat was before we
understood each other. Attimesitused togoin
everyother direction than the one we wanted
to go, but we didn’t know how to get there.

“Nowwe can work together a hell ofalot
easier, 'cos we all share the same beliefsin The
Who, and we've spent the last 10 years together
getting to knowwhat makes each and every
one of us tick.”

Moon admits to being a
frustrated comedian and he
places greatstorein human
nature, even if—at times - his faith
takes asevere battering.

“You know, if 1 ever stopped
laughing inside, and quit
believingin people, thenlwould
getvery hurtand totally
disillusioned. Youhave to treat
everything—evenifat thattime it
seems like arightbummer-asa
good experience. There are things
that have happened to me that
have made me wonder where |
wentwrong... things ofa personal
nature, like my relationship with
the wife. They're the things that
make you think most, because

one is far more deeply involved. Like when
used to golooning off to Copenhagen a couple
ofyears ago, and Kim left me fora time.

“You see, I love Kim verymuch and the
group, and therefore I wouldn’t do anything to
hurt them inany way."

Moonreveals that the rest of The Whoreact

to his continual bouts of chaos and mayhemin |

the same way that he reacts to theirs.

“We're all like a battery. We need each other,
to bounce ideas off each other, and create both
internal and external energies. The mere fact
that we clash causes energy, and when we
harnessitwithin the context of the group, it
becomes productive.”

TO THE RIGHT-HAND side of the high metal
gates aderned with musical motifs that makes
theentrance to Tara House, thereisalarge
board that proclaims: “CAUTION,
CHILDREN AT PLAY",

Behind the tall brick wall
surrounding the grounds we, the
“children”, are now in fact playing
withourtoys. Withalittle help
from Moon I glide across the lawn
viahovercraft: Robert Ellis trades
‘inhisinstamatic for an E-type with
which he tears up the driveway,
and Chris Williams plays with
bottles of coloured liquid.

When the time comes for all good
childrentocallitaday, [turnto
Moon and ask howwould he have
attempted to live out his fantasies
had he not been successful.

Hereplies, matter-of-fact, "1
never considered not being
successful.” @
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"WE

TALK |

i ALL THE TIME ABOUT

POLITICS.

RELIGIO

SPIRITUA L
DESPERATION.

ABSTRACT CONCEPTS...

9

Tommybecomes a stage show, but Pete Townshend has already
moved on to his next rock opera. Now, he finds himself speaking -
for and hanging out with students. But, contrarily, he can’t help
liking Slade and writing about teenage working-class life.
“Suddenly,” he tells NICK LOGAN, “Fmwriting songs that sound
as if they could’ve been written in 1965.”

CHRIS MORPHET/GETTY IMAGES
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u ALONG WAYS BACK, when
Meher Baba could have
beenan Indian carpet
salesman for allwe knew or
cared-and when talk of
religion in a music concept
was limited to graffiti
claims on Eric Clapton’s
proximity to God - there
was a gangling, awkward
kid who wrote trial laments
| forawkward kids of his own age.

Itis now nearly 10 years since the formation
of The Who in Shepherd’s Bush. And if the
revolution exists for Pete Townshend at all
now, it'sin a spiritual and cerebral form rather
than a physical social change.

What was interesting about The Who in their
early development was that they were the first
group to associate and involve themselves
with the rock grassroots (ie the mod
movement of the mid-'60s) -where otheracts
rang up sales and adulation by precisely the
opposite procedure, putting themselves ona
level just out of reach of their audiences.

Townshend's Tommy opera—saluted last
week by its presentation at the Rainbow -
was arguably the culmination of the Who
writer’s role as an intelligent voice for
working-class youth. Today, Townshend
writes for the middle class, the students. The
pill-head mod, in his own words, has turned
Accursed Intellectual.

And another aggregation of grassroots-
elected spokesmen—stomping on six-inch-
high platform heels and trading on a vigorous
earthiness—have moved into turnout the
kind of acned, sweaty gut-rock
that keeps suburban secondary
school existence bearable in the
years before reality banishes
fantasy and hopes are crushed
on the factory floor (Townshend
| hasinteresting views on Slade).

Anyway, herewearein
Townshend's hired suite at
Brown's Hotel, London, where
we're supposed to be talking
about his Who Came First solo
album. However, like most
interviews with Townshend, the preliminaries
ramble at such length and into such
fascinating territory that they are devouring
more of our time than the subject that's
intended to be uppermost in our minds.

We pick up on the action after the
preliminaries to the preliminaries have been
dispatched. Townshend is pondering whether
he feels able to speak for today'srock
generation in the way that he did for the mods
on the classic Who singles.

“Idon’t think it is possible for me to do that
anymore,” he replies—after thought. “There
were twoways I used to achieve it, but both
were concerned withactually being
involved..." He extends and lays emphasis on
the final word. “...with actually being down at
Brighton when there were mod riots... with
actually being on the streets with thekids.

“Allright, so, like any other rock star you care
| toname, Iwas middle-class. ButTwas nearer

the action than alot of people I've seen
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;

e ] e revrm AT B AT TS ATTEESTE | TUIT AT LI,

spouting offin the music press.
You hear skinheads saying [with
assumed bravado), ‘There we all
were, marching down theKing's
Road —it was the most incredible
sightyou've ever seen’, butl
recall the same feeling. Iwas

21 at the time and justout of art
college. I'd had my adolescence
butwas having another one at
the time.

“Whatwas so greatwas the
unanimity ofit, thewayI could
blend in and be one of them.
There was no class thing. I

Townshend with
daughter Emma
outside the
Rainbow, 1972

remember a publicschoolboy
whoused to hang about and follow The Who—
yet he was a mod, too. The pointwas that 1 was
involved initand I could write songs that were
straight from the heart, involvement songs
like ‘Can't Explain', 'My Generation’, Anyway,
Anyhow, Anywhere'. ButI think that's where
they stopped.

“The thingis, I really was writing them asa
pilled-up mod. I really thought that's what 1
was. In my Belgravia flat. Iwrote all those
songs in Belgravia, y'’know, untilin the end|
got thrown out. But that was only one side of
my songwriting. The otherside is stufflike
‘Odorono’, about the little girl who fails an
audition, or ‘Tattoo’ about how little boys try
to prove they’re aman, or ‘Substitute’ - which
isreally about the frustrations of a pop star
rather than of akid in the street.”

Those were the “lament” songs of early Pete
Townshend. I suggested the word “cameos”.

“Yeah, right, but I feel a bit reluctant to use

“WE AUTOMATICALLY EXCLUDE
SOME PEOPLE, LIKE THE RICH
AND THE OLD... BECAUSE
ROCK N'ROLL ONLY WORKS

FOR STUFFED-UP KIDS”

thatword nowbecause it makes alotof my
songs seem like trifles. Butreally, yes, they
were cameos; small cameos of big things.
Y'see, | never really wanted to write big rock
songs like My Generation’. ‘Generation’ was
s0 BIG, itwas almost Wagnerian inits aims.”

Was it conceived as the anthem itlater came
to represent?

“Iwroteitas atalking blues—da, dum, da, da,
dum...—y'know, somethinglike ‘Talking New
York Blues'. Instead of New York this would be
“Talking'Bout My Generation'. Dylan affected
me alot. In fact, ‘Generation’ started offas my
folk song single. Then it went through six or
seven changes.

“Imean, the demo onitstarted offas asortof
Jimmy Reed folk-blues thing. We tried ita
couple of times with the group, and it got more
like a Who number, and then Kit Lambert
came up and rapped with me abouthow |
should alter this and that—and then I came up
with the stutter.”

SINCEWE LAST talked on the subject of
Townshend's songwriting, The Who have

come up with two singles, “Won't Get Fooled
Again" and “Let's See Action”, both of which |
have come close to the quality of the “My [
Generation” and “I'm A Boy” period. Through |
mouthfuls of sandwich, Townshend nodded
agreement. “Actually, the good thingI'm going
through at the moment is akind of

renaissance in songwriting, which is a strange
process. It’s nota conscious move; it has
nothingto do with the way the scene is, or rock
revivals, or anything like that. Suddenly I find
myselfwritingsongs that sound as if they

could have been written in 1965."

One of Townshend'’s current projects, among
the tapes and machines in the studio athis |
Thameside home, is a new Whorock opera. |

“It's about teenage life,” explains the man.
“And, funnily enough, all those real classics -
‘Generation’, ‘Substitute’ and T'm A Boy’ -all
those songs were good |
because I'm good at writing
aboutteenage life. Twasn'ta
teenager when I wrote those
songs but I was acting out
beinga teenager—in the rock
tradition. Just the same as
someone like Marc Bolan is
now. Y'know, actingoutbeing
youngerthanheis...?"

Chuck Berry, I suggest, was
noteenager when he wrote the |
5 all-time teenage classics. |
“Right,” smiles Townshend. “Actually Chuck
Berrystill writes like akid, doesn't he? Y'see,

I'm finding myselfwriting about beingkicked
out of home, parents not understanding, first
druguse... firstscrew... thingslikethat. And |
the melodies and lyrics are coming out reeking
of, not ‘My Generation’, but of T'm A Boy’, ‘

‘Odorono’ and ‘Tattoo’ and songs of thatera.

“I shouldn't call this an opera 'cosit’s even
less of an opera than Tommywas; but what I'm
tryingto dois get the writing to reflect the
changesin The Who's character. So itstarts ‘
with a sortof ‘Can't Explain’ '65 feel and
progresses like a reflection of The Who's
history. We're just coming up to our first |
decade, y'’know. So that at the end of the action
thereis an incredible amount of synthesiser.

Is there a plot?

“Yeah, there's astory which isreally justa ‘
caricature of The Who. It's a four-barrelled
thingwith one hero in the middle who,
instead of suffering from schizophrenia, |




ction

The Tommy concertat
the London Rainbow,
December9,1972

suffers from quadrophenia. So there are four
individual characters who mould into one at
the end-ahistory of The Who.

“Like, one of the charactersis called ‘Joker
James’, whichis an old song. It'sabout this kid
who loses all his girlfriends because he plays
tricks on them. He's going out with one little
girland, justat the tense romantic moment
when they sit down on the couch, awhoopee
cushion goes offandit'sall over. There's aline
that goes MaryAnne’s so glum since Joker James
gave Mary Anne some onion-flavoured gum',

‘Ifell aboutwhen [ heard the demo because
it'slike a '65 song. Y'see I split The Who upinto
four archetypal characters. And it's a bit of
natural typecasting that Moon is Joker James.
Moon's the irresponsible daredevil part and
he'saterrible practical joke player in real life.

ou'llopen your hotel room and a bucket of
vaterwillfall on your head. He was saying, the

therday, howabout instead of tarring and
ieathering people -which is so obnoxious to
lookat-whynot tar and glitter them?”
lownshend drops into a BEC announcer's
ne. “Marc Bolan this week made another
isgraceful record. He was found hanging
fromalamp-post tarred and glittered, his hair
<havenoffand a propeller onastick stuck to
ishead.”
That seemed a good point to sound out
whshend's opinion on his contemporaries
dayand, more pointedly, whether hefelta
zroup like Slade, which came out of a similar
iwckground, had taken over his role as
okesman for the current rock generation.
Ithink that's true,” he replied without
sitation. “Let's faceit, apart from anything
se they're a bloody good group.Yet Slade had
enknocking around for quite some time
fore they broke. The Who were instant, we
stsuddenly happened. They're an example
a band being adopted by the kids and then

the things they say and play being taken up by
their audiences.

“Inour case, the reverse happened. We
adopted a section of society. We said, 'Thisis
the group of the people we want to play for',
automatically excluding certain people
therich, the old, obviously-because
rock'n’roll really only works for frustrated,
stuffed-up kids."

Didn'titalso exclude students at the time?

“Ohveah, absolutely, They were too old
anyway, and too bloody boring. ButIdon't
like talking about other artists too much.”

I pointed out that I'd brought them up
because there seemed to be parallels between
Slade’s development and The Who's.

“Definitely, that's one of the reasons
like them..."

AndIwondered if Townshend saw the early
Whoreflected in Slade.

“Well, they're a group in the Who tradition,
if youlike. We set up transitions, which
groups like the Faces followed,
and although we were
contemporaries of the Stones
and the Stonesin turn of The
Beatles, there were three distinct
kinds of groups.

“There were the Beatles-type, the
Stones-type-which would include
peoplelike The Yardbirds-and
then there were the Who-type
groups. | would regard Bolan, say,
as farmore a Who-type event,
musically, than a Stones-type. But
then, he's throwing up such a
smokescreen of glitterthatit'shard
to tellwhich traditions he really
follows. Slade are not so devious.

They're not so clever, much
simpler, less complicated. Theyare
four Rogers, ifyoulike—thereisn't

anintellectual in Slade-which means that
they'reastraightforward kind of band.

“Yet despite the similarities, Slade are a bit
different from The Who. We've still got the
ability to get through to that section of the
audience we've been discussing—-but, if we
wantto do it at the pitch of a‘My Generation',
then we have to pick the audience we wantand
gooutandliveit. That's why, today, it's much
easier for me to write songs and speak for
students than forworking-class teenagers.
Because, for Chrissake, I spend all my time
with students.Tam a student, all my friends
are students orex-students. We talk all the
time about politics, religion, spiritual
desperation, abstract concepts...”

laking Townshend's pointabout needing to
live in the same environment, would he like to
reach and speak to those people again? Justas
Slade, argtiably, do now. He takes alengthy
pause ft-Jl' thought, and carefully measures his
reply. “Inever everspoke to them, [ like to

thinkIentertained and spoke for
them at that time. And because
TheWho are so much entrenched
in their history, they still speak for
that section of people through
those songs. The fact that I may not
write songs like that any more
doesn'tmake any difference,
because we canstill speak through
those songs.

“Let's face it, aman of 80 can still
write books about younglove,
despite the fact thatit'salong time
since he experienced it. That's why
itissoimportant—that The Who
stays together as a unit. Because
it'sa factthatwe canspeak
through ourhistory and at the
same time progress in new areas.
We're an extremely luckyband.” @
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Liveat the Lyceum,
London, 1973
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like atablet of stone. Itwasthickand
heavy, immediatelyletting you know
thatyou'd bought much more than two pieces
sfvinyl. The black-and-white cover shot: aboy
posingonascooter, resplendentin parka
customised witha crudely painted Whologo.
Theboywas facingaway from the camera,
whileThe Who's small faces werereflected in
thescooter’s mirrors. Onthe back, thesame
scooter,abandonedinagrey, deadsea.
Openthe gatefold sleeve and your eyeswere
mmediately drawn to the monochrome-
sverythingis so monochrome-photo of
rerraced houses. It's the coverof abooklet
containing picturesthatillustrate the story of
‘hisoddlytitled thing. Opposite the terraced
souses, agreatmany words that turnouttobe
“realbum’sstoryline, justin case the photos
:nd themusic didn’tpunch the pointhome
snough. TheWho had madeaconceptalbum
csoutthisdefunct but fascinating trend called
=od, and itwas beautiful and priceless, before
sevenputtherecordon.

\"01 JRFIRST COPY of Quadropheniafelt

THE WHO: THE ALBUANS

And then you puttherecord on. And, being
10-years-old, youdidn'thave a clue what the
fuckwasgoingon.

Toacertain extent, nobodyreallyunderstood
Quadropheniauntil Franc Roddam’s movie
wasreleasedin 1979. Roddam gave thealbum'’s
mixofkitchen-sinkdramaand enigmatic
mysticism cohesion, with dramatic set-pieces
punctuatinga (relatively) simple coming-of-
agesaga. Butevenwithashortstoryanda
photo narrativeto consult, thealbum, alone,
felt elusive and mysterious, asif Townshend
had setout to write aboutthe futility ofyouth
fashion and ended up with Heart Of Darkness
setin Shepherd’s Bushand Brighton.

Aswasusualwith The Who, Quadrophenia
hadbeenborn outof chaos. Roger Daltrey had
begun to have severe doubtsaboutthe
Lambertand Stamp management team.
Moneywas missing, Daltreywasauditing his
band'saffairsand consideringmakingitalegal
matter. Townshend felt that Lambert, in
particular, was crucial asa creative manager

andworked closelywith CONTINUES OVER »

Quadrophenia

Out of yet more chaos and a half-built studio, Townshend fashions
another masterpiece. A mod requiem, Heart Of Darkness setin

Shep hel‘d ES BUSh &l'ld BI‘ ightOIl. By Gfﬂw Mulholland W

11AmThe Sea + +*

2 The Real Me + -+

3 Quadrophenia + #

4 Cut My Hair # * %%

5The Punk & The Godfather # #
61'm One # % *

7The Dirty Jobs # 4%

8 Helpless Dancer # # %

9ls It In My Head + * *

10 I've Had Enough % # % %
N515 kkdk

12 Sea And Sand # * **

13 Drowned + # # *

14 Bell Boy # #

15 Doctor Jimmy # # # *

16 The Rock # # &

17 Love Reign O'er Me % % *

RELEASED: October 19,1973
LABEL: Track/MCA

PRODUCED BY: The Who, Kit
Lambert; Tracks 9 and 17 co-
produced by Glyn Johns
RECORDED: Olympic Studios, Lon-
don; Ronnie Lane’s Mobile Studio
PERSOMNNEL: Roger Daltrey (lead/
bk vocals); Pete Townshend (lead/
bk vocals, guitars, keyboards); John
Entwistle (bass, horns, bk vacals);
Keith Moon (drums, bk vocals)
HIGHEST CHART POSITION:
UK2Z;us2
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THE WHO: THE ALBUANS

Lamberton Quadrophenia’s pre-
pl'm]m'linn.Hrugw\\'ir!ud:mmml
band and management, and theill-
feelingexploded when Townshend
washospitalised bya Daltreyright
hookwhen rehearsing forshowsin
late October 1973,

Moreover, Quadropheniawas
recorded inastudio thathadn't
been builtyet. The band's
dissatisfactionwith the sound of
previousstudiosled to them
building theirowninadisused
churchin Battersea, south London.
Townshend had demoed almostall
| of Quadropheniain hishome studio
| and The Who hadrecorded “Love
Reign O'er Me” and “Is ItIn My
Head?" with GlynJohnsat The
Rolling Stones’ mobile studio. It had

needed tojust getonwithit,

La o L R e e

£ | beentwovearssince the releaseof Who's Next
and the time since had mostly beenspenton
solo musical and acting projects that fuelled
rumoursofapermanent split. The band

B Thealbum, then, was made inamongbare

3)5.15/WATER | UK#20

1 Lt WATLES

THE CRITICY’
VERDICT

“Quadropheniais by no
means unflawed, buta
triumphitis.'mglad
Pete decided towrite it
and the band decided
todoit, and |don't
grudge asingleday of
thewaiting time.”
CHARLES SHAAR MURRAY,

NME, OCTOBER 27,1973

“MorethananLP-a
battlecry,anda
hammer of heartbeats.
Amasterpiece—The
Whoat their greatest
yet, sap flowing from
the roots of their
creation.” CHRISWELCH

MINE O 3

i

wires, exposed pipes and assorted
debris, with builders working
betweensongsand RonnieLane’s
mobileset-up parked outsideasa
control room, [twasalmosttoo
poeticwhen, as theband recorded
“Drowned”, the heavens opened
and flooded thestudio.
Nevertheless, the mostcomplex
music The Who had ever
attempted founditsway totape
over the summerof 1973,
Thestorytold intextand photoin
the innersleeveisstraightforward
enough. Aworking-classkid called
Jimmyisliving the '60s mod
dream... dressingup, popping
pills, going to see The Who,
fightingand fuckingin west
London, But thekidain'talright.

He'sregularlyseeinga psychiatristoverhis
splitpersonality. He hates his boozy parents
and hasno intention of doing ashittyjobin
orderto fund hisincreasinglyempty weekend

lifestvle. When his girl goes oftwith his mate,

DID NOT CHART |

it'sthe last straw. He leaves home, smashes up

LOVE REIGN 0'

ER ME/WATER US#76, UK NOT ISSUED | .

hisscooterunder Hammersmith Flyoverand,
stocked upon hundreds of 'leapers’, takesa
train to Brighton, scene ol his greatest triumph
when heand ahorde of fellow mods took over
theseaside townonabankholidayin 1963.
Whenhesees mod leader The Ace Face
kowtowingto tourists as the bell-boy atahotel
hehad previously trashed, Jimmy’slast
illusions about the usefulnessof modare
dvﬁtmyt-d.l]i;‘,’hmapi!lunulgin,Ih-nu'k-;;':huu[
andsails outto arockoffthe coast. Intoxicated
bythe ‘beautiful music’ of the boat'sengine, he
has somesortofepiphany. The boat drifts off,
the rain soaks him to theskin, but... hesits
;|Imu'tm1h=_‘l'm'kem;5J't'alliwh||'1iilhi_"a'1'nl|1'
separateand entirely differentpeople. A
‘quadrophenic, if youwill. What Jimmydoes
with this discovery, we never know.
Quadrophenia's originsasaplanned
autobiography of the early Who becomea
psychodrama played out inJimmy’s mind. The
fourseparate personalit iesareascribed tothe
four Who members, bothin text and inmusical
themes thatoccur throughout the album.
Daltreyis‘the tough guy’ ("1 [elpless Dancer");
Entwistle ‘the hopelessromantic’ (“IsItMe?

THE REAL ME/I"M ONE|



Joon ‘thebloody lunatic’ (“Bell Boy” ) and
whshend ‘the beggar, the hypocrite’ (*Love
eign O'erMe"). The typical teenageidentity
isis becomes full-blown mentalillness. The
verallimplication, in music
ndlyricsthat constantly evoke
aterandthesea, isthat immy

edstobecleansed, insome
v, before he can discover his
ieselfand resolve the four
rring personalities within.
t, forallwe know, he starves,
wnsor freezes todeath on
erock.
vordertomatch thedepth
Iscopeofthe concept, The Who employa
dsohuge, detailed and elegiac thatit's
wysashock toread the credits again
irealise thatthere'snoorchestraon
wtrophenia. Townshend's synthesiser and
twistle’'s multi-tracked horns provide the
sweep here, and the only guest musician is
scker/ Eric Clapton sideman Chris
ton, who plays piano on “Dirty Jobs”,
and “Drowned”.
tthisis whyso many Who fans were

WSS9, UK NOT ISSUED|

initially bemused by Quadrophenia. The
first-halfofthe albumis dominated by
distinctlynon-rock elements. Synths,

horns, sound effects, songs that drift

entirely away from verse-chorus formalities.
Opener “The Sea” introduces the fourband
members' themesand quickly giveswayto
thebrassy Who-rock of “The Real Me”, but by
thetimeyou'vetakenin that patented
Townshendriffand justhowbrilliant Moon's
mutant-funk playingis, you'reinto the title
track; asix-minute instrumental overture full
of weepingsoft-rock guitarand synthetic
fanfares, changing melodies and driftingsong
constructions, Twoyearssince Whe's Nextand
thegreatesthard rock bandin theworld had
gone prog. Ittook abitofgetting used to,

And therewas plentyhere thatwasn'tinthe
shortstory. “Cut My Hair" establishes both the
detailof mod clothingand Jimmy's home life,
butalso introducesadisillusionmentwith the
generational conflict caused by youth fashion.
Townshend's weary, vulnerablevoice sets the
album’s tone of resignation, punctuated by
occasional flashes ofangerand defiance. But
“The PunkAnd The Godfather” isaself-
laceratingstudy of the relationship between
rockgods and fan, where Daltrey's belligerent
vocalisinterrupted by Townshend,
bemoaningacareerof “pounding stages likea
clown”, Itscriticismofthe condescending,
elitistrock starwas aneerie prophecy of the
verycomplaints against rock dinosaurs that
would fuel punkitself, two yearslater. The Sex
Pistols covered "Substitute” and pointedly left
The Whooutof theirlistof enemies of the
people. Quadropheniaappeared to make sense
tosome of the right people.

Butthe albumreallykicksintogearattheend
of the old vinyl Side Two. A six-minute mini-
operainandofitself, “I've Had Enough” stalks
thelistenerwith those familiar, suspenseful
Townshend minorchords ashe and Daltrey
throw offthe chains of London life. The music
previews the album's closingtheme, veers
between violentrock'n'roll, country hoedown
and quasi-classical elegy, and, alongwith
Jimmy's GS scooter, crushes everything that's

THE WHO EMPLOY A SOUND SO

HUGE. DETAILED AND ELEGIAC
IT'S A SHOCK TO REALISE

THERE'S NO ORCHESTRA HERE

happened up to this point. Daltrey’s voice

is full of gravel and loathing and classwar,
vetisaspureasachoirboy'swhenasked tolet
lovereign over him. When the song crashes

into the train to Brighton, Daltrey’s naked howl
isterrifying.

“5.15" then kicks off Quadrophenia’s very
ownimperial phase. If'sasif immy’sspeed-
fuelled Brighton nightmare justexcites
Townshend more, and everything becomes
urgentand thrilling. Franc Roddam couldn't

| POSTCARD/PUT THE MONEY DOWN (REISSUE) | UK NOT ISSUED, US DID NOT CHART

Mads In Gemany

THEWHO
QUADROPHENIA
Ex Pl
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have helped beinginspired to make one ofrock
cinema’s most powerful scenes—Phil Daniels
ineyelinerfreakingout citygentsina
claustrophobic train carriage—by the hit
single, amasterpiece of surgingrhythm,
swaggering horns, heartbreak harmoniesand
“inside, outside"refrain.

From there, the rock'n'roll classics come hard
and fast. “Sea AndSand", “Drowned”, “Bell
Boy" and “Doctor Jimmy" give Jimmy's
odysseyenergyand purpose, while forcing the
listener to hurtle downintowhatever dark
vortexis being conjured by the sleaze and
stormofBrighton and theeffect the drugsand
boozeare having on Jimmy's delicate mind.
Thereisbrutallanguage (“Whoisshe? I'li rape
it", Daltreyrages on the Jekyll & Hyde anthem
“Doctor Jimmy") and walls of pure rock sound
thatmake theideaof completelylosing it
almostseductive. Almost, but not quite.

By the timeJimmyhassetouton thefinal,
choppylegofhisvoyage-and “The Rock”is
surely the besteverrockinstrumental about
sailing toarockinasmallboat-we'reinneed
ofabigredemptive gesture. And we getit, after

afashion. “Love Reign O'er Me”
= isanenormous melodywithan

enormous Daltrey vocal. Itdoes
wash away the dirt ofmuch that
hasgone before, Butits beliefin
thepowerofloveismorea
vearningforreliefthana
promise that everythingwill be
allright. Townshend wasstill
deeplyimmersed in the Sufi-
mysticreligious teachings of
Meher Babaat this point, and the end of
Jimmy'sstory can easily be read as aliteral
haptism. A born-again experience whereby the
young mod becomes Townshend himself,
forever searching forsome Universal Truth,
embracingloveasaspiritualideal ratherthana
need for the comfortand acceptance of people.

Thesong, and the album, though, ends with
somethingfamiliar. Keith Moon smashinga
roomfulof percussioninstruments, destroying
inordertocreate. @
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THE WHO: THE FILAS

THE MOVIE

y

The deaf, dumbn’blind kid hits the big screen. Ken
Russell rampsup the horrific spectacle. Daltrey
becomes Tommy. Townshend fiddles about with
the soundtrack and drinks, heavily. ByJohn Robinson

' HESTORY MAY havebeen personalto

I Pete Townshend but, by the time of the

release of Tommy: The Moviein 1975, he
wassharing guardianship ofhis creation wit h
anothermember of The Who. How hadit
happened? It might be helpful to thinkabout
thechain of eventsin terms of a classic horror
story: Pete Townshend may have been the Dr
Frankenstein behind Tonumy. Butitwas Roger
Daltrey who gave the monster shape.

There's no question of whowroteit, of course,
and fromwhose experiences ofabandonment
andabuse thestory draws-theseareall
Townshend's. Roger Daltrey, however, has
cometo haveaclaimtoownership of the
project, too. By the timet hebandwas
performing Tommylive, Daltrey had begun to
feel estranged from the restof The Who, and
empathised with the utterlyisolated subject of
thestory. As early as the Woodstock movie, you
canseehimwarmingtotheroleashesingsthe
material. As far as Daltreywas concerned, he
was Tommy.

Townshend, we might say characteristically,
wasn'tso sure. Butin 1972, he was finally
convinced. The Lou Reizner-produced
orchestral versionis among the less-celebrated
versions of Tomniy (it's the big one in the box],

el T TTRAA ATPE RATICTOA CITINE | THEWHO

yetitwasata performance to promote this
record, where Daltreyhad a guestspotasa
vocalist, that Townshend firsthad achanceto
observe thesinger from the audience. “Tommy
gave Rogeraparttoplay,” he told Uncurin2008,
“and hetookittoaveryhighlevel.”

The process thatended with Daltrey playing
this partin Tommy, the motion picture,
actuallyhad itsrootsin the planningstages of
the original Whoalbum. While Townshend
had been encouraged by his mentor/manager
Kit Lambert to thinkbigger and bolder for the
nexi Who album, what he came up with
required some explanation for other members
of The Who, who simply didn’tknowwhat he
was going onabout. Toassist, Lambert put
togetheradocumentof Tommy'slife story.
Afterthealbumwasmade, itwasshelved.

OrsoThe Who thought, When, three years
later, Townshend and The Whowerescaling
the conceptual mountain of ‘Lifehouse’,
Lambertsought fundingfor the film element of
the project.In fact, Lambert pitched a Tommy
movie, with hisworkingdocument presented
to potential backersasastoryout line.

In Ken Russell, the project founda
sympatheticdirector. Forone thing, music had
beenastrongelementin hisworkalready-he'd

madeastringoffilmsonthelives of classical
composers (and would goon todirect Roger
Daltreyin Lizstomania, also released in 1975.)
Foranother, hehad writtenascreenplay ofhis
own about religious cults, onlyto haveit turned
down, arid nowsaw howhemight combine the
two projectsinascreenplay for Tommnty.

Obsessively, meanwhile, Townshend worked
onthe soundtrack. For Russell'sscreenplayto
work, additional material was needed to
elucidate thestory, atask Townshend took to
withgusto. Pissed he may often have been (in
the DVD extras for the 2004 edition of the film,
he recountsacompetitionwithalighting
engineer todrinkabucketful of Guinness},
but musically, after the complexities of
Quadrophenia, Townshend felthi mselfto
beatacreative peak.

Athishome, heworked incessantly
composing. Thenhebegan the mammoth
enterprise of recording the soundtrack-the
definitive music towhich the filmwould be
synched. Jack Nicholson (time on set for
filmingand recording: one day) couldsing.
Oliver Reed (activity onset: boozing;
comparingsexual paraphernalia with Keith
Moon) manifestly could not. The movie would
finallybe premiered in “Quintaphonic” (a



would

“Allinall, assuming
that you like Tormmy
and wouldwant to
see afilm version, it's
worked out aswell as
could possibly be
expected. Apart from
Clapton and Paul
Nicholas, all the
characters have been
brought to life
extremely effectively,

and Ken Russell's built-

in overkill switch finds
plenty of call forits
services... As for the
album, | find it pretty
superfluous...”
HARLES SHAAR MURRAY,
NME MARCH 29,1975

precursorof today’s 5.1). Butifitsounded
overpowering, thatwas nothing compared to
whatit looked like. Wheelchair-users touching
the hemofa plaster Marilyn Monroe. Ann-
Margret covered in baked beans. Eric Clapton’s
head, swollenin hisyears of seclusion, to the
sizeand perfect sphericaldimensionsofa
football... Tommyhasanarsenal of memorable
images foryou, each more disturbing than the
last. “Itwaslight, colourfulandsilly,”
Townshend told Uncietin 2008, “butalso
deeply nightmarish and real.”

Tommywas certainlycolourful. Set designer
Paul Dufficey devised continuities from
wallpaperstointerior furnishings thatgive
Tommyits exaggerated sense of period. But
silly? It's true, there'sa certain pleasure to be
hadwith the arrival of Keith Moon, for sure. But
when the mostinnocent funamovie can offer
isarockdrummerhammingasaflat-capped
paedophile, youknowyou'renotwatching
Dude, Where's My Car?,

Instead, Tommy's business is nightmare.
Amongthe forces actingon the original
albumwas Townshend's LSD use, and
Russell's visual treatment of the storyhassome
ofthat hallucinogenic quality: the utterly
everyday suddenly re-ordered intoavibrant

andratherintimidating new arrangement,

It'salsoaride youcan'tgetoff. Saywhat you
like aboutit, butatleast The Sound Of Music
had some bitswith talking. Here, there’s no
respite from the music, the procession of
horribleimages, and strangely, the sight of
Roger Daltrey'steeth. Tonmiyis visually
stunning, but almost totallywithout beauty.
When Tommyfinally getsfree,it'sajoyous
moment, butit's hard to pinpoint why. Because
[ommycansee and we're outwith him
chargingaboutin the Lake District? Or because
the movie's nearly over?

Faint praiseis generally Tormmy’s lot, which
seemsunusual-thisisnot, afterall, thatmovie
vouguite like. As harrowing an experienceas it
is, itdid prove that Tommy could be turned into
almostanything~including, rock’s most
unlikely payday. For Townshendit's the gift
thatkeepsongiving, “Tfit's such a fucking
stupidstory,” hesaidin 2004, "Whyhasit
grossed so manymillions of dollars?”

Atthe end of Tommy, Townshend may have
been aricherand drunker man, buthewasn't
necessarily ahappier one. Wearied for thetime
being ofbigconcepts, he took his chequebook
with him, and-metaphoricallyspeakingat
least—crawled away to die. ®

LCREDITS

RELEASED: March 26,
1975 (UK); March 19,
1975 (US)

DISTRIBUTOR: Columbia
Pictures

DIRECTED BY: Ken Ru
PRODUCED BY: Ken
Russell, Robert Stigwood
STARRING: Ann-Margret;
Oliver Reed; Roger Daltrey;
Tina Turner; Elton John;
Eric Clapton; Keith Moon
Paul Nicholas; Jack
Nicholson; Robert Powell
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\ CI OFTEN
'FEEL THAT I'M

TOO
OLD

FOR,

}NJ

ROLL

Captain Powerchords turns 30, and the ‘

anxieties start to multiply. Are The Who

| pastit? And is rock the “music of

~ yesteryear”? Or will their forthcoming

~ ‘ album turn out to be “the best thing we’ve
| | everdone”? Pete Townshend pontificates

on the feedback wars, concept albums,

\{ Jeff Beck, Gary Glitter, Yes, Northern

’ Soul... and his troublesome bandmates.
ROY CARR lends a sympathetic ear

PEMNMIE SMITH
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PETETOWNSHEND didn't
die before he got old. Yet
deathisn't his problem, it's
the passing of the years
and his current positionin
what he feels is ayounger
man’s occupation.
o “Ifyou'rein agroup,”
= el e begins, “you can
behavelike akid and not
24/05/1975 only getaway withiit,
but be encouraged.”

The name Keith Moon somehow springs
tomind.

“Ifyou're a rock musician,” Townshend
continues, “you don't have to put on any airs
and pretend to be ‘normal’ or even be asked to
behave like you're a mature and responsible
person. These are just the trappings that
society puts on most people—with the result
that most kids are burdened down with
responsibilities far too early in their life.

“You know the deal: as soon as you leave
school you've got to find a secure job and
hangontoit. [ wrote ‘My Generation’ when |
was 22 or 23, yet that song breathes of a
17-year-old adolescence.”

Sowhat are you trying to tell us?

“Personally, I feel that the funniest thing -
and also the saddest thing—about the current
state of rock'n'rollis thatit's the pretenders
thatare suffering the most. Those people who,
for anumber of years, have been pretending to
be rock stars and have adopted false poses. It's
the difference between someone who's made
rockanintegral part of their lifestyle and
therefore doesn't feel like they're growing old.”

“Youwant to know something? [ really hate
feeling too old to be doing what I'm doing. I
recentlywent todoa BBCTV
interview and when I arrived at
the studios there were all these
young kids waiting outside for
The Bay City Rollers. As I passed
them by, one of the kids
recognised me and said, ‘Ooo
look, it’s Pete Townshend' and a
couple of them chirped “Ello
Pete'. And that was it. Yet the first
time The Who appeared at those
same studios on Top Of The Pops, agang of
little girls smashed in the plate glass front door
on the building.

“Anyway, as I entered the building, the
doorman turned to me and smirked. “Ere,
what’s it feel like to walk past 'em nowand
have nothin’ happen, eh?' Itold him that, tobe
quite honest, it brings a tear to my eye. Look, [
don't want them to mob me, because The Who
have never heen a Rollers-type band, what I'm
scared ofis hypocrisy.”

Hypocrisy? Inwhat way?

“Well, nowadaysit's considered very passé to
admit that you've gota burning ambition to
stand onstage and be screamed at by 15-year-
old girls. Butwhen we started out that was
something to be very proud of. Ifitdidn’t
happen, there was something wrong with you.
Though I'haven't all that much experience as
to what is happening contemporarilyin
music, [ do feel that the ‘world-owes-me-a-
living” attitude still prevails, not only inrock,

¥
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but in everywalk oflife. So now
everyone's gotta looklike they
mean business and everybloody
singer on The Old Grey Whistle Test
looks a-n-g-r-y.” He breaks offthe
conversation to pullrelevant
grimaces. “When IseethisIgo
into hysterical fits of laughter.

“Sure, Iknow thatIlookangry
when I play, but usually there’s no
reason forit. I supposeit’san
adopted aggressive thing, which
isin turnasubconscious layover
from those days when I wasangry.
I don't quite know what [ was

Found sounds:
records by the River
Thames with his musician
father Cliff Townshend

: Pete

angry at, butI was angry,
frustrated, bitter, cynical - and it came

i through in the music Iwrote.”

C’mon Pete, you're either evading the
moment of truth or approachingitin avery
roundabout manner. What's brought on this
manic obsession about being too pooped to
pop, too old to stroll?

“It’s just that when I'm standing up there
onstage playingrock'n'roll, I often feel that I'm
too old forit.”

Nokidding.

“When Roger speaks out about ‘we'll all be
rockin’ in our wheelchairs’ he might be, but
youwon't catch merockin' in no wheelchair. 1
don'tthinkit's possible. I might be making
musicinawheelchair— maybe even with The
Who, but I feel that The Who have got to realise

| that the things we're gonna be writing and

singingabout are rapidly changing.

“There’s one very important thing that’s got
to besettled.” He pauses again. “The group as
awhole have got to realise that The Who are
not the same group as they used to be, They

“IF YOU'RE A ROCK MUSICIAN
YOU DON'T HAVE TO PRETEND
TO BE 'NORMAL OR EVEN
BEHAVE RESPONSIBLY”

never ever willbe and as such... it's very easy
to knock somebody by saying someone used
to be a great runner and can still run but he's
Not What He Used To Be.” Townshend pauses
yetagain. “Everybody hasahumpand you
have to admit you've got to go over that hump.”

Yes we have... nowehaven't— Townshend
won't commit himself eitherway asto
whether The Who are over the hill, but he
intimates in no uncertain manner that the
group are besetwith acute problems.

“You've got to remember that therewasa
time when suddenly Chuck Berry couldn't
write any more. He justwent outand
performed his greatest hits and I've always
wondered what that was all down to? Jagger
told me at his birthday partythat he was
having difficulty in writing new material for
the Stones, which is unfortunate because
nowadays so much importance is placed upon
writing songs. Toadegree, you could call it
frontman paranoia—and even Roger getsit

from time to time. Let’s face it, Jagger carries a
tremendous amount of responsibility apart
from being the Stones’ frontman.

“Forget about that tired old myth that
rock’n'roll is just making records, pullin’ birds,
getting' pissed and having a good time. That's
notwhatit'sall about. And I don’t think Roger
really believesit either. I think that'swhat he'd
really like to believe rock'n'roll was all about.
Steve Marriott has chosen toliveitlike that I
and, asfarasIcansee, he'shavinga good time.
Fair enough—but in my opinion Marriott's
music falls short of his potential, which is a

~ bloody shame because everybody knows what

he's really capable of... there's all those old
incredible Small Faces records piled up. For
me, Ogdens' Nut Gone Flakeis one of the
classic albums of the '60s and, ifit's the
difference between that music and havinga
good time, I prefer that Steve Marriott suffer
because I'want the music.

“Believe me, I don't want to sound too cruel
and vitriolic, but I do think that you have to
face up to the undeniable fact
that there'sno pointin your
life when you can stop
working. You can'tsuddenly
turn round and say, ‘We're on
the crest ofawave so nowit’s
time to sit back and boogie.’
Deep down inside, everyone
wants to do this, butit's
tantamount to retiring

" altogether. And I can'tdoit.

“It"s not necessarily to dowith standards,”
Townshend continues, before I have time to
fire another question. “The Who's Odds & Sods
collection would've been released even ifit
hadn'tbeen all that interesting, butit’s been
put down in the past for being sub-standard.”

Apparently the reason forits release was to
make nulland void the increasing amount of
Who bootlegs currently being circulated, and
once asecond volume has been prepared and
issued, there will be no need to backtrack.

“Ifi" says Townshend, “The Whowere gonna
wave their banner for standards, Odds & Sods
would still have remained unreleased.
Standards have got nothing to do with it. I feel
that it's the pressure at the front of your mind
that... not necessarily your fans... but then,
maybe your fans really are the mostimportant
people... are actually sitting twiddling their
thumbswaiting for your nextalbum.

“Every time they wait, they become more
and more impatient. What Jaggersaid in that




nat

Mine's asupergroup!
Drinking buddies Eric
Clapton, Pete Townshend
and Eiton John, mid '70s

interview with N\MFis that between the
albums they are eagerly waiting for, he'd like to
chuckoutanR'n'Bset to keep 'em happy. Fair
enough, ifhe thinksit'll make any difference—
but of course it won't. It's justlike making a
live’ album. The fans will say, ‘Thank you very
much, but what we're really waiting for is the
nextstudio album, so get on with it.”

PHEWHATASCORCHA! New subject:
lownshend was once quoted as stating that
the eventual outcome of any Who recording
depended entirely upon whether or not he
could keep Moon away from the brandy and
himself from imbibing whatever it took him to
get through a session.

“Atthe moment, what governs the speed of
'he Whois the diversification of individual
interests. We would have been recording the
new album much earlier were it not for the fact
that Roger is making another film with Ken
Russell. Roger chose to make the film and John
wanted to tourwith his own band, The Ox, so
I've beenworking on tracks for my next solo
album. Invariably what will happen is that
mce we all getinto the studio, I'll think, ‘Oh
fuckit’, and I'll play Roger, John and Keith the
tracks I've been keeping for myownalbum
ind they'll pick the best. So as long as The Who
xists, I'llnever get the pick of my own
material... and that's what I dream of.

‘Butif The Who ever broke up because the
naterial was sub-standard, I'd kick myself."

Butthe way you're going on, Peter, old Meter,
tsoundslike The Whois onits last legs?

"However much ofabastard itis to get

everyone together in a recording studio,
things eventually turn out right. You see,
thoughithasneverbeenimportant in the
past, we do have this problem that everyone
has been engaged on their own project, so that
the separate social existence that we lead has
become even more acute,

“I'mean, if I just couldn't live without Moonie
andifIcould go overto the States and spend a
couple of months with him we'd probablybe a
lot closer. Butasit happens, [ haven'tseen
Keith since last August. [ may have seen a lot
more of John butas yet [ haven'tseen his new
group or listened properly to his album
because, apart from workingon Tommy, I've
been putting together new material. And the
same thing applies to Roger: as
soon assomeone decides to do
something outside of the area of
The Who, the pressure suddenly
ceases, because they're the people
who put the pressure on me,

“Letme make this clear. | don't
put pressure on them. | don’t say,

‘We've gotto get into the studio
thisvery minute because I've got
these songs that I've just gotta get
offmy chest.' It's always the other
way around. They always rushup
to me and insist that we've gotto
cutanewalbum and get back on
theroad.”

Soit'squite obvious that the
pressures are back on and
Townshend is feeling the strain.

“Inasense, rockis an athletic

process. [ don'tmean running about onstage,
butasacommunicative processit’s
completely exhausting. It's not necessarily
beinga partof things,” insists Townshend.
“LikeIsaid, when Iwrote ‘My Generation' I
wasalreadyin my early twenties, so I was by
no meansafrustrated teenager. And that's
whatalot of people often tend to forget.”

But youwere anintegral part of that
generation?

“Right,” he retorts, “butwe’re also part of the
generation that we play to onstage today. Let
me clarify that statement.”

Yes!

“What[ don'tfeel partofis notthe
Generation of age, but the Generation of type.
Imean, who the hell were all those
people at the Tommy premiere?

| A Whoevertheywere, I'm certainly
\ notin theirgang! Yet funnily
»A L B enough, whatever the age group, I
feel much more at ease before a
rock audience.”

Sowhythis current fixation
about being too old to cut le
Moutard?

“Because to some extent The
Who have become a golden oldies
bandand that’s the bloody
problem that faces all successful
rock groups at one time or another
~the process of growing old. A
group like The Kinks don't have
that problem because,
theoretically, Ray Davies has
alwaysbeenanold cownmnuesovers
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man. He writes like an old man who is forever
looking back on hislife and, thank heavens,
old Raywon't have to contend with such
problems. But with a group like the Stones,
there’s this terrible danger... nowI could be
wrong... but there’s no question in my mind
thatit'sbound to happen... MickJagger will
eventually become the Chuck Berry of the
'60s, constantly parodying himself onstage.
And thisis the inherent danger that The Who
are so desperately trying to avoid.

“I can tell you that when we were giggingin

| thiscountryat the early part of last year [ was

thoroughly depressed. [ honestly felt that The
Who were going onstage every nightand, for
thesake of the die-hard fans, copying what
The Who used to be. Believe me, there have
been times in The Who's career when [ would
havegladly relinquished the responsibilities
of coming up with our next single oralbumto
anotherwriter. There've been a lot of people
whosaid they would have a go but somehow it
never quite worked out.” .

Why?

“Like alot of things connected with The
Who, I really dunno. Maybe it’s because we've
gotsuchanarchetypalstyle that's geared to
the way [ write,”

BUT BY HIS OWN admission,
Pete Townshend has always
considered his forte to be
writing. The fact that healso
happens to be a guitaristis, in his
opinion, quiteirrelevant. Yet
even now, Townshend is
astounded when other guitarists

| complimenthim upon his

| particularsound thatnobody else

| cuttingrhythm style. Sorta

| respectthatkind of guitar playing.

instrumental prowess. Heisn't
bowing to false modesty when he insists that,
afterall these years, he still can't play guitar as
hewould reallylike to.

In his formative years with The Who, he
compensated for his acute frustrations by
concentrating his energies on the visual
aspects of attacking the instrument. Every
time he went onstage, Townshend insists he
bluffed his way through a set by utilising noise
and sound effects which eventually led to the
destruction of many a valuable weapon.

“It’s still true even today,” he confesses
withoutembarrassment. “I may be a better
guitarist now thanIwaswhen The
Who firststarted, but ['m far from
beingas technically proficient as
I'would really like to be.

“WhatIlike about the way that
I play,” he explains, “is whatI think
everyone else likes.I geta

quite gets and I play thythm like
nobody else plays-it'savery

Captain Powerchords!I dolike to
have a bash every nowand thenat
awailing guitar solo, but halfway
through Ifall off the end of the
fretboard. I'veresigned myselfto
the fact that I haven't got whatit
takes tobe aguitarhero.

“Yet funnily enough 1 don’treally
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I've got no great shakes for Jeff Beck or immy
Page. Sure, Ilove what they do, butitalways
seems to me that they're like the Yehudi
Menuhins of the rock business. They're
extremely good atwhat they do, butI'm sure
they'd give their right arm to be writers-
though not necessarilyin my shoes.

“I don'treally feel the showmanship side of

| mycontribution to The Who's stage show is
| fundamentally a part of my personality. It's
| something thatautomatically happens.

| Basically, it stems from the veryearly days

when we had to learn to sell ourselves to the

| public-otherwise nobodywould have taken a
i blind bit of notice of us: and, like many things,

it's been carried on through up until today. Yet
' Thave no doubt that, if we wanted to, we could

walk on any stage and stand there without
doing all those visual things and stillgo down
well with an audience.”

So, why this depressing down-in-the-mouth
attitude? Could it stem, I ask Townshend, from
the fact thata critic once bemoaned that, in

| hisopinion, The Who, once the true essence of

rock'n’roll, now just go through the motions?
“Well, that statement was true—but on the
otherhand ifit’s unqualified then it might as

| well be ditched. But you've put the question to

“I'VE RESIGNED MYSELF
TO THE FACT THAT Il HAVEN'T

GOT WHAT IT TAKES TO
BE A GUITAR HERO"

me and now I've got to try and qualify that
other journalist’s statement. To me, the

| success of anytruly great rock song is related
| tothefact that peoplewho couldn'treally
| communicate in normalways can quite easily

communicate through the mutual enjoyment
ofrock music. And that was simply because,
for them, it was infinitely more charismatic
than anythingelse around at that time.

“For example, you're aware that there's this
greatwall around adolescents and that they
can't talk freely about their problems because
it's far too embarrassing. Personally, I feel that
adolescence lasts much longer
than most people realise. What
happens is, that people find ways

better show in public. And as they
get older they become more
confident and find their niche.
Now why think that journalists
said The Who now only play
rock’n'roll is because on most
levels rock has become aspectator
sport. It'snotsoimportantasa
method of expression as it once
was, Today something else could
quite €asily replaceit.”
Townshend goes on to concede
that rock doesn'thold as much
genuine mystiqueas it did with
previous generations, to the extent
that the stigma of the social outlaw

ofgettinground itand puttingona |

has almost been eradicated. Those who have

| tried to become outlaws have failed miserably,
- hence thelast-ditch shock tactics of Alice
| Cooperand David Bowie.

“For many kids, rock'n'roll means absolutely
nothing.” He compares it to switchingona
television set, going to the movies or afootball
match. It's justanother form of entertainment.
“If what the kids do listen to consists entirely
of The Bay City Rollers and the Top 10, then it
must mean even less than most other similar

| forms of mass media entertainment because
i they'renotreallylistening. Thereal truthasl

see it is that rock music as it was is not really

| contemporary to these times. It'sreally the

music of yesteryear. The only things that

| continue to keep abreast of the times are those
| songs thatstand out due to their simplicity.”

Example?

“My Generation’. Alot of people don't
understand that there’s a big difference
between what kids want onstage in
relationship to what theyactually go out and
buy on record. Perhaps the reason why so

' manyyoung kids can still getinto The Who in
| concertissimply because it'sa very zesty,

athletic performance. However, if we just
restricted our gigs to performing songs we'd
justwritten yesterday and
ignored all the old material
then I'm positive that we'd
really narrow down our
audience tremendously.
“Idunno what's happening
sometimes,” hebemoans. "All T
knowis that when we last
played Madison Square
GardenIfelt acute shades of
nostalgia. All The Who freaks
had crowded around the front of the stage and
when I gazed outinto the audience all T could
see were those verysame sad faces thatI'd
seen at every New York Who gig. There was
aboutathousand of 'em and they turned up

-

. foreverybloody showat the Garden, asifit

were some Big Event—The Who triumph over
New York. It was like some bicentennial
celebration and they were there to sharein the
glory. They'd followed us from the beginning.
“Itwas dreadful,” Townshend recollectsin
disgust. “They were telling us what to play.

| Everytimeltried to make an announcement

theyallyelled out, ‘Shhhrrruppp Townshend
and let Entwistle play “Boris The Spider”, and,
ifthatwasn't bad enough, during the other
songs they'd all start chanting ‘jump...jump...
jump...jump...jump’. I was so brought down
byitall!Imean, is this what ithad all
degenerated into?

“To be honest, the highestI've been onstage
last year was when we used to play ‘Drowned’,
That wasonly because there was some nice
guitarworkinit... Roger liked singingitand
both John and Keith played together so
superbly. Really, that was the only time I felt
thatI could take offand fly."

PETE TOWNSHEND maywell have some

| cause to feel sorry for himself; when the final

reckoning comes he’s gota lot to answer for-

! inparticular the Curse Of The Concept

Album. Though conceptalbums are by no

|




meansnew to popular music-Gordon
Jenkins and Mel Tormé were churning ‘em out
almosta quarter ofa century ago —it was
Tommy (as opposed to Sgt Pepper) which
unleashed a deluge of albums built around
one specific theme, These ranged from The
Fudge's horrendous The Beat Goes On through
to Jethro Tull's obscure A Passion Play, up to
and including Rick Wakeman's Disneyesque
...King Arthur.

“None of which,” says Townshend, as he
burstsintolaughter, “work.”

Yetaswe all know, Townshend himselfhas
had noless than three stabs at the same
subject. So how does he view the trilogy
inretrospect?

“I'don’t. And if you're going to ask me which
one I prefer, [don't really like any of them very
much. [ suppose I still like bits of The Who's

“Rockisan
athleticprocess™
Tommy, 1974

original version, but the definitive Tormmy
album s stillin my head.”

Perhaps itwould be wise to quit thisline of
questioning and leave Tommy where he is. But
Townshend wants the last word.

“I think that everyone in rock shares the
same basic urges and therefore, that it would
be very unfair to me tosayit's all right for The
'Oo ‘cause we invented it. | have great doubts
about that. Forinstance, when the Big
Feedback Controversy was goingonin the
mid-'60s, Dave Davies and [ used to have
hilarious arguments about who was the first
toinvent feedback: [ used to pull Dave'sleg by
saying ‘we both supported The Beatlesin
Blackpool and you weren't doingit then... I bet
vou nicked it offme when you saw me doingiit.
And Dave would scream that he was doing it
long before that. Then one day 1 read this

incredible story about Jeff Beck in which he
said..." —at thisjuncture, he adopts aretarded
Pythonesque android accent - “'Yeah,
Townshend came down t'see d'Tridents
rehearsing and he saw me using the
feedback’... pause... ‘and copied it

Returning to his natural voice, Townshend
scowls, “I never saw The Tridents and the man
is pathetic. Obviously, Beck may feel deeply
enough thathe invented feedback - but for
Chrissakes who gives a shit? Why even
commentonit?Itdoesn't really matter, it's just
afunnynoise made byaguitar,”

Townshend goes on to explain that the
innovatory partof rock is not necessarily the
part that he's proud of, even though he’s
regarded as The Who'sideas man. “Iwas
trained in graphic design... to beanideas
man... to thinkup something new and
different... like, let's give alemon away with
the nextalbum!”

Thank you.

“In the early days of The Who we were tagged
with gimmicks and subsequently it made me
very gimmick-conscious. Now if I might
returnto Tormmyforamoment..."

But only fora moment.

“What I thinkis good about Tommyis not
thatit’sarock opera or thatit's the first or the
last... that's of course, if you assume that
there's gonna be any more!”

Don'tworry, there will be. Have a copy of
Camel's The Snow Goose.

"Whatlfeelis very important about Tormmy
is that as a band it was our first conscious
departure out of the adolescent area. It was
ourfirst attempt at something that wasn't the
same old pilled-up adolescent brand of music.
We'd finished with thatand we didn'tknow
which wayto go. That's when wewent through
that funny period of ‘Happy Jack’ and ‘Dogs’

“Itwas also a terrifying period for me as The
Who's only ideas man. For instance, though ‘|
Can See For Miles’ was released after ‘Happy
Jack',I'd written itin 1966 but had keptitin the
can for ages because it was going to be our
ace-in-the-hole. If youwantthe truth...”

Andnothingbut...

“Ireally gotlost after 'Happy Jack’, and then
when ‘I Can See For Miles' bombed outin
Britain; I thought "What the hellam 1 gonna do
now?’ The pressures were reallyonmeand I
had to come up with something very quick
and that's how Tormmyemerged from a few
roughideas I'd been messing about with.”

And whereas The Beatles had cried that it
was impossible to perform Pepperin public,
the fact that The Who demonstrated that
Tommywas anideal stage presentation
quickly motivated other bands to mobilise
their might for the New Aquarian Age. With
more sophisticated electronic weaponry than
they knew how to utilise, the likes of Floyd,
Yes, and ELP adopted a more “profound”
stanceas, inablaze of strobes, theybegan to
bombard audiences with techno-flash
wizardry, pseudo-mystical jargon and
interchangeable concepts.

Townshend may have had a helping hand in
starting the whole schmear rolling (it sure
didn’trock), butheisadamantin his belief
thatmanyalleged “profound”  continues overs
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music machines are working a clever
con-trick on the public.

“Allthat they're really doing s getting
together and working out the most complex
ideas they can handle, packagingit with
pretentious marketing appeal and unloading
iton their fans. But" —and here comes the get-
out clause- “does everything have to hold
water? Obviously, it must mean something to
the integrity of the band that's putting it
together, butit's results that count.”

Well, the result, as Townshend putsit, has
turned many a rock theatre into a dormitory.

“Itmight be difficult to fall asleep ataWho
gig, but I can understand why some bands
send their audiences into acoma. I don't like
Yesatall. Tused tolike them when Peter
Bankswas in the lineup, because, apart from
being extremely visual, he also played
excellent guitar. With so many changes in the
lineup, Yes is Jon Anderson's band and he
mightbe guilty of much of that wishy washy
stuffthey churn out because Jonreallyisa
tremendous romantic. Maybe he believesin
the old mystical work, and maybe poetry
moves him along-butI'm not concerned
eitherway.”

Justwait until the letters come pouring in.

“It'slike thatline in “The Punk And The
Godfather"... You paid me to do the dancing.
Thekids pay us for agood time, yet nowadays
people don't really want to get involved.
Audiences are very much like the kids in
Tommy's Holiday Camp, they want something
without working forit. That wasn’t the way it
used to be. The enthusiasm that evolved
around The Beatles was enthusiasm, as
opposed to energy generated by The Beatles.

“You talk to them now and theydon't know
what happened! [t was the kids'
enthusiasm for them. Nowwhen
you see ithappening again you
can see how strange it must have
seemed the first timearound.

“Forinstance, take the amount
of energy and enthusiasm that’s
currently expended on, say, Gary
Glitter... and Gary's justas
confused aseveryone else. All he
knows is which curler to puton
whichside of his head - Gary readily admits
this, and is all the better forit. Getin the
middle ofacrowd of screamin’ kids—it doesn't
matter who they're screamin’ at—and there’sa
certainamount of charisma transferred to
these people. But then, that's what fanmania
isreallyall about.

“When the real charismatic figures like Mick
Jagger came along, rock started to change and
then the kids began to create their own trends
infashion. The mods not only used to design
their own clothes but sometimes to make
them: and the fact that they did humdrum
jobs to get money to buy clothes, scooters,
records and go to clubs builtup this elite.
Therefore it wasn't too long before the artists
let that rub off onto them and in that sense, I
think The Who were as guilty as anybody else.

“AndI'll tell you why. Because in the end we
wanted the audiences to turn up to see only us
asopposed to the audience being the show
and struttin’ like peacocks. We had to be the
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“Our love was...":
Pete with wife
Kareninl975

only reason for them turning up ata Who gig.”

Withrockand its peripheral interests having
been systematically turned into a multi-
million pound consumer industry, Pete has
observed that the customer nolonger dictates
youth fashion. “That's all down to some
designer employed by a multiple chainstore.
Everything nowadays is premeditated. Within
days the whole country is flooded with what
someone thinks the kids want.”

He believes that the only invigorating youth
movement in this country appears to be
centred around Wigan's Northern Soul Scene.

“I'wish that would spread more than it has,
because I seeitasadirectlink with the mod
thing. Butwhat is more importantisthatit's
more philosophical in its attitude about not
fighting and not boozing and not smoking. |
Even though they're ephemeral things, they

"ROCK MUSIC GOT VERY
EXCITED AND FLEW OFF
AHEAD. LEAVING MOST OF
ITS AUDIENCE BEHIND...”

are nevertheless states of mind, which are
Very Good Things. Like the early mod thing,
this Northern Soul Scene has a fashionable
aspect connected with it, but basically it's
concerned with the exact opposite to the mod
preoccupation with getting pilled-up and
fighting. Funnily enough, I'mstill not certain
why the original mod movement was so
obsessed with aggro. AllT knowis that at that
time I felt an incredible amount of frustration
and bitterness towardssociety and maybe
everyone else felt the same.”

BUT EVEN AS FAR BACK as 1968, The Who
were somewhat trapped by their own image,
when Townshend states that the thing that
had impressed him most was the mod
movement. He had been fired by the
excitement of witnessing and subsequently
takingan active partin what he feltwas the
firsttime in history that youth had made a
concerted move towards unity of thought and

drive and motive. “Itwas almost surreal”
was how he was quoted at the time.

Somewhere at the turn of the '60s, the youth
movement was derailed. Talk ofa promised
land and the eventual greening of America
became suffocated as the consumer industry
once again took command, and the Business
inshowbusiness grabbed the spoils.

When Townshend looks backin time, he
can'thelp butlaugh. “I don't think they were
promises, itwas just young people promising
themselves something... having ambitions to
do something... and, ifyoulike, certain rock
people were acting as spokesmen. So they are
the convenient people to blame. That's if you
want tolay the blame atanyone’s feet.

“Basically, everyone had this mood that
something was happening... something was
changing. Inessence it did, but unfortunately

alot of its impetus was carried
offby the drug obsession.
Everyone credited everything
innovative and exciting to
drugs... 'Yeahman, it's potand
leapers and LSD, that's what
makes the world great.’

“Then when things turned
out to be meaninglessand
people had missed the bus,

- they quickly realised they'd
gambled everything on something that had
run away. The same thinghappened to rock.
Rock got very excited and flew off ahead
leaving most of its audience behind. The Who
wenton to dowhatI feel to be some very brave
and courageous things, butin the end the
audience was abit apathetic. [twas back to
what I wrote in ‘The Punk And The Godfather’
—you paid me to do the dancing. That's why
when I'm onistage I sometimes feel that I'm too
old to be doing what I'm doing.”

Then, by way of contrast...

“Track by track, the new LP that The Who are
makingis going to be the best thing we've ever
done. But if people expect another grandiose
epicthen theyain't gonna getit. 'Cos thistime
we're going for a superb single album.”

Townshend, make your mind up, squire. If
the last couple of hours are anything to go by,
you're either-by your own admission - pastit,
oryou're justafter a bit of public feedback.
Ouch. Better not mention thatword. @
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"THERE'S A TERRIBLE

'BATTLE
'BETWEEN

ME &
PETE

AIN'T THERE?’

| A few weeks after Pete Townshend’s previous,
“unbelievably down”, interview, Roger Daltrey fights back.
“The last thing in the world | want to do is break The Who
up,” he says. But as Daltrey details the animosities and
misunderstandings, and revealshow Townshend .
attacked him with a guitar, TONY STEWART begins to
wonder: could The Who By Numbersbe Who's Last?
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"] JUSTHOW DO YOU
| conductyourselfwhen

| interviewing amanwho's
destined to become A
Living Legend? Do you
ensure your shoelaces are
tied, your hair's neatly
brushed and that your
breath smells sweetly? And
then humbly sit opposite
your subject, dutifully
silentas youwait to hear his proclamations?
Or perhapsyou just take along a bucket and
spadein case the Centaur—as his latest album
sleeve depicts him-craps on therug.

Afterall, this is how Polydor are promoting
Roger Daltrey. The Centaur photograph
exploits all the romanticism of Greek
Mythology to intimate Daltrey isA Living
Legend, as well as incorporating the sexual
blatancy of the classic Satyr—the lustful beast
whichisreputed to be partman, part goat. But
moulding the hindquarters of a goatonto
Daltrey's fine torso would projecta
considerably less virile image than those

09/08/1975

| ofastallion.

Lookat the shot closely, and you'll see my (or
his) point.

“It's nothing to do with me, mate,” Daltrey
asserts. “I can never consider that. [wish |
could become Charlie Bloggs. I'm pissed off
with it, because I feel it's notme. I'm not A
Living Legend. Alot of old bollocks. It'sall half
truths and I don't really want to be associated
with thatkind of thing. I don’t really want to be
APop Star, believe it or not. I'd like to have
successful records, but that’sit. And I'd very
much like never to do any more interviews
oranything.”

Geethanks, Roger.

“Well, you know, the occasional
one. [ suppose it’s the price you
have to pay.”

Yes. But Roger also hasan
ulterior motive in talking to us,
and that’s to answer Pete
Townshend's attack on The Who,
carried in a recent NMEarticle
[reprinted, of course, on pp62-68].

Stick around, because the dirt flies like a
sandstorm.

Somehow, though, you just cant come to
terms with Daltrey’s newimage. Here heis, in
the Goldhawk record company officesin
London. Sandwiched into acomfy chair
between afiling cabinet and a stack ofaudio
equipment, taking large hungry bites out of a
pear, causing juice to trickle down his chin,
the flow of which increases as he tries to talk
with his mouth full.

His moods change faster than a streetful of
Belisha beacons, going from sullen to friendly,
and from aggressive to rationally polite. And
invariably he'll laugh athis own moods,
throwing his head back and roaringlike a
triumphant bar room brawler. You could
describe him as an earthystreetboy.

The interview, though, comesatan
appropriate juncture. Sessions for the new
Who album, The Who By Numbers, have just
finished, and after our rap Daltrey will go off
to hear the final mixes.
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“I'mreally pleased
withit," he says,
chewingon the pear.
“Onesong particularly,
called ‘Tmaginary Man',
Ithinkisthebestsong
Pete’s ever written.
There's a few mysteries
inthere, butit'llbea
good album. The shape
and form of it issimilar
to Who's Next, with alot
ofvaried material,
unlike Quadrophenia,
whichwasreallyone

Recording “The
Seeker”in1970
with Kit Lambert

vein. Butldon't know
whatit’s going to do, because I don't know
what people are expecting. I thinkit's goingto
be surprising.

“There’s not been alot of style change atall.
How can we? Moon still plays like Moon, John
still plays like John, Pete still plays like Pete,
and I still singlike me. The only time that we
really change is after extensive touring, never
when we're in the studio.”

Yet the conversation doesn't dwell on the
album forlong, as it's quite apparent Daltrey
wishes to discuss another topic. Like the
Townshend feature.

“Inever read such aload of bullshitin my
life,” he comments, angrily. “To be perfectly
honest, it really took a lot of my Who energy
out reading that. Because I don't feel that way
about The Who, about our audiences, or
anything that way.

“Itwas an unbelievably down interview. And
Istill haven't come out of it properly yet. I've
talked to fans,” he continues, “and I think

“TOWNSHEND'S LOST A
LOT OF RESPECT FROM
THAT ARTICLE. HE'S TALKED
HIMSELF UP HIS OWN ASS!”

| Townshend lost alot of respect from that

article. He's talked himself up his own ass.
And there are quite alot of disillusioned and
disenchanted kids about now."

In fact the tone of Townshend's
rap was itself disillusioned. He was
highlycritical of theband asa
working unit, their audience and
even of their future. In his
introduction to the piece, Roy Carr
admirably précised the prevalent
attitude the Axeman expressed:
“Pete Townshend didn't die before
he got old. Yetdeath isn't his
problem, it's the passingof the
years and his current positionin
what he feelsis ayounger man’s
occupation,”

But that's not 32-year-old
Daltrey's chief beefabout the
article. “My main criticism,” he
elaborates, “was the generalisation
of saying The Whowere bad. The

WHO

KNEW

Daltrey refers to
“alot of litigation™
around The Who
atthistime,andhe
wasn't kidding: while
TheWho prepareda
mismanagement suit
against Kit Lambert,
their manager told
NMEon July19,1975
that he was taking
actionagainst Robert
Stigwood over lack of
payment for his work
on Tommy...

Whoweren't bad. I think we've had a few gigs
where Townshend wasbad... andI'llgoon
record as sayingthat. I think we had a few gigs
where under normal circumstances we could
have waltzed it. We could have done Madison
Square Garden with our eyes closed, only the
group was running on three cylinders.
Especially the last night.

“Youdon't generalise and say The Who was
bad,” he stresses, his rage stronger now.
“Because The Whowasn'tbad. Wasn't quite as
good aswe could have been, butitwas
because Townshend was in a bad frame of
mind about what he wanted to do. And he
didn't play well. Sure, we all have our off
nights. But don't go round saying The Who
was bad.”

Did Pete soundlike a Rock'n'Roll Martyr
toyou?

“Yes. Very much. You're putting words in me
mouth, ain'tya?” Helaughs.

Wellsure. But onlyifthere's roomwith
the pear.

“Right. That's the impression
Igot. Anditriles me whenhe
generalises it to say The Who
weren't playing well. The Who
can play as well as they ever
did, ifwe can getdown toitand
take it for whatitis. He's just
trying to make The Who
somethingitisn't.

“lcanunderstand his
musical frustration,” he continues. “He must
be so far ahead now with just writing songs for
The Who. Butsurely if The Whoisn'ta vehicle
: toget those frustrations out, he

should find another vehicle. But
use The Who for whatitis. A good
rock'n'roll band, that's all. And
one that was progressing.”

Was?

“Isay ‘was’ because we haven't

"done anythingforsuchalong
time. Hopefully when we get back
on the road we'll still progress. But
if we have any more statements
like thatI don't see howwe can,
'Cos I knowit's taken a lot of steam
outof me and I'msure itdid with
the others.”

ButRoger, you said, "was
progressing”, which strikes me as
arather strange comment to make
justas you complete anew album. |

“I'm just talking about the road




side ofit," he clarifies, “I mean, we are still
progressing. We're never really The Who in the
studio. That's one of the difficulties getting
records made with the band. There was alot
wrong, but we rectified it on this album. We all
gotstuckin and made arecord. But there's not
alotof room for a group becauseit's becoming
more and more dominated by Pete. [t's very
hard to make a group contribution outside of
what you actuallydo in the band. Outside of
me justsinging, forinstance.

“Johnseemsto doall right at it- but every
suggestion I make1 justgetlaughed at. But1
canlive with that. I don't care if I'm just the
singeranyway.”

Onthis point, though, itwas Townshend
who complained he had to bear too much
responsibility for The Who, There was, he
bemoaned, too much pressure on him.

“There’s all sorts of problems going down at
the moment that have got buggerall to dowith

Daltrey: “I'd very much
like never to do any
8 moreinterviews...”

the music side ofit,” counters Daltrey, “which
is usually lumped on my bloody shoulders. But
Idon'tever complainaboutit. 1 agree that
because he's been the mainstay songwriter of
the band he's obviously going to be under
pressure. Butl think he enjoys that. As faras
goingon the road goes, I don't think he's under
any more pressure than any ofus, really.”

Townshend's argument - just to refresh your
memories—was also thatbecause the other
three guys heavied himinto the studio, any
songs he'd written for a solo albumwould be
snapped up by them. And inadvertently he
seemed to be moaning about the fact that
Daltrey, Entwistle and Moon could work solo -
but that he never saw his own efforts come to
fruition-because of The Who.

Daltrey does feel it would be a good thing for
Townshend if he did record a solo album, but
denies it was impossible because of The Who
situation. “You see, [ think ifhe made a solo

album, he would get some of the musical
frustrations out which he can'taccomplish
with The Who. Because he can do fucking
incredible stuff that The Who'llnever do. They
justhaven'tgot thatsort of scope.

“That's why solo LPs are nice to do. They let
your head run riot forawhile. And 1don'tsee
why he couldn'thave done his ownalbum
before this Who set, because I can't see this
one getting released for ages because we’ve got
so many problems, outside of just the music.
Then The Who would have had second choice.
AndIdon'tsee it would have hurt The Who,

“Ithink we needed this year break. We need
tosort certain things out. Like, two months
agoitlooked as though we weren't ever going
torecord again-and now at least we've made
anotherrecord. And I really want to get back
ontheroad. Ijustdon't feel 'mina group
unlesswe're playing on the road. It feels like
you're justanother session man.”

He pauses, havingsaid his piece.

“Wantacup oftea?” he inquires politely.

SNIPPETS OF DALTREY s rap keep flashing up
on the brain’s screen like trailers at the
cinema. And it could just be possible that's yet
locome,.

Atintervals he's made oblique, butapparent,
references to some kind of internal problems
other thanmusical thatare havinga
detrimental effect on The Who's well-being.
Something seems greatly amiss. Butasthe
mugsof tea are handed round - and you'll
be glad to know centaurs do have sweet
teeth, because Daltrey started to crunch sugar
cubes- Roger seems reticent to divulge the
relevant information.

“There's just certain things going down at
the moment,” he does profter, not particularly
helpfully. “You'll probably hear the whole
story in about two months' time.”

Can't we hear now?

“lean’t. There's alot of litigation going on
between ourrecord company and our
managementand everythingelse.”

Aclue, But not exactly a scoop. With alittle
prodding he does, however, begin to open up,
revealing inunguarded terms there s,
er, disagreement between The Who and
theirmahagement.

“Ifwe were free now to do what we wanted to
do, we'd have our record out in the first week of
October and we would be touring England in
the third week of October and the first week of
November. And we'd be off to the States in the
second week of November, then come back
here for some Christmas shows.” He comes
outwith a series of anecdotes, which, due to
thelaws oflibel, I can't repeat. Worse luck.

“Ifthe record doesn't come out I don'tknow
what's going to happen. We could still tour-
but we wouldn't tour with a new act because
it's hopeless trying to play people unfamiliar
material. It's like, the worst thing any band
cando. Evenifit's vaguely familiar. Like Elton
John at Wembley playing Captain Fantastic. It
didn'twork. ITwouldn't mind touring with the
old stuff. But that'swhatit'll have to be.”

Anydates pencilled in?

“Thereare, butl can't even talk about them
becauseit's so vague at the CONTINUES OVER »
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it. Asit'sworked out, it didn’t
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moment. Maybe itwill sortitselfout and it'll
goahead, butIcan'treallyseeitsomehow. It's
probably gonna be December before we get on
the road. The way things are going, and the
lack of decisions and various things."

Christ. Some Main Feature, huh?

Goingback to That Townshend Feature-
and considering all Daltrey has just said -it
does seem somewhat unfair Peter Meter
should blame Daltrey’s involvementin
Lisztormania for holding up the recording of
the newalbum. Which he did.

“Obviously he doesn'twant to talk about
these other problems in the press,” suggested
Roger quite rationally. “Ido it reluctantly, butl
suppose it’s got to come out atone time. Ican
seeifitdoes happen, then I'm gonna come out
as The McCartney Of The Piece. But there
again, what do you do? Youcan'tlive on lies
forever. But thelast thing in the world Twant to
dois break The Who up. AnythingIcandoto
stop that happening... I'll do.

“Now The Who have acted.” (Daltrey’s
referring to the legals). “But1don't know how
long I could have gone on without them
acting. Ireallydon't. If the legal hassles hadn't
been going on, yeah, then Lisziwould have
held up The Who recording for three months.
Whichisn'talong time. [ know it
was a drag for The Who,and|
don'teverreally wantitto
happenagain. But there was
nothing I could have done about

really matter anyway."

Perhapsat thisstageit'dbe
useful to clarify one ortwo
other matters with so many
insinuations whizzing around.
Roger, how important is The Who to you, then?

“Obviously veryimportant,” he responds
immediately. “ mean it's part of me life, and
it's thelast 10 years of melife.1 can accept the
fact nowit's not going to go on forever. That's
forsure. Youdo start to see the boundaries.
Butljustdon'tever wantto give up.

“The Who comes before anythingreally. It
didn’t come before Liszt, but itwasa group
thing. [ said, ‘Whatdo [ do?’

“Ithink Liszrwill do The Who good as well.
That's one of the main things in my mind
about it, because people—especiallyin the
States—are gonnastart thinking
I'm Tommy. And I'm not Tommy. |
don'tthink Tommiyis The Who's
best piece of work. Lisztis a quick
way of showing people that I ain't
Tommy. Which is, atleast, a

explainhowhe sees asituation tome, andI've

| gota terrific rapport with him. Unfortunately

me and Pete have never actually goton, on

| thatlevel. Butlfind nowit’s not soimportant,

because just working with Ken so much has
taught me alotabout getting into things in the
way [ think you should. It's given me a lot more
confidence. If you can't communicateona
talkinglevel with someone and you just go on

| feelings, and he's given you asheet of lyrics

and you've got ademo to work with, then you

| need quite alot of confidence.”

Atthis point, however, Daltreyis
understating his turbulent relationship with
Townshend because, as our conversation
unfolds - covering The Who's music and the
sheeraggression and frustration it
incorporates—it's necessary for Roger to
explain why this should be such an overt facet.
Andin doingso, he reveals considerably more
about the personality structure of the band.

“It's probably because we're so different,” he
says, “and don’t particularly get on that well
outside the band. 1 don'twant tobeinagroup
with anybodyelse, althoughif1 could choose
three friends to go about with itwouldn't be
those three. It's a very weird situation, but it
doeslead to frustration. Butit's always worked

“THE LAST THING I WANTED TO
DO WAS HAVE A FISTFIGHT WITH
PETE. UNFORTUNATELY, HE HIT

ME FIRST... WITH A GUITAR”

becauseit’s led to creating something.”

Andalso led, it should be noted, to fights.
Onoccasion.

“Yes. On occasion,” agrees Daltrey.

Well, your knuckles aren't bruised so the
recording sessions must have gone well.

“Look!" He cries, laughing and holding up
hisright fist. “Look at that!" He displays one
severely swollen and purple set of knuckles.
“No, no, no. We didn't have any fights atall,” he
points out, “That's a mosquito bite. Believe it
ornot.”

Alikelystory.

“No. We didn'thave any fights
this time. We had fightsin
Quadrophenia.”

Tellus more.

“I've only ever had one fight with
Pete and thatwas during

startindestroying that whole Lisztornaniawas Quadrophenia. It wasabitofa
Tommy stigma.” released thesame shame because it was anon-
Butagain, when discussing his yearas Jommyand  argument,and thelast thing]
career in the movies, Daltrey is ‘;“"H‘H‘esa"‘em"" wanted to do in the world wasto
; A 3 enRussell, and same : :
prone to relate it to his musical star, Daltrey. The have a fistfight with Pete
pursuits and his role with The castincludes Paul Townshend. Unfortunately,” he
Who. For instance, working with *Hair’ Nicholas (as adds petulantly, “he hitme first
Russell, he says, hasgivenhima RichardWagner),Rick  withaguitar. I really felt terrible
better understanding of Wakeman(Thor,God  ahout itafterwards. What canyou
Townshend’s songwriting. msm“g}”igg“d?':f" say? Pete should nevertryand bea
“Kenisverysimilar to Pete,” he wasmefirst:il:]';-to fighter. Butwhen he was being
explains. “He's veryvisualand use the Dolby noise held back by two roadies and he’s
thinksall the time. But unlike reduction system, spittingat me, callingme adirty

Pete, I cantalk to Ken. And he'll
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little cunt and hitting me with his

guitarI became quite angry. And I was forced
tolayone onhim. Butit was only one.”

Thatwas sufficient?

“Well,” he roars with laughter, “whenhe
came out of hospital...”

Butaccordingto Daltrey there has always
been a clash between him and Townshend -
with Entwistle and Moon as mediators. And
perhaps for thisreason Daltreyis able to
contend with beinglaughed atin the studio
when he makes suggestions.

“LikeIsay,” he explains, “I can putup with
beingjust the singer. It doesn't really bother
me that much. It’s just one of those things that
make you feel - what's the word? —-makes you

feel a bit of a misfit. ButI've always felt a bitofa |

misfitin The Who. That’s another reason why
solo things are good for me.”
Cue. Change of reel, and subject.

EVERYTHING SEEMED to be going well for
Roger Daltrey, the solo artist. He's now
grabbed himself a prestigious slice of the
Movie Biz by doing the films Tommyand
Lisztomania—-with another, of which he’ll
reveal nothing except he had to have his hair
cropped, on the starting blocks. Even his
solo singing career had an auspicious debut,
with the excellent Daltrey
album; Ride A Rock Horse,
however, isn't too good.

The vocal performanceis
good, the musicianship is
good, OK, but the material
just doesn’t have that stamp
of quality. And to date,
business has not been brisk
with the set, whichis certainly
notthekind of sequel one
would expect (either artistically or sales-wise)
following his first album.

“I'm pleased with it,” comments Roger. “Ilike
it. ButthenI'mbound to, ain't 12 Itisavery
Americankind ofalbumandit’s not
particularly the English people’s taste. But
thatwasintentional. laimed it at America.
Maybe [ aimed it too much at America.”

Perhaps, though, Daltrey, whoasa
prominent British vocalist would have the
world'’s established writers scrambling over
each other’s backs to gethim to use their
songs, las taken even more of achance with
the material than he did with the first set.
Once again, he's used unestablished writers
(like Leo Sayer was).

“Iknowit'sagamble and maybe this time it
hasn't paid off, but 'm gonna carry on doing it.
It's just that I get so many kids coming to me
with songs and they're not all good - but
occasionallyyou get the good ones, and I think
it'sworth taking a gamble. Maybe I've picked
the wrong numbers this time... I don'tknow.
Obviously, I haven'tin America. It'sin at 60
this week. With a bullet. So my judgment’s
right somewhere. I just remember the days
when I would have done anything fora
helping hand. IfI can help somebody who
can'tgetalookin elsewhere... thenit’s avalid
thingtodo.”

Not, Iwouldn't have thought, if the album
bombed, along with Daltrey’s sole reputation.

Polydor (who canimprove your image as




o BadMoon :
live in1975

Charles Atlas helped build your body) do seem
to be putting the big promo wheels in motion.
This, when discussed, moves onto Roger's
own reluctance to be drawninto the area
which he describes as “poshlust”,

“But that’s the business, I suppose,” he
remarks mildly, “Idon't suppose kids want to
buy records wrapped up in paper bags. They
wantabit of glamour. You do need your
Jaggers and Rod Stewarts, but they're trying to
make meinto one, and I'm not. And I never
will be.”

Justwhyis hein the business in the first
place then? You guessedit.

“CosIsingsinaband called The'Ooand!
likesit. And ThatIsIt."

Butaccording to Townshend (in That
Feature) Daltrey wouldlike to believe
rock'n'roll was “making records, pullin’ birds,
getting pissed and havinga good time.”

“That," retorts Daltrey disgustedly, “just
shows he doesn't understand me atall.
Because that proportion of mylife which s
devoted to that kind of living is such aminimal
proportion. Ifhe thinks that’s what rock'n'roll
is to me he must be kidding. Just'cos Idon't

liveinastudiolike he does doesn't mean to say

Idon'tlike rock'n'roll much.”

He pauses.

“There's a terrible battle going on between
me and him, ain't there?”

In fact, you could say this last quote of

Townshend’s proves to weigh heavily on
Daltrey's mind. Itisn'tuntilnear the end of the
interviewwhen he decides to elaborate on the
point. “I'm just thinking about what he said,”
he said. “That I'd like to believe that rock'n'roll
was birds, booze and fun. The naiveté of that is
that thelast few bad gigs The Who did were, in
my opinion—apartfrom his head trip-bad
because they were physically outboozingand
balling allnight. And by the time it got to the
show at night theywere physically incapable of
doingagood show. So... put that in your pipe
and smokeit.”

Was thatall of you?

“No. Thatwas Townshend. Moon doesit, but
he can controlit. On afew of the last gigs
Townshend was pissed and incapable.” Now
Daltrey’s angerisrising. “So don't talk to me
about booze, because I've never been onstage
drunkin the last seven years, Mr Townshend!|
don'tknow if you've ever noticed, maybe he
hasn'tbutlhave.lremember every show
we've ever done! I'm just getting a bit fed-up
with these left-handed attacks.”

And now he's retaliating.

“One of the sad thingsis that Pete and
[ are probably never gonnabe ableto
communicate,” he explains coolly. “I thinkI'l
have to sit down and write aletter to the band,
because there's no way of ever speaking to
them aboutit.”

Jesus. What's the future going to bring, then?

Maybe Daltreyis outspoken, vitriolicand
often enraged by the circumstances
surrounding The Who, and yet underneath
itallruns a deep devotion for the band. He
may criticise Townshend forwhathe describes
as “pathetic” guitar playing on one gig,
and yet he'll getback up onstage and work
with him again,

“The only otherwayis to give up, innit? From
my pointof view... I thinkI've got better
onstage in thelastsixyears... and it really
frustrates me that the people who were
heads, hands and feet above me before are
starting to fall by the wayside. I thinkit's
unnecessary. That's why Iwant to get back
on the road and do it. Because [ know they
candoit. Andifthey don't, then The Who
breaks up. We're notagovernment. It'sonlya
rock'n'roll band, after all. It'll be a terrible
shame andalot of people will be disgusted
with us for letting it break up. But what
canyou do?

“Inaway,” he continues. “Idon’tmind if The
Who do finish, because thinkwe've donea
helluvalot and I'd hate to see it fizzle.

I'd hate to see anything mediocre come
out by The Who."

And inamoredispirited momenthe
comments, “IfI feel I've come to the stage
where | can't give any more into rock, and 1
can'tdo thethings!like, then Imight as well
take up acting. Imightaswell.” @

MEAL PRESTON/CORBIS
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TEWHOBY Wiyplies

' The Who leave the complex rock operas behind, as Townshend
turns to himself for inspiration. A tour de force of self-doubt,
self-loathing and brandy. By David Quantick

the casuallabellingofrock historywhen

itcomesto thegeneralrubbishingof
conceptalbums, While the hipand groovy
despise Genesis for The Lamb Lies Down On
Broadway, theywilladmitafondnessfor The
Who, despite theindisputable fact that
between 1968and 1979, the band released—if
you countsoundtracks to the filmversions of
Tommyand Quadrophenia, and | do—-arguably
nothing but conceptalbums. How they got
awaywithitisamatterfor otherwriters here,
butit'sextraordinary. Jim Steinmanonlyhasto
usethewords “rock” and “opera” inthe same
paragraph and he's derided forbeing abloated
cartoon nutter. But Pete Townshend effectively
spentthe 1970s writingonlyrock operas. And
gettingawaywithit, Who fansin the 1970s

THEWI-IO HAVEbeenextremelyluckyin

| seemed quite happywith this, neveronce

saying, “Oh, howI'dlike justa collection of

| greatsongswhoseonlylinkingthemeisthe

depthsofthesongwriter'spsyche.”
Andwhensucharecord came along, when
finally Townshend took abreak from stitching
together complexnarratives thatquestioned
the nature of ourlives and made a record that
was “just” acollection of great songs whose
onlylinking themeis the depthsofthe

| songwriter’spsyche, peopleshruggedand

went, “It's OK.” But then, 1975 was averyodd
yearinrock.
IftherewaseveraruntofthelitterinThe
Who's 1970s albums, it would be The Who By
Numbers.Leavingaside the decade-ending
WhoAre You, it'sthe one Who album of their
career-definingerathatisn’trooted inrock
opera. Tommy, Tommy: The Moviesoundtrack,
Quadropheniaand its soundtrack, and Who's
Next (whichwas based on the songs from
‘Lifehouse’) wereall crammedtovarying
degreeswith Townshend's Bigldeas, and as
such were uniquelyWho-like powerhousesof
thought and music. The Who By Numbershas
nosuchagenda. Itssongs deal with young men,
gaylust, thenature of fame, dads shagging
mums, alcohol, the nature of friendship and
being happy, amongotherthings. Itis, foronce
in The Who's career, officiallywithoutatheme.
Isay “official” because thereisonevery
centralthemeto... By Numbers: Pete
Townshend. Perhapsironically, the onlygreat
Whorecord ofthe period whichwasn't
designed asa conceptalbumisheld togetherby
The Who's best concept, namely what it was
like being Pete Townshend in 1975, brandy-
dependent, self-hating, astonishingly
intelligentand soriddled with songs
questioninghimselfitwasat  conrinues over»

L TRACKAARES )

1Slip Kid # %4 %
2 However Much
| Booze ## # &
3 Squeeze Box # 4 k&
4 Dreaming From
The Waist 4 # & &
5 Imagine A Man # # &
6 Success Story w & d i
7They Are All In Love & ##
8 Blue, Red
And Grey # - #
9 How Many Friends # # #
10In AHand Or A Face # % & #

RELEASED: October 3, 1975
LABEL: Polydor/MCA
PRODUCED BY: Glyn Johns
RECORDED: Shepperton Studios
on Ronnie Lane’s Mobile Studio
PERSONMEL: Roger Daltrey
(lead vocals, harmonica); Pete
Townshend (guitars, keyboards,
ukulele, accordion, banjo, vocals);
John Entwistle {bass guitar,
horns, bk vocals); Keith Moon
(drums, percussion); Dave Arbus
(violin); Nicky Hopkins (piana)
HIGHEST CHART POSITION:
UKTUS8

THEWHO | ULTIMATE MUSICGUIDE | 77



THE WHO: THE ALBUAS

| [\.

’I'II!IIISIIGI.I!S : SQUEEZE BOX/ succfsssmnv UK#10, US£16 16 | SLIP KID/ nﬁmmsmﬂmmswmluu NOT ISSUED, us mnnmcum
l‘ y § | B &
' 7 ; 3 s




times likeameetingof Doubting
Thomases Anonymous. Even John
Entwistle’s excellent “Success

THE (

Vi

the magnificentlydaft“Squeeze
Box" into Tommy or Quadrophenia;
Townshendwould have had toleaveitout,
deprivingusofaveryfunny (andvery '70s) 45
thatifwe'd beenlucky, might've trickled outon
aCDboxsetinthelate '80s. Buthe didn’'thave
to,and for thefirst time since “Magic Bus”, we
haveasongwhere The Who can just enjoy
themselveswithout having to justifyit. Be
happy, as Meher Babasaid, don'tworry.
Withtheodd exception, true, therestof... By
Numbersis more concerned withworrying
thanbeing happy. Thisis Pete Townshend
searchinghis own soulrather than everybody
else’s. "However Much 1 Booze" addresses, in
slightly convolutedstyle, theissues of being
Pete Townshendin 1975 (and it's only thefirst
songon this album to mention brandy; they
should havegotasponsorship
dealwith Courvoisier). “How
Many Friends” is a classic
boozer's downer song, where
self-pityand self-contemplation
combine. “Imagine AMan”
continues the trend inamore
spiritualdirection. Townshend
takes morelead vocals on this

record before, and while this
couldhave goneagainst The Who's best
musical dynamic—the way Roger Daltrey’s
leonine confidencecounterbalances
Townshend's doubt and adds an emotional
balancethat, say, the similarsinger/writer
divisionin Oasis didn't-itworks because this
reallyis Townshend On Townshend. Somuch
50, in fact, thatfor once the really Who-style
songs-the Daltrey-sung “Dreaming From The
Waist", forexample-sound almostout of place,
likeafterthoughts included to Who things up.
[t'satestament to the excellence of Roger
Daltrey, though, thatatno pointon this record
ishesidelined atall. Alesser vocalist might
havegoneoffonasulkand made The Who By
Numbersinto, effectively, asolo record. But
Daltreyis magnificent throughout. You might
have thoughthe'd beuncomfortable with the
homosexuality (or bisexuality) expressedin
“Dreaming From The Waist”, butifhe was,
Daltrey doesn't showit; he throws himselfinto
the performance with asgreatavigouras

anythingelse onthisrecord. And
on“TheyAreInLove", anatypical
Whosong (and there areso many

Story”-anice, bouncysongwitha ~ “fldidn'tknowbetter]  4rypicalWhosongsonthisdeeply

| wittylyricand agreatriff-shores ?:'L::m atypical album), he produces one
upthecentralidea, beinga Gesture-Townshend’s  ©f themostidiosyneraticand
fantasticsummationofeverything Suicide Note...” effectivevocals ofhis career, his
Petewassayingininterviewsatthe ROYCARR. NME, voice catching with apparent
time (only The Who could writea IR Can uncertaintyin the first fewlines

| pressreleaseyoucandanceto). “Ahighlypersonalsolo  and thenroaringfromitsrock cage

Iove The Who By Numbers; freed work by Townshend, inthenext. And on “Squeeze Box”,

| fromtheproblemsassociatedwith ~ whichrevealshimasa  heseemstobe the very definition of
tellingastory, makingapointand ﬁ:l;:‘t"dw agood time, even takinga moment
answeringitsownquestions, it's &mmﬂmg togiveitsome harmonica.
freeforthefirsttimeinalongtime about financial Butitis, intheend, Townshend's
inTheWho'scareertojustbea success, troubled by record. It'samassive essayinself-
record, acollectionofsongsin rowswithmanagement oy yression, all theway from the
differentstyles that tell different ?mm opener, “SlipKid"-asongso
stories. Imagine tryingtoshoehorn OCTOBER 11,1975 archetypally Townshenditfitsina

wonderfullyfitline from “Tattoo"

onSell Qutall theway to his brilliantly
homoeroticsolosingle, “Rough Boys"-upto
thenagging, circlingfinale “InAHand Or A
Face” (whosefinalcoda, “fam goinground and
round”, might have gotafew cynicalnods from
therestofthe band). Throughout he expresses
doubtafterdoubt. “I'mrecycling trash,” he
writeson “TheyAreIn Love”. “Howmany
[friends have I really gor?"asks Daltreyon
Townshend's behalf, and theansweris clearly
notalot, especiallywhen Townshend claimson
“However Much1Booze", "It sclear to all my
[riendshabitually lie/ Tbring themall down.”

“HoweverMuch I Booze™'s conclusion isthe
cheery “Thereain't no wayout”, a sentiment
thatinformsalmostevery trackon thealbum.
Even Entwistle’smarvellouslyrocking

THEY MAY HAVE A
MASSIVE BAND. BUT THERE'S NO
COMPLACENCY. THIS DOESN'T
TREAD WATER., IT STIRS IT UP

albumthananyotherWho —

“Success Story” (“Take 276/ You know, this used
tobefun”)isatakeonfame androck successas
cynical (albeitalot funnier) than Pink Floyd's
The Wall. “Success Story” is probably my
favourite Entwistle songsince “Boris The
Spider”, abrilliant minirock operainitself, and
onesomelodicand beefyit should have beena
single (adouble a-side with “Long Live Rock”
would'vebeen nice). And “Success Story™’s
rockindustryreferencingis mirroredin “They
AreAllInLove”, asongwithagorgeouschorus
thatnevertheless contains Daltrey's raspberry-
and-bile fuelled query, “Wheredoyou fitin
PHTTTHTT magazine? With blood in youreye
andapassion forgin?”High dramaamongthe
depression, but that's The Who foryou.

When Daltreysingsinthe same song,
“Goodbye all you punks, stay youngand stay
high/Hand me mychequebook, I'llcrawl off to
die” it'sabsurd and melodramatic like a never-
to-be-fulfilled suicide threat. Somereviewers
atthetimecalled The Who By Numbersa

SUBSTITUTE/I'M A BOY/PICTURES OF LILY (REISSUE) | UK#T

“suicide
note”,
missingthe
point perhaps
that, instead of
continuing to
makeextrovertepics
thatdidn'talwayssaya
lot, by making anintrovert
confessional, Pete Townshend was
actuallyclearingthe decksandstartinga
debate about the nature ofrockand beinga
rockstarwhich would eventually transform
music forthebetterin, ooh, aboutayear.
Soeverything here is powered, notbya Percy
Plantspineofcockand cockiness, butbyself-
doubtand brandy, andit’s all the better forit.
Boththe booze and theintrospection are
related partly to The Who's position inrock’s
hierarchy and partly to the reputed stagnation
of the era. For decades, critics have claimed
that 75 wasthe worstyear forrock, andin
manyways theystillhave a point. Townshend,
partofthe problem butalso-because The Who
werestill brilliant-outside the problem,
worried and worried atit, and that process
made The Who ultimately partofthe solution.
They mayhave been amassive stadiumband
fullof moneyand drugs, but witha mainman
sointelligent, therewas no complacency. ... By
Numbersdoesn'ttread water, it stirsitupand
looks for the annoying piranhasin the tide,
Notallhere, of course, isatribute to the
worried man side of Townshend. “Dreaming
From The Waist" isthe gaylust song that Bowie
doesn'trockenoughto have written, "Squeeze
Box” fits perfectlyinto the double-entendre
world oftheera’scomedyand s
Jjustajoyfulnoise, aperfect
single, inwelcome contrastto
thenavel-digging of therest of
thealbum. “Success Story” s
hilarious not cynical. “Slip Kid”
isPete’s 1980s career in embryo.
It’sallbrilliant, itreallyis.
And then there's “Blue, Red
s And Grey".I've saved
mentioning thissong untillast
becauseitis, inmy fat opinion, the most
beautiful TheWho have everrecorded. Over
hisown'ﬁku lele and John Entwistle’s gorgeous
silverbandarrangement, Townshend
discusses the waysome people like mornings
andsome like nights but, when his truelove is
around, he’s always happy. In the midst ofa
record allabout self-loathing and the awful
emptiness onefeelsinthelowwatchesofthe
night, it'samazingbut wonderful to hearrock’s
kingof doubtsing, “Tlikeevery minute of the
day."Ofcourse, youknow that, like all great
rockstars, Townshend only meansit for the few
minuteshe'ssingingit, butitdoesn'tmatter.
He'sjust as convincingas whensinging about
hisownirrelevance, somethinghe has,
naturally, justdisproved by making this disc.
The Who By Numbers, then. Amillion
different viewpoints, allofthem contained in
Pete Townshend, and all delivered by the
greatestrockband in the world. Volumeand
contrast. Whatmore couldyouask? @

GLISBERT HANEKROOT/GETTY
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H,EN

INTO THE

ABYSS

Keith Moon returns from LA for a riotous night
outin Soho, where he drags his entourage into the high

temples of punk. A bewildered

IS doused

in brandy, makes friends with Generation X and
PJ Proby, and just manages to detect that the
party animalin abison coat is “haunted by
tragedy and fearful of the future”...

Melodyl * 1 | AHUGE, WHITE Rolls-
Royce slid the length of
Wardour Streetlikea
!| skateboard, Jan & Dean
| blasting fromits hidden
4| speakers, the owner
bellowingalong to
“Dead Man's Curve” like
aman possessed.

From the Marquee to the

4 Vortexin five seconds-can

man live atsuch speeds? A queue of sullen
punksstands freezingin the cold, awaiting

remission. Up draws the Rolls, Jan & Deannow

spilling out into the street, the battle cry ofa
Lost Generation. The punks, all black leather
and shivering knees, gaze in wonderment.

Keith Moon strides out onto the pavement,
cladin ahuge buffalo coatsmothered in fur,
and strikes a dramatic poselikea
Shakespearean actor haranguing the
plebeians of Rome. “Thisis privilege,” he
shouts brazenly, “I don’t fucking queue, [ go
straightin, first class.”
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And he tossed back his head in an arrogant
gesture and swept into the club past fans,
bouncers and anybody else who might dare
impede his progress.

It was the grandest entry since Napoleon
paraded down the Champs-Elysées, and
instead of provoking the mobinto a fury they
responded with cheers and laughter. Itwas
certainly a hilarious moment, one of many the
night Keith Moon went on a Punk Crawl.

Why should Moon goin among the punks,
doThear the cry? Was it to be patronising, to be
provocative or simply to-be a tourist? The
answers are slightly more complex than the
questions. Itis certain that, of the older
generation of rock statesmen, Keith Moon is
more likely to be accepted than most. While
most punk bands and musicians seem
positively hostile to-all otherlife forms on the
planet, they havea certain grudging respect
for The Who, it seems. The myth has somehow
arisen that the new wave bands are “only
doingwhat The Who did 10 years ago”.

Actually, it was nearer 13 years continues overs
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ago that The Who were playing every Tuesday
nightat the Marquee, and, speakingasan
eyewitness, to suggest that any one of the new
wave/punkbands playing today had a fraction
of the originality or excitement of the original
Whoisacalumny scarcelyworth refuting,

But that does not mean the new wave does
not have a right to exist. They exist for today
justas The Who existed fora few brief seconds
(on the scale ofhistory), in their day. The Who
were explosive, riotous, aggressive, violent
and undoubtedly prone to fits of madness.

As faras Keith Moon is concerned, nothing
much has changed. His good looks have long
since gone, dissipated in a thousand nights of
excess, with no Dorian Gray-style portraitin
theattic to haunt him, except, perhaps, in the
faded scrapbooks of past triumphs. Today
good looks are the preserve of Billy Idol and his
palsin Generation X, one of the few bands that
do have some of the magic of the old Whoand
even sound a bit like them.

Keith retains his Marty Feldman eyes, his
expressive face and maniacal grin that sets off
warningbells among the wary. He retains his
restless energy and almost physical
impatience. For all hislaughter and wild
exploits, there is something infinitely sad
aboutKeith at times, a man haunted by
tragedyand fearful of the future,

Butassoon as a dark shadow
casts across his mind and flickers
across his face, he shrugs it off
and returns to the world he loves
best-the world of endless
pranks, outrageous poses and
verbal onslaughts,

Although the journey from the
Marquee to the Vortexis onlya
few hundred yards, for me it was
like travelling down a time tunnel, aecons of
space and time apart. I'd travelled the self-
same route with Keith before, but this time, as
we emerged from the tunnel mouth into the
Vortex, the young Keith-a frantic blurred

| figureinawhite T-shirt, flailing sticks and

stuffing pills down his mouth -instead
became a fur-clad apparition, a distortion of
that figure locked away in the memory,
surrounded once more by young faces, no
longer fans, but distant characters in a new
twist to the rock'n'roll plot.

For Keith the journeywasa
nostalgic homecoming. He has
spentlongyearsin the rather
unreal beach house life of Los
Angeles, agiant Jaywick Sands on
the Pacific. To be back in London
seemed like areturn to his roots.

Heactually looked thoroughly at
home among the new kids and
new bands that have inherited
whatwas once his kingdom. That
was once thekingdom of the
maods, of Maximum R&B, of pills
and posters, slogans and T-shirts.

Things have/haven'tchanged a
lot. The noise is still there, only the
names on the T-shirts have
changed, along with the attitudes,
Twelve years ago, kids resented

| outsiders, clung togetherin
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The Whoonly played
live once throughout
thewhole of 1977 - at
the Kilburm Gaumont
StateinLondonon
December15, just12
days afterthis article
was published. it
was the group's first
giginl14 months and
featured the first
—and final - stage
performance of “Who
Are You" with Keith
Moon ondrums.

groups, identified with their
bands, dressed alike and adopted
an aggressive, defensive collective
stance. Today... well, let's start at
the beginning.

BACKIN 1966 Keith Moon
collapsed after playinga
particularly furious version of “My
Generation” at the Manor House,
apub in north London. Roadies
carried him head-firstinto the
freshairandIdrove himinmy
shiny black Consul (£200, MoT,
radio), to the Scotch Of St James
and boughthima drink.

So Iwasdelighted to be invited
out forareturn drink by Keith last
week, although when he proposed
avisit to various dens ofiniquity
andwhat have been described as
the lowest-class rhythm cellarsin
all London, [ must admit my heart
began alarming palpitations.

Hailingahansomcabl
journeyed through swirling fog to the red light
district of Soho, where prostitutes in fox furs
leanindolently against gaslamps, Chinamen
flit to and fro making significant gestures, and

“THIS PUNK SCENE, THE
BANDS... IT ALL FEELS LIKE
AN EARLY WHO GIG. BUT
THEY RENOT AS TALENTED

where Bobbies castthe light of their bulls-eye
lanterns into dark alleyways to discern the
mutilated remains of gang warfare,

Keith and [ were supposed tomeetup in La
Chasse Club in Wardour Street, a once-
famous watering hole where the elite of the
rock business once stumbled up and down its
steep stairs in search of companionship.

Thadn't beento La Chasse for six years and
suspected it was closed. [t was, AsI beaton the
dooronatiny landing two flights up, a
Chinaman flitted down from the floor above
and made asignificant gesture.
There then followed aninane
conversation, which setthe
hallmark for the rest of the
evening. “Is the Chasse open?”

“What do you want?”

“Have you seen Keith?”

“No, Thaven't seen Keith, I'm
looking for Richard. We want to
buysomedrink.”

“Yes, but Iwant tobuyadrink
too." And so on. it was established
that the barwas closed and
seemed unlikely to open for
several hoursyet, and I repaired
hastily to The Ship, the pub just
alongthe street from The
Marquee, long the haunt of musos.

From about '64-'67, the place
would be packed with musicians

Moon in bison, Chris Welch
in(imitation) leather and
“trad” pullover

only, from Jeff Beck to Peter Frampton, from
The Animals to Jimi Hendrix, from The
Yardbirds to John Mayall's Bluesbreakers. It
was a happy place until one night a certain
drummer with a certain
famous group set off asmoke
grenade on the premises, and
cleared the bar.

Keith Moon appeared
shocked when I related the
storyto him, when I finally
tracked him down. Arms
outstretched in greetings, he
launched into his “dear boy”
routine, a cross between Jack
Hawkins, Viv Stanshall and Noél Coward. It's
one of Keith's favourite roles, tinged with a
choleric Colonel and retired Empire builder.

"Delighted to see you, what will you have?”
He could be greeting an old army chum at
some far-flung trading post. He is
immediately pounced upon by a charming
foreign lady, a stranger to both of us, who
wants to discuss his buffalo coat.

“Yes, it'sabison, shot it myself," said Keith,
launchinginto a tissue of lies, which the lady
seemed to accept without question. “Which
tribe did that Red Indian belong to?” inquires
the woman atlength. Everyone is baffled
butbegan reeling off the names of Indian
tribes. “Sioux, Black Foot, Apache?” “No, no,
none of them. He was the Red Indian with the
Faces... Tetsu?”

“Oh," says Keith, “he was JAPANESE! Funny
sortof Red Indian, what?"” The woman stared
deadpan at Keithin disbeliefand then
withdrew from the conversation.

At this point, there was a commotionin the
barand araisingofheads. Keith emitteda
piercing yell and dashed down the bar to greet
thearrival of Generation X. I stayed with Bill
Curbishley, the Who's manager, a remarkably
sane gentleman, and Keith's chauffeur-come-
minder, Richard, who is well over six feet tall
and known as Little Richard.

The party began to grow larger. John D'Arcy,
anew Who press officer, arrived, celebrating




In‘tathe'-'crt?:ﬂoan
witha obert
Elmstm;:nd PJProby .

'
T

his first day on the job. The mumble of
conversation became louder. It transpired
that the publican would not service Billy and
Tony of Generation X. Nothing against the
group, he'd never heard of them. Butif you
serve one punk rocker, youserve 'emall. That
seemed to be the philosophy.

“Right then, if they don’t get served, we all
leave,” said Keith, and there was a mass
exodusto the Marquee as the team, now eight-
handed, marched along Wardour Streetina
southerly direction.

[twasan all-punk nightat The Marquee and
the place was packed to the walls, although
not quite as franticas when The Tom
Robinson Band were on a while back.

Wemeet The Depressions, whowill be
playing at the Vortex later. Already the flow of
alcoholis beginning to take effect, and as
Keith shouts in my ear above the noise of The
Worst (agroup from Manchester) it becomes
harder to discern what Keith is talking about.

“I've been into the abyss,” he revealed
suddenly. I knew he didn't mean another punk
rock club, but that he was probably referring to
some dark period in his life.

“I've looked over the edge of the abyss, but]
haven't actually beeninside,” I tried to say
helpfully. Through a haze of brandy and lager,
both remarks seemed suitably profound.

Wenow seemed to be talking to the chaps
from The Depressions, including Mr Crowbar,

the drummer, who is a great fan of Keith. But
music calls and we fight our way into the
sweltering crowd to hear The Worst. They are.
But they are also tremendous fun. Two, maybe
three of them altogether. A singer with a guitar
is shouting “Rats, you'reall rats!" atus. I'm told
they make up the numbers as they go along.

A drummer leapt from the audience, took
over the kit, bashed away furiously for some
minutes and then departed by the stage door
towild applause. The singer continued
unabated, until another drummer appeared
and repeated the performance. I believe there
wasa third, but events became somewhat
blurred. A fan told melater that The Worst
were the best band he had ever seen.

Meanwhile Keith was backin the barand
being accosted by suspicious youths in black
leather jackets, aged about 14, orso it seemed.
“Don'tyou getbored wiv' smashing things
up?” asked one of them superciliously. “Nah,”
said Keith, “I smash up something different
everyday.”

“What do you do when you're touring?”

“Fuck like hell,” said our host.

The next group billed were The Flies,
described by Keith'as "Pre-Raphaelite scum”.
Butonce they started playing he nodded
approvingly. “Ah yes, The Flies. They zip along
atafuriouspace.”

But did he think they were as good as
The Who when they used to play on the

very same stage, so many months ago?

“No, but they're good. I feel like getting up
and playing with them. I never satin the
audience in the old days, sol can't tell, butall
this feelslike an early Who gig. But they're not
as talented. They have the same feeling that
we had, but there's nothing new there. I've
been to these clubs lots of times, and [ like it
all, all the clothes, all the rape and pillage.”

Keith, arthat moment, caught sight of The
Who's fiew publicist, hovering uncertainly.
“Youlook like a pillar,” roared Keith suddenly.
We presume he meant a pillar of society. At
anyrate the drummer dropped to his knees
and hurled a pint beaker of brandy all over the
unfortunate man'’s trousers, leaving him
somewhat nonplussed.

The following day Mr D'Arcy reported that
he had to burn all his clothes after our night
out and was planning to write a book.

As Johnwrungouthis trousers I feltaraining
sensation round the ankles and found that my
(imitation) leather jacket was draining offa
pint of beer that seemed to have been tipped
downmyback. I gavealightlaugh and felt one
of the throng, a true initiate into the wonderful
world of punkery. And when someone shouted
out “Wanker!" [ knew the true bliss of the
newly converted.

Itwas considered a good time to quit the
Marquee for the Vortex, and we left Billy Idol

at the bar, while Keith and CONTINUES OVER »
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Young pretenders: Moun

with ChrisWelch {right) V

and The Depressions (
& L

remnants of the entourage piled

into the Rolls-Royce,
miraculouslyintactin the street

outside, and rolled towards the

Vortex. I mused that I have once

been thrown out of the Vortex, or

atleast refused entry when itwas

called Crackers, and I was
wearingdenim jeans, which
weren'tallowedinsucha

fashionable disco. Ifyouweren'twearing
denim jeans now, you might be thrown out for
being a social deviant.

Keith staged his dramatic entry, and I fully
expected the revolution to start. Butafter
Keith's provocative speech-making, the only
comment, from a cheerful bouncer was: “Ishe
in a good mood tonight?” Perhaps this was just
one performance inalong-running show.

Inside the Vortex all was safety pins and dyed
hair, butTwas relieved to note there was no
spitting as on my last visit. Everybody was as
peaceful as the hippies in the old Middle
Earth. It wasn't quite Tolkien Lives,
but theyseemed to be enjoying
themselves in harmless fashion.

There was even a gay punk who
observed a reunion waltz by Mr
Moon and the celebrated US singer
P] Probywith ashocked, “There's
some amazing lowlife in tonight.

Butit's made my night, dear,
seeing Keith Moon. Imean, I go out
and buy POSTERS of him."

Imustadmit it was stunning to
meet MrProbyinsuch asetting.
Hewasstrolling about in his
cowboy Stetson, looking even
voungerthan in the days when
lastsawhim at the height of his
fame. We almost expected him to
give usaburst of “Somewhere”.

Andindeed, Mr Proby was in

84 | ULTIMATE MUSIC GUIDE | THEWHO

fine vocal formasit transpired.

Meanwhile Keith was engaged in heated
conversation with a young student who gave
Keith just as good as he gotin the verbal stakes,
He did tell me his name [most likely Robert
Elms, see photo on previous page|, but the shock
offinding the Vortex charges 52p for a brandy
drove it from an already shattered brain. |
thinkhe said itwas Eric. If not—sorry Eric!

Atanyrate, Keith's new-found friend grinned
from ear to ear, shouted his philosophy above
the barrage of the band and accused us of
ripping off the punks. Quite how I couldn't

completely understand, but it had
somethingto do with just being
there. Eventually we received
some grudging acknowledgment.
“Atleastyou've got the bottle to
come downhere.” “What's to
bottle?” snapped Keith.

“Well, alot of people were afraid
to come here when it first opened.”

Keith responded to this by
burning holes in the kid's jacket.
“Ican takeanythingyoucan
throwat me,” he said with
remarkably good humour.

Keith threw a glass of brandy at
him. “I'm 30," said Keith suddenly.
“I'm 18." Theylooked at each other
and both burstinto laughter. The
younger of the two lunatics told
Keith thatrock star status was of

nointerest to him. “Youmean
nothing to me,” he announced
aloofly. "Poof!” rejoined Keith,
smartly, Not the most brilliant
repartee, but notbad after
several beakers of Rémy
Vortex. Keith then began to
turn his attention to me,
stickingwhat [ thought wasa
syringe into mywrist (it turned
outto be a toothpick, mercifully), complaining
aboutmy “trad pullover,” and insisting that I
was a fool and knave not to spend more time
with real peoplelike the punks. Apparently he
was berating me in quite violent terms,
accordingto later reports, but I must confess
thatby this time I was totally immunised, and
don't rememberaword ofit. All [ vaguely
remember was singing, or rather howling like
adog, alongwith P] Proby and Keith to the
music of The Depressions in the world's first
punk vefsion of The Hedley Ward Trio.

Keith and PJ split to Tramps club to cause
some real damage among the Debs, The Who's
senior PR consultantleft the Vortex to find his
charge, only to be refused re-entry to the club
by the previously friendly bouncers (“Fuck
off,” they said). I stumbled into the nightair,
emerging from the farend of the time tunnel,
my Trad Jersey soaked in beer, wines and
spirits, plastered with Depressions stickers
and convinced thereislife after death.

But Keith did not escape from the Vortex
without one parting shot. This time a punk
was less enamoured to see the star of The Who
and began berating him loudly for daring to
possessa Rolls-Royce (that cunning example
ofthe Derbyshire work people's arts and crafts
which helps keep our economy alive).

“Capitalist pig... youshouldn't have a Rolls-
Royce, youshould have a people's car!”

Keith waited for the tirade to stop. “ThisISa
people’scar... Getin!" @
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Three years on from his Daltrey-baiting NME broadside, Pete Townshend returns |

tothe fray. Inthe interim, he’s beento hell and back, ripped up royalty cheques,
slept in gutters, made friends with The Who, been acclaimed as the Godfather
Of Punk and —fortunately —had his faith in rock rejuvenated. With the “optimistic
andrazor-edged” Who Are Youdue any day, TONY STEWART meets a relatively
positive Townshend: “Could it be 'm happy,” he ponders, “when I'm depressed?”

THEPOLICE FOUND Pete Townshend
unconscious in a Soho doorway the day
after he'd beento hell and back. In the grey
light of a cold dawn, the copper recognised
the soiled and dishevelled figure that stank

“'Ello, Pete,” he said, smiling benignly. "If
you can get up and walk away, as a special
=L treat you cansleep inyour own bed today.”

e Eyesscrewed up against the harsh
12/08/1978 daylight, cold and confused, Townshend
staggered to his feet. As he slowly made his way along the bleak
and deserted streets to the tube station, the painful memories
of the previous day started to come back... ‘

He'd been at a business meeting with his former manager
Chris Stamp, his accountant and the infamous rock biz
troubleshooter Allen Klein, For six months he'd been trying to
get back payment ofhis American songwriting royalties, and it
was the final meeting in a series of many.

of stale booze, and gruffly shook him awake.

Klein apparently produced sheets of figures, totally confused
everybody, haggled over his cut for collecting the monies, and
after 12 hours presented Townshend with a cheque.
Townshend was emotionally drained, exasperated and
infuriated by the whole ordeal.

“Isaid to Chris Stamp,” herecalls, "I don't fuckin' believe all
that! I don't believe that after all these years in the rock business
thatI've sat through all that shit, and gone through all that for
sixmonthsjust to getacheque. I felt like a piece of shit!”

But his tortuous journey into self-abuse to visit the hell ofhis
own personality had only just begun. And after drinking his
“compulsorybottle of brandy”, he and Stamp went to the
Speakeasy to see John Otway And Wild Willie Barrett perform.

“Iburstin, ignored John and Willie who were on their last
number, smashed a few glasses, trod on a few toes and hit a few
people, all friends of mine. I dunno why I went. I should have
justgone and banged me 'ead against awall. ThenI thoughtI
saw Johnny Rotten.

“Then I said to Chris, "Oo’sthat there?’ An'he  cownTinues overs

REXFEATURES
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said, 'It's one of the Sex Pistols. It's... And I'd
already gone, and I'd gothim and cornered
him against the bar. I said somethinglike,
‘What the fuck are you doing here?’

“I thought he was Johnny Rotten for the first
five minutes I was talking to him. ThenI
suddenlyrealised it was somebody else. It
turned out to be Paul Cook, the Pistols’
drummer. And [ sat him down and [ was really
preaching at the poorlittle sod. Then Steve
Jones, the guitar player, came and sat down
and I went, ‘Rock’n'roll’s gone down the
fuckin’ pan!' and I tore up the royalty cheque.

“About halfway through the tirade Paul
looked at mereally confused. He didn't really
know what 1 was talking about. And he said,
‘The Who aren’t going to break up, are they?’

“Breakup!' Isaid. ““We're fuckin’ finished!

| It'sadisaster!’ And he said, ‘Ahhh, butwelike
| The Who'. Iwent, YOU LIKE THE '00?

AHHHHHHHHHH!' And I stormed out of the
place, and the next thing [ knew I'was being
woken upinadoorwayin Soho...

“AndIgotin and me old lady was waiting for

| me...sitting there with the rolling pin, but too
| tired to use it. She said, ‘Where've you been?’

said, T've been to hell'. And I really did feel that
I'd actually been to hell, and that's what the
song ‘Who Are You'is about.”

Paul Cook later said that you
thought you were past it—which
may well have been the
impression you gave.

“That’s a polite way of putting
it. Ifeltlike araging bull. 1
obviously collapsed just as soon
asI'walked out the door, but
didn't feel so bad just because I'd
been drunkinthe Speakeasy; it
was because I'd been stone cold
sober ata business meetingin Tin Pan Alley.
That sort of thing had nothing to do with why
I picked up a guitarin the first place.

“I'think,” he adds, “the whole new album
will serve as an encyclopaedia of rock'n’roll
for the up-and-coming group-where not to
getcaught.”

IN THE THREE years since he last allowed the
rock pressto interview him atlength, Pete
Townshend has changed verylittlein
appearance. Conscientiously the '70s mod, he
still gives the impression of being
haunted. Not even the smart white
shirtwith a button-down collar,
the crisply tailored khaki trousers
and the cumbersome Dr Martens
he wears hide the nervous tension

WHO

KNEW

that many expected
would finally finish
TheWho,

“When Rogersaid [
wasdrunk,” Townshend
says, “hewas right.
Drunk?WasIdrunk!!1
felt partofrock’n’roll
was going on the road,
gettingdrunk, havinga
good time and screwing
birds. But on that
particularoccasion I
couldn’thandleit...
and I was falling to bits.

“Atthesametimel

L

Moon, Townshend
and Entwistle,
Houston, 1976

was going slightly
barmy. I was hallucinating; [ was forgetting
big chunks of time: I think only because I was
drinking so much. Like Iwas wakingupin bed
with somebody and not knowing what had led
up to that particular point. ThenIwas going
home and trying to face me old lady. Soitwasa
really peculiar period.”

The Who survived, but Townshend declined
to beinterviewed.

“There's only one direct line between me
and the public and that's through the songs.
And that's obviously where I want to be

“THE WHO MUST NEVER BE A
PARODY OF OURSELVES. IT
STARTED TO HAPPEN IN 76 AND I
DON'T THINK WE REALISED IT”

judged, noton the strength of what I sayin
interviews. Because interviews are opinions.
Songsare actions.”

Yet he did once break hissilence, even if
heremained unquestioned, to write ‘Pete
Townshend’s Back Pages’, published in NME
last November. It was a courageous attempt to
exorcise the ghosts of disenchantment and the
frustration of ‘old-age’ that haunted his career
during the mid-'70s. Undoubtedly cathartic,
the piece ended optimistically; and it's this
spiritthat's been captured on the new album,
Who Are You.

While it may be idealisticto
believe that Townshend has
agreed to be interviewed again
because the psychological scars
have disappeared, you can't help

stiffening his thin, angular body. Familyaffairs!Pete’s  butsuspectthatit'salsoatimely
Suspicious and uneasy, his eyes firstwifeKarenAstley  way of promoting the LP, as The
dartaround theirsockets; butit's —-whohe wedin1968 Who aren't playing concerts. But

and divorced in2000- : fra
understandable that he should be is the daughter of BBC that suspicion undermines
wary at first. composer Edwin Ted' Townshend's dignity.

Hislast majorinterviewwith Astiey. Ted penned Now regarded as the spiritual
NMEinMay '75told ofhis own thescorefor“Street ~ Godfather Of Punk, and arguably
disillusionmentwith rock and The InThe City” (which the single mostimportant
Who and led to a public feud. on Pete’s precursor of Rock’s New Age, he's

1977 LP with Ronnie ; s B
Three months later Roger Daltrey Lane, Rough Mix), and abrasive, animated and candid.
retaliated; he accused Townshend Ka'en'sbroﬁléf Once he overcomes his initial
of going onstage drunk, betraying Jonco-produced Who ~ reserve, herelaxesintoa
the group and their fans, and Are Youu... comprehensive interview lasting

| generally continued a vendetta
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three hours. Obviously, the

traumatic years have changed his attitudes,
but more significantly he has regained his
artistic confidence.

“I'mreally quite relieved that we managed to
getthe newalbumdone,” he says. “But I'm
pleased with the writing. I particularlylike
“Trick Of The Light', asongJohnwrote. And I'm
glad Imanaged to get ‘Guitar And Pen’ and
‘Music Must Change’ to be as optimisticand
razor-edged. They're not screaming vitriol,
but they'restill quite hard... Notin the
aggressive way that ‘Who Are You' is hard;
that's probably the most
archetypal, old-fashioned
Whao-sounding track on the
album... verymuchinthe
tradition of ‘Won't Get Fooled'.

“ButIknowwe're evolving,”
he adds confidently, “no
question aboutit,”

Were youinabetter frame of
mind when youwrote the
songs for Who Are You than
youwerein'74/'752

“Ohyeah,” he answers without hesitation.
“Inamuch better frame of mind than after
and during The Who By Numbers. At that
particular period I felt the band was finished
and I was finished and the music was dying
Therewas verylittle sign that the New
Wave was gonna emerge. [ started to get
disenchanted not only with what we were
doing and everything around the band, but
becausé nobody else seemed to be pushing
either. The band came through that very down
period. I came out the other side giving up on
the rock business and giving up on the band,
but discovered three other blokes that [ really
liked. I stopped treating them as a group of
partners and started to think about them as
people to drink with. SuddenlyIrealisedI
liked them and liked working with them. [t
was a bit ofa discovery.

“When the New Wave came along it was, for
me, a great affirmation. I thought, ‘Aye, aye,
we're notdead yet’, | feltit was the closing ofa
circle. It was part of what had been nagging at
me: itdidn’t seem the music business was ever
gonna get back torock again, and that we were
incapable of going back. We were getting older,
more mature and we were settling down.

“Like there's abig difference between me
playing the guitar today and me playing even
sixyears ago. It's notjust thatI don'twanna
playin the same aggressive way, butThaven't




Townshend in1978:
“I'marockideal

got the ability to do that. I've knocked down

thatwall of screaming and shouting so often
thatit’s no fun to knock it down any more. So
I'm going overand knockingatanother wall,

“It's not necessarily one that's so romantic or
macho oryoungand proud, but it's
nevertheless a wall; and I like smashingatit.

“Nowadays when [ write  push myselfin
another direction. I try and work out chord
changes that turn your head inside out; 1
mightspend amonth messin' around witha
particular synthesiser sound just to tryand
getsomething that's gonnalastfor 10 years
and notsound jaded in aweek. I'm trying to
discover somethingelse that'sas good asa
wound-up electric guitar.”

Unlike you, alot of musiciansinyour class-
group felt threatened and intimidated by the
New Wave. They thought they were finished.

“Well, I can understand that. Alot of bands
that felt finished I hope are finished. [ think
The Whoare standing on a different bit of
ground. Ifyou feel intimidated, you have to get
territorial. Say, 'T'm on this patch of ground: if

youwant it come and getit’. The strongest
survive, and ifanew band wants that patch
badly enough, it'll getit.

“Idon’tthink enough people did that. If
anybody should have felt completely
superfluous, it should have been The Who,
The roots of practically every New Wave act |
sawseemed to be The Who, ThenI realised
that made more of us. There was aline
between us and thekids on the street; people
The Who are finding increasingly difficult to
reach. Atleastitmakes us feel we've achieved
something over a longer period oftime.

“I'marockidealist,” helaughs. “I'm not
interested whether I make money out ofit. I'm
interested that when I picked up a guitar to
write I'd been listening to people like Dylan.
You can use music to,communicate with
people and to affirm that you share certain
feelings about the world and about the music
that we enjoy. And I think that lasts totoday.
Sonow I spend my time communicating
through my music to people thatare
about33 yearsold, used tolive in Shepherd’s

Bush, sometimes wear Dr Martens. ..

“When Iwas akid, and when I'wasinme
middle-twenties, I had something that they
don'tseem to have today. And I felt very glad |
could reach younger people. It’s justan
amazingkick thatrock’n’roll has managed to ‘
sustain, Admittedly I was wearing dark
glasses at the time, and looking at everything |
inagreyway, butafter...By NumbersIsaw ‘
peoplelike Electric Light Orchestraand ELP. I
thought about what we were up to, and the
Stones and Mick Jagger's silk pyjamas and
Elton Johnand Rod Stewart. [ thought, ell, it
reallyisdead.

“Luckily the New Wave came when I was
already down. Theysayifyou're down far
enough the gutter looks like up. Well, the
gutteris where modern rock bands, all rock
music comes from. It's where it starts and |
you'vegottobeintheguttertoseeit. Andthe |
New Wave began when I'was feeling really |
wretched. So I took most of the insults as
grand compliments.”

THEJAM WERE probably influenced more by
The Whothanany other New Wave band.

When theyreleased their first album, In The
City, they were regarded as the surrogate-Who |
to the extént that one critic claimed they were
more entitled to Who licks than The Who

were themselves.

"Entitlement to alick is a complete waste of
words anyway; because all rock comes from
somewhere. It allevolves, ishanded on, taken,
snatched, ripped off. You're entitled to itif
you've got it, Possession is nine points
of thelaw. He’s probably right,” Pete adds
with a chuckle.

But why are you so benevolent towards
them? Don't you want to retain the music
yourself? For one thing, blatant mimicry
(which itwas atfirst) isunhealthyin
rock'n’roll.

“Idon’tthinkit'sa good thing for The Jam,
because they've got a helluva lot of potential,
Seems awaste of time. But I don't think Paul
Weller writes because he wants to emulate |
what The Who did. He just sees what TheWho |
did as beinga particular way of reachinga
public which would work again. It's not so
much blatant mimicry as outrageous
commercial Stigwoodism. He's doing it with
Saturday Night Fever, turning Travoltainto
another Elvis Presley, and the old man hasn't
turned in his grave yet.

“Sowhynot do iton other levels? It's smaller
butit’s the same thing. I'm not trying to justify
itand nor do I want to appear Mary Poppins-
benevolent either.”

Butsurelyit's got something to do with the
rock audience now being too big forany one
band to meet?

“We can'teven play for the 30-year-old B-O-
Fswho want to come and see us at Wembley
Pool. We could probably play sixweeks at
Wembley, and only towards the end the
audiences wouldstart to trail off. We could
travel in America all year round playing to full
houses. So it just goes to show there’s not
enough bands to go round. I've always said to
Roger [Daltrey], who wanted badly to go to
Japan, ‘What's the point? We'll  conminues over»
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goand they'll probably love the band, and
then there'llbe an amazing demand and we
won't be able to meet it". We might as well not
goand prick-tease. It's astrange situation. And
yetalot of younger bands thatI'd quite happily
spend time listening to don't make it.”

Well, seeing aband ina club is genuinely
exciting, but once they get into a vast stadium
the vitalityis dissipated and very often the
essence of rock'n’roll is lost. Unless, of course,
it's somebodylike Dylan, when justto see him
contributes to the exciternent of the event.

“It did happenwith Dylan, didn't it? 1
couldn'tbelieveit. My old lady took the tickets,
but after the last couple of shitty albums he's
putout, I couldn’tbe bothered to go. And she
said he was AMAZING! I said, ‘'You're kidding.
'Ow could Dylan possibly be amazing at this
pointin hislife?’ I was justincredibly
surprised he could actuallydoit. Perhapsit's
because he's conscious of his writing today, in
the same way that The Who are of 13 years of
history. Butina different way. He doesn't treat
his historyin the way The Who treat theirs.

“We treat our history like Who fans. We look
backonitassomethingalmostsacred, not to
be tampered with. You don't take a song like
‘My Generation’' and rearrange the fuckin’
thing. You don’thave black women singing on
it. ButI suppose we're denying
ourselves a true evolution, which
is one whereby the music
continues to live rather than
beingice-box material whichis
constantly de-thawed and then
shoved backin the ice-box again.

“The Who are doing something
wrong, and [ don’t really know
whatitis; I feel that passionately
at the moment."

Perhapsit's because you're denying yourself
the feeling of being involved in rock, because
youdon't tour and Who Are Youis the firstnew
album inthree years?

“The only time I feel the joy of rock'n’roll is
when I'm actually onstage. But getting to the
stage is another story: gettingon a plane with
Moon, going to a hotel, getting stuckin
some divein the States. Then you come
back from a six-week stint feelinglike a
superhuman, but nobody around you
recognises it, and you don't relate to your
family. What's that all about?

“It's just disorientation; unless
you're gonnaspend your life on
theroad untilyougetkilledinan
aircrash. Yeah, Lynyrd Skynyrd!l
don'twannadieinanaircrash.

Andlalsodon'twannadrinka apositive album. _
bottle of brandy every day, 'cos “Yeah. There's nothing that gets
that'llkillme, too. (and, latterly, you at it like-a few problems. We've
“Different 1 . m CSl theme -
people want different Py i been through some amazing ups
: : ) “Who Are You" is : R
things. I heard that Jagger said the shorterandfeatures  and downs. Alittle thinglikea
Stones would be onstage until alyric change from tape-recorder breaking down is
they're 50, and look at the human ““Who the fuck are notknown to stop us. It's just thatit
wreckage they've already left you.."to"Whothehell  did happenahelluvalot.”
behind them. [ don'twanttobe areyou...” Asimilar Did youever think The Who
: editwas made when »
responsible for that for the rest of Mty were fated?
my life. I can excuse alot of aswg of 12Who “No. Glyn (Johns) used to. In fact
wreckage The Who have created, tracksonapluginfor ~ heactuallyranoutoftime
put it down to experience maybe. videogame RockBand.  completely. He'd worked ayear

| anightly engagement at the Hammersmith

Odeon, I said to Bill Curbishley (The Who's

manager) I'd play every night of the week at the |

Odeon, but not to ask me to go round the world
again becauseI'm not gonnado it! They’re
trying to persuade me to agree to three three-
week tours of America. But I haven't got that
kind of need any more. I don't need to get up
and play.

“Ilenjoyitwhen['m there... and Imight need
itmore thanIthinkIdo. ButwhenIsay there's
somethingwrong with The Who I'm really
talking about the stage. We still goponand do
thatsame old actagain and again. It's so
backward looking. The Who must neverbe a
parody of ourselves. Itstarted to happenin '76
and I don't think we realised it. I was really
fucked up after that.”

After you played that Kilburn gig for The Kids
Are Alright movie last Christmas, the producer
said he thought it'd given you the bug to play
concerts again.

“Roger, Keith and John all came offbubbling.
Roger said, ‘Right Townshend, now you must
feel like going back on the road’. That
performance made me feel more than ever
that we shouldn’t go back on the road. And
everybodykinda went, ‘Eurghhhh!’ Then
Roger said, ‘You're barmy, 'm not gonna let

“IT'S A BLOODY WONDER WE'RE
STILL HERE TODAY. INEVER ATE:
IT WAS ALL DOPE-DOPE-DOPE

AND 'ORRIBLE VIBES”

your feelings of depression affect me'".

“Of course there's always a chance that the
band affect the way I feel about it. Butuntil 1
canactually feel they share my neurosis then
it'shard to beginto even talkabout the
problems I feel are there. The group has gone
past the point of no return, and Thaven't now
got the machineryto find me way back. But1
do accept that somebody like Roger could, if
he wanted to, probably bring me back.

“But he'd have to work on it, because I feel
such alongway from that desire to getup and
play the guitar. Like I said about
the album, I'm relieved we got it
out.Ithinkit’samiracle, and not
because it took too long or any of
the hardships.”

Onjustone hearing, it still seems

ButnowlIcan'tdoit. I could handle
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longer on the album than he'd

| planned.” Hedigresses... “See, [liketokeepa

spaceopenas faras the band'slive
performances go. We have to find another way
to do shows ifit's gonna fitin with beinga
young married with a couple ofkids who're
nine and seven and need to see me every day.

“That's something [ could never account for
when I'was 19 and wrote 'Whydon't they all
Jfade away?'Inever knew one dayI'd have two
kids I missed with a physical painwhen Iwas
away from home. 'Ow do you deal with that?
Big fuckin’ rock star!”

We were talking about communication, and
youseemed to suggest you only appeal to
30-year-olds in suburbia. Does that mean
you feel bandslike The Clash, Bethnal
and The Jam now communicate with the
teen generation?

“Not entirely to the younger generation. You
probably knowaswell as1do, alotofthe
so-called young punks that you used to see
down the Roxy were all about 50. But alot of
them were also very young people who were
isolated. Theycouldn'tfind anything in The
Who's music that appealed to them. It was
weird. Just as somebody started to speak up,
thousands of people said, ‘Right, [want to hear
that!’ They didn't care whether it was music, or
whether it sounded any good. It mattered
: more that somebodywas
sayingit.

“The Clash are an amazing
band. T hope theydon't break
up but, unless they goto
America, theywill. They're
probably regretting having
said, “‘We never want to go to
America; we're never gonna

3 leave England; fuck America,

the materialistic Cadillacs an’

allthat crap!’ Butit's not like that. The Clash
have not had the kind of recognition they,
yes, deserve in this country, apart froma
certain inspired minority, like myself. It would
bebalanced and more powerful in the
American environment.

“They'd be acceptable in street terms
because they've got their own cultural
ground. They would feel a kinship in the States
rather than feelintimidated. Whereasiit's
difficult to feel you've achieved anythingin
England ifyou think that achievementis
measured by results. America’s bigenough to
makea small resultlook bigger. The Who fans
there don't number anythinglike Elton John's,
butit’s still a significant enough group to pay
the bills and allow you to go on and make you
feel you're achieving something.

“Butyou could put Elton’s 15 million fans
againstour million, and you have a different
substance of people. They'd buy his records
for entertainment. They wouldn't listen to the
lyrics... they'dlisten to the clever production
and the musicians’ session ability.”

But nowadays don't people just buy Who
albums because they want to know what
you're going to reveal about yourself next?
Certainly this was true with The Who By
Numbers, which contained songs like
“However Much I Booze”.,

“Ifall you had to do to sellrecords is be
honest... it'd be really easy. The Who By




A "
s Townshend, with Joe |
Strummer: “The Clasharean

ama:inEabahd‘" Right: with
Ronnie Lane, co-collaborator
on1977's Rough Mix album

e

Numiberswas revealing, I suppose, because it
wasall thatThad leftat the time. Ijust thought,
‘Whatam I gonnado because I'm fucked up,
notwritinganything?’ Not all the songs |
submitted for that album - about 30 - werelike
that. There's onelittle chink in the armour,
and that's the ukulele track. Tlike every minute
of theday’'|'Blue Red And Grey']. 1 put in five
other things like that.”

Doyou thinkitwas an album of despair?

“Notentirely. It's just a statement of fact. You
don’tdespair about something that you feel
has already gone down the pan, and I just felt
the band was going down the pan. I felt the
situation between Roger and me was
irredeemable. The thingsIsaid [ genuinely
meant at the time. The reason they got up his
nose, and why what he said in reply got up my
nose, was because we were both speaking the
truth about one another. We both madeit clear
we hated one another's guts. And you only
hate somebody if you don't know ‘em.

“Ifeel the reverse now. Now, if 1 was gonna
pickthree friends, I'd start with those three.

“Everybody’s changed in the band in the last
three years. Ithink The Who By Numbers was
partly responsible for that. But the other thing
that's been played down like mad - because
it's very painful for the band to talkabout - is
that we were going through litigation with our
management, Kit Lambertand Chris Stamp;
peoplewe loved. I felt myselfbeing pulled in
two directions, and in the end I had to let go
my friendship with Kit and Chris, and run
with the band. And I don'tlike that, but I knew
whatI'had to do.

“It'slikeifyour two kids are
drowning; which one do you save?
You don't necessarily save the
nearest. Somewhere along the line you make a
choice, and it may be selfish. In retrospect I
made the right choice. It was when The Who By
Numberswas finished that I said to Roger, ‘All
right, let's get together and blow 'em out’. Then
he dropped his armour, and we immediately
became very close. He'd seen me very much as
anenemyand itexplained a helluva lot. Like
when we were doing Quadrophenial couldn't
understand why he was so aggressive towards
me and about the album.”

Ripped apart by mixed loyalties and your
own feelings of gloom, there were those lines
on “They AreAllIn Love” on ... By Numbers:
“Goodbye all you punks stay young and stay
high/Hand me my chequebook and I'll crawl off
todie."Why didn'tyou?

“Ithink1did. What the lines are about is that
we wenton to sue Kit Lambert. It's not really
whatitseems to be about. Punks didn't mean
whatitdoes today. Punks iswhat I used to call
the New York fans who used to tryand get you
by the ears and pin you down and take you
homeinacardboardbox.

“The song was about what the band had
become. It was about money, about law
courts, about lawyers, and about accountants.
Those things had nevermattered and the
band had abacklog of tax problems and
unpaid royalties. We had to deal withit. I
really feltlike crawling off and dying.”

Soitwasn'tabdication from rock'n'roll?

“Onlyinasmuch asIdidn’t think we were

gonna be able to go on. I couldn't see how we
could if we were gonna worry about these kind
of things.”

[tmusthave been hard for somebodywho's a
rock'n’rollidealist.

“Iblame The Who fans for this!" Townshend
goons. “If they hadn't bought the records, if
theyhadn't come to the concert, we wouldn't
have had all that money, we wouldn't have had
to buy Shepperton Studios, and I wouldn't be
here. So jt's their fuckin’ fault!

“Itcertainly hasn't changed my idealistic
stance. I can't be hypocritical about it. But I'm
notin the placel thoughtI'd end up, When the
band started offin '64/'65 I really thought we
were just gonnaexplode. [ thought I was
gonna die. Looking at the footage of The Kids
Are Alrightit's a bloody wonder we are still here
today. I never ate; itwas all dope-dope-dope,
and 'orrible vibes of aggression and bitterness.

“Out of that we were saying, ‘We are the
mirror for the desperation and bitterness and
frustration and misery of the misunderstood
adolescents; the people in the vacuum.'|
neverexpected to be able to afford a reliable
car or go somewhere wonderful forme
holidays, or buy a bighouse, or run a business.
AndIdon'tknowiflwantto.

"Howmany people do exactly what they
want to? I've done what Iwant to for 10 years,
soldon'tmind the odd things that I don't want
to do now.

“Meher Baba says, ‘Don't

CONTINUES OVER »
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worry, be happy’. Ithink that's what
rock'n’roll's about. But it doesn't walk away
fromthe things thataren'tright. Itlays
everything out on the table, all the problems
that you've got, and all the problems society
has. It doesn't squash that orscrew 'emup and
throw 'em away. It fuckin' lives with them!”

YOUR DEFINITION of rock'n'roll in.'Back
Pages' was: 'Ifit screams for truth rather than
help, ifit commitsitselfwitha courageitcan't
be sure itreally has, ifit stands up and admits
somethingiswrong, but doesn’tinsiston
blood, then it's rock’n'roll. We shed our own
blood; we don't need to shed anyone else’s.

“YEATHETEAM!” calls Townshend,
punchingthe airandlaughing. “Ttshouldn’t
be said as poetically as that, but that's really
what it's about. People talk about not taking
rock too seriously. But to me it's everything; so
Ican't take it seriously enough. Ifitis your
release, the key to happiness, then you should
take itseriously.”

For somebody who follows Meher Baba's
philosophies (and rock’s), you've had more
than your share of torment and despair.

“That’s 'cos I'msilly.  remember Patti Smith
said, 'How can somebody like Townshend
follow Meher Baba and be such a miserable
bastard?’ Could it be I'm happy
when I'm depressed?

“Idunno. I definitely like a bitof
drama. Like [ said, I'm happy
when I'm taking things seriously.

“It's also difficult to practise
what you believe, whatyou aspire
to.It's one thingto say, ‘Thope [
die before I getold'and it’s
another matter todoit. And it's
easier to please other people
thanitis yourself. So I'm not worried about
making mylife cosily happy. ButIknow now
my need for security and stability is greater
than itever was.

“People used to say to me, ‘Townshend, why
don’t you learn how to relax? Goaway fora
week and have a holiday’. I'd say, ‘1don't wanta
holiday; work's a holiday, music's a holiday to
me’. Utter crap like that. Now I do need to get
the business and music out of me 'ead. if you
think about one thing obsessively for 15years
you eventually go barmy; and I went barmy
withrock'n'roll and The Who.
Through keepingitatadistance
and being objective about it
for acouple of years, | feel fresher
and happier.”

Doyou think that shows on the
newalbum?

“PEOPLE TALK ABOUT NOT
TAKING ROCK SERIOUSLY. TO ME

IT'S EVERYTHING:; I CAN'T TAKE
IT SERIOUSLY ENOUGH" :

WHO
KNEW

| Next.It'sastory aboutmusic, the rediscovering
| of music and what musicis. It's not just about
rock'n'roll, it's got amystical quality.

“Seven years later alot of what I wrote about
has since become accepted, particularlyin
Americawhere they're into metaphysics, the
connection between your mood and the way
you live yourlife, and the vibrations in the air.
Itwasall spacey talk when I first started. The

| restoftheband thoughtIwasinsane...”

Or ready to join The Moody Blues.

“Right. But the storyhas inspired me to write
songs like ‘Guitar And Pen’, which are not just
about music butalso about writing asong. If
you've got the ability to write a song that
reaches people, if you've got the ability to play

up and down, thenit's a God-given thing.”
Isn't “New Song” on Who Are You part of

i that, too?

“It'sabout rock needing to do the same
things, say the same things againand again.
It's like 1 said before: it never lets go; italways
admits to the same thing; it carries its own
crap alongwithit. It never throws iton
someone else. [tcan't, because when it doesit’s

guilty of what the restof the world does. Inthat |

sense a good bit of rockis still fairly pure. How
longit canstay thatway I don'tknow.”

You said earlier The Who mirrored the
frustrations of the people in a void who
otherwise weren't represented. Do youstilldo
that with your music?

“Only partly, because I'm not trying to do the
same thing any more. Things have apparently
changed around me. Every man is a pivot for
his own private universe, and that's the way I
still feel. I'm still Townshend and I'm writing
every now and again, but not necessarily to
change things. Perhaps now certain things
could beleft as they are. Certain things you
can’tchange. Certain things aren't
worth worrying about. Rather
than getting desperately unhappy
Icome outwith somethinglike
The Who By Numbers."

Butyou haven'tany teen-
anthemslike “My Generation” and

| “Ihopeso. ThelyricsIwroteare Melody Makerprinted ~ “Won't Get Fooled”, and perhaps
hard-edged and cut in the way I g’::'md the  that's partof The Who's problem:
want them to, but notin a bitter or ﬂ;fw"f:::e you've alienated yourself from the
aggressive way. They've got Wellerin a, m: - titled  Audience. Paul Weller claimed the
venom. But there's also a bit of joy “The Punk And The songs you write now are self-
inthe music. I don'tmeanit’s Godfather.Thepair  indulgent, thatyoucomeonwith
doom-laden music with pretty ﬂﬂﬂmﬂm “all this martyr shit” and thatyou

icsi d; th arange of topics, can'trest on your laurels for the
lyricsin Ehe_backgrnun ;the — S . y
balanceisright. Weller I:el_ i rest of your life.
e 3 z formeridol: “If you et ; i
‘Alot of the material on this lot are planning to There’s anelement of truthin

LPwasinspired again by the continue,you'dbetter ~ What Paulsaid. There have been

‘Lifehouse’ script. It's what first
inspired a lot of music on Who's
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periods, and I'm sure there'll be
more, when I feltlike an amazing

martyr. If you think you're doing something
thatyou don'twanna do, then automatically
you feel like a martyr. Particularlyif you feel
you're doing it for a cause.

“Tome, rock’s a cause. So I often end up

| going onstage, or into the studio whenIdon't

really want to. As for resting on me laurels,
that's the last thing anybody should want to
do. He'sreally saying anybody over a certain

agewho's achieved anything should just go off |

and DIE!It's exactly the same thing Ionce
said. Life isn'tlike that. You thinkitiswhen
you're 17 - sometimes even if you're older.
Ifsomebody wants to judge me in terms of
whatI've produced in the band, and then

| write me off, fine."
guitarin such awaythat it makes people jump |

You've said before, in ‘Back Pages’, that you
find it hard toaccept you're regarded as "well-
nighasaint”. But that's because you're
articulate and above all appreciate the social
and political power of rock. When the New
Wave emerged, rock did turn full-circle. It was

again abouttherotin society and government:

some of the issues you wrote about for another
generation; most of all about adolescent
confusion, with songs like “I'm A Boy”.

AsaWho fan there's frustration for me now,
as I want to know what Townshend has to say
about the National Front or about the way this
countryis. Butyou haven't
said anything.

“No."

Isthere a reason why not? Are
you oblivious toit?

“No, no, no. It's actually
because I'm now actively
doingsomething aboutit,
whereas when you'rean
adolescent you're not capable
ofdoinganything,. IfI wanted
to I could become really practical, and not just
write a song which I know now doesn't change
anything. It justlets you know that there are
other people who feel the same way.

“Ieould be aright pain inthe National
Front'sarse, if wanted to be. But I don'treally
like Vanessa Redgrave and Jane Fondaand
people involved in petty power politics in
unions. Butif The Who wanted to, they could.
We knowLords here and MPs there. We not
only mieet people with problems, we do
something about them. And that’simportant
because you feel what’s happening on the
streets and you're a part of it.

“Ifyou haven'tbeenin a blacksquat in
Brixton, grityour teethand tryit. [’s nothing
like those squats in Westbourne Grove where
they spend their money not on theirrent but
on their pot and heroin. It’s people with
families, people who go outin the day
labouring; and mothers who try to keep their
families together, sometimes large ones. And
they've got dignity!

“But what kind of fuckin' music does that
make? And howlong can you go on doing it?
I've got to the point in mylife where you can't
doitall, and rockis not capable of changing
society. The only thing that's capable of doing
that is power. So I'm more concerned now
with trying to make music that makes people
feel better, rather than worse. [ don'tsupposel
ever reallywanted to make people feel bad.




¥

.
¥

. 5 i
meetsone of hi
y " influences, Link Wray

formative

ButI definitely wrote songs like ‘My
Generation’ to intimidate anybodywho was
drivingaroundin a Rolls-Royce.

“The stupidity of writing it was that nobody
ina Rolls ever listened to ‘My Generation’.
Nobodyina Rolls was ever even slightly scared
of people with safety pinsin theirears.”

Butrock'saninstrument to make people
aware of things, evenifit doesn't effect
change. And some people who need it haven't
got thatvoice. Whetherit's minority groups
like squatters, blacks and gays, or disturbed
kidslivingin highrise blocks, they want
somebody to speak for them. That's why The
Clash came from nowhere and were accepted
almostimmediately. It's why McLaren
manipulated the whole Sex Pistols charade,
which it often was. Atleast some truth was
comingout.

middle-class confused misery!” He laughs
loudly. “Tdon’tknowwhere The Clash are
coming from, or even where Johnny Rotten’s
coming from. ButI know that when Iwrote
‘My Generation' [ wasinaflatin Belgravia
looking down at the Rolls-Royces. Itwas an ly
12 quid a week, but it was still in Belgravia.
There was an embassy over here, another over
there and the Queen Mother went past every

day.I'vealways thought that was a bit peculiar.

“I'hope now people will understand what I
feel about the important issues, just through
theway lamas a person, and the way the band
conduct theirlives. If the band are gonna be
worthanythin’ they've got to stand up firstas
people. Theiropinions don’t matter. [t's what
theydo that counts; not what you say. So I'm
more concerned with doing; rather than
pointingfingers saying, ‘That'swrongand
that's wrong!' But there again, it's less

important to say it when other people are
sayingit, and when they're being heard.”

Didn'tyou everwant to be all-powerful and
shout: “Listen to me! Thisis RIGHT!”

“No. Unfortunately the only time 1'd getlike
that was whenIwas pissed, and then I'm
extremely uninterested in intelligent matters,
I'm much more interested in getting in fights, |
feel somethingincredible has happened in my
life, with Meher Baba. That’s what I'd be most
happy to pass on to other people. Butit's
something you can hardly ever mention.”

TIME PASSES. But to suggest Townshend is
uncommitted would misjudge an awareness
and sense of outrage that he simply chooses
not to project in his music right now, He
condemns the National Front, abhors
pornography and, to précis, is genuinely
concerned that the quality oflife is eroding for
many kids. He talksabout it all with conviction,
Three years ago he couldn’t even accept that
his own role in rock had evolved into
something different. Overadecade in, the
unreality of the music business inevitably put
adistance between him and the audience of
which he was once a part. Now he has come to
terms with it, and has madean album he says
is "an encyclopaedia of rack'n'roll for the
up-and-coming group”: the reality ofhis
environment. And he's no longer thrashing
round inamalaise of bewildered despair.
“Itisvery difficult to see the problems people
havein society. And to that extent The Who
havelost their roots and lost that reality. Roger
was reallyupset about a Daily Mail article
where they talked about him being in his big
‘ouse. Bill Curbishley said, "Ell man, admit it!
It'strue. Youride around in a helicopter...
you're notaShepherd’s Bush geezer'| And

Rogerwas saying, ‘Fuckit! Tam stilla
Shepherd'’s Bush geezer',

“Without starting another journalistic
interchange with 'im, I certainly don't feel I'm
inthe same piece of space. Butit’shard to see
howyou change. Things change around you.” |

Three years ago you talked about bei ngtoo
old for this kind of life and activity. Do you still
feel that with The Who and rock? Does it
depress you as much?

“No.Idon'tfeel the same as1did. Butalot of
crap, well-meant crap, well-meant,
supportive, encouraging crap, has been
written to me lately: you're only as old as you
feel. Tknow that! I know some 60-, 70-year-old
people are like adolescents. But they don't
prance around onarock'n’roll stage, |

“It's notage; it's being realisticabout the
practicalities, particularly of the road. You
have to befit to do ayear touring the States,
because you don'tlead a regularlife and you
don'thave astable existence. You travelalot,
which is exhausting, You're underimmense
pressure. Your ego s fed left, right and centre.
You tend to look for escapes by going to
parties, boozing and God knows what,

“Icangetingood physical shape quickly to
doacertain amount of work with The Who, by |
runningor something. ButInever used to have
to do that. And Moony goes to a health farm to
getinshape, justtobang the snare drum. It's
absurd. Life wasn't always like that. Most of all, |
you've got to be in psychological shape so you
don't fuckup. It's not just youngnessin heart. I
don'tfeel youngin heart. I didn't feel youngin
heartwhen Iwas 19. I believe lam overa
million yearsold, if you want to know the
truth. It'slike; hand me my straitjacket.

“'0owants to feel youngin heart? Leave it to
the butterflies.” @ .

PAUL SLATTERY
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Who Are You

“Twrite the same old song with a fewnew lines...” Old battles drag on,
old obsessions recur again and again. And a disintegrating
drummer takes hislast how... By David Cavanagh

N 1978 THERE was ashort-lived music
I magazine called Rock Onthatlusedto
subscribeto.Irememberitbeingaglossy
mélange of new wave and metal (lots of Blondie
and Boomtown Rats, butalso Whitesnake and
Ozzy), and oneofits ideas was somethingI've
neverseensince. Itarranged bandsinto
Divisions 1 to4, like football. Division 1 was
Zep, Queen, the Stones, Fleetwood Mac... and
The Who, whose inclusion took me by surprise.
[tseemed like ages-lifetimes!-sincel'dheard
anything from them. Were they still going?
Havingstripped to theirsoul-baring
undergarments on The Who By Numbers, with
itssongsaboutdrinking, dishonestyand
failure, we nowknowthatlifein The Who got
eventougherin 1976. Conflicthad arisen
between Townshend and Daltrey overa
lawsuitagainsttheir formermanagers,
Lambertand Stamp, and the guitarist and
singerbitched at each otherin the media.
Gruelling tour schedules took their toll on
Moon; the eternal child was becoming bloated,
puffy, increasingly unreliable. Townshend,
too, had his demons, notleast alcoholism, and
wassulferingaspiritual crisis, a questioning of
hisfaith, forgood measure. Daltrey, distracted
byasolocareer, beganworkonhisthirdalbum,
OneOfThe Boys, in November. Meanwhile he

and Entwistleargued that Moon, who had
moved to California, should be eased out of the
lineup as a prerequisite for The Who
continuing. Townshend wondered if splitting
upaltogetherwould bea betteridea,

While Daltreywas making hisalbum (itcame
outinMay 1977), there wasarevolutionin
Britishmusic. Rockersof The Who's generation
hadbeenmoaningaboutdiscoforayearorso,
sneeringatits escapism and pounding beat,

| butathreatmuch closer to homewas punk,

whose Damascene conversion rateamongkids
and teenagers had the potential to hit rock’s
superstarsattheboxofficeand record shop
counter. The often heard complaint from
musicians bornbetween 1942 and 1947 was
that punkbands “couldn't play”. Townshend,
true to form, had amore nuanced perspective.
Hisfamous night at the Speakeasy [see feature,
page86], whichwas toinspire The Who's best
singlesince “5.15", started asa clumsyattempt
to pass the generational torch to the Sex Pistols
(twoofwhomwere on the premises), buthe
wassodrunkthattheywereunable togetany
coherence outofhim. Whatwas a33-year-old
guitarist to do? Give Steve Jonesadvice on
amplifiers? No, as Townshend was tolearn, no
matter how paternally heallied himselfwith
theinsurrectionists (“Thereisa conrinues over »
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1 New Song # 4
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3905 &+
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Awaning Moon: at Laval
nightclubwith Annette
Walter-Laxin 1978 —they
begandating in1974

greathumanity in the punk
scene”), therewould bescant
mercyshown towards The Who
when the newregime drewitslines
inthesand. Gobacktoyour
millionaire mansion, grandad;

hope vou die before we get old. After
) 8

his Pistols encounter, Townshend
stumbled outinto MargaretStreet
and collapsedlike aderelictina
doorway. It may not have looked
romantic, butitwasamagnificent
piece of symbolism.

Scattered and inactive, The Who
released no musicin 1977, the first
year this had happened.
Townshend, however, madean
albumwith Ronnie Lane, Rough
Mix, produced by Glyn Johns. A
pleasant, folkyset towhich

Townshend contributed fivesongsanda

THE ALBUAS

“The Who have

abdicated theirroleas
premier suppliers of
straight-ahead,
ballbusting rock'n'roll
with a new finality;
there'shardlya
momenton thealbum
wherethe synthesiser
doesnotrule.”
CHARLES SHAAR MURRAY,
NME,AUGUST 19,1978

“ThisisaWhoofa
different colour... it
‘would be sheer folly for
them to have continued
the open-ended Who
sound of old...”
CHRISWELCH, MM,
AUGUST1S, 1978

thestarswere inalignment fora
newWhoalbum, the fourmen
reassembled at Ramport Studios
inlate 1977, with Glyn Johnsatthe

helm, and worked through some of

the newmaterial Townshend had
written. Synthesisers were back
(hurrah!), aswas the hair-shirt
candourof The Who By Numbers,
andalotofthetrackshadan
unfamiliarintricacy to their
structures thatthe othersweren't
sure about. Could Daltreysing
these songs? Could Moon, the
declineinwhose powers was
tragicallyevident, keep timeto
them? Things failed to click at
Ramportand The Who went their
separate ways havingachieved
nothing ofnote. Moon was

dispatched toahealth farm. Town shend

co-credit, ithitamusical halfway point
between Who Came Firstand "Squeeze Box”,
and earned some much-needed money for
Lane, who had been diagnosed with multiple
sclerosis, Promoting the record, Townshend
took the opportunity toannounce unilaterally
that The Who would never touragain.
Heworked on songsathome forarevived
version of ‘Lifehouse’, butonce again the
unwieldy project defeated him. Agreeing that
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damaged hisfingers by punchingawindow.
Theonlysilver lininginasky fullof clouds was
thatmagazines like Rock On still regarded
themas afirstdivision outfit.

Inthe summerof'78, disco-haters were
relieved tosee the back of Saturday Night Fever,
the John Travolta movie-and-album franchise

that had spawned eight months’ worth ofsatin-

trousered hit singles. Unfortunately, at that
moment, aneven more gigantic Travolta

TRICK OF THE LIGHT/905 | UK NOT ISSUED, US DID NOT CHART

blockbuster, Grease, came alongto takeits
place. Jokes about John Revolting and Olivia
Neutron Bomb travelled the length of Britain,
and “tell me more”became the three most
irritating wordsin the English language. This
was thesignal for the dignitaries of rock-
Dylan, the Stones, The Who-to return from
theirwildernesses with their firststudio LPsin
more than twoyears. The Stones released Some
Girlsin June, toimmediate acclaim. Dylan
released Street-Legal aweek later, tomixed
i'['i]L‘[i[_'}‘]h-i, InAugust, once the dusthad settled
alittle, TheWho released Who Are You.
Anewsingle precededitbyamatterof days.
Alternating betweenstaccato, hard-riffing
belligerence (in the verses) and quieter
passages with soft, cushiony harmonies (the
choruses), “Who Are You" starred adramatic
synthesiser, whose sequenced metallic
hubbub penetrated through the guitars at
several points, soundingabitlike the laughing
Martiansin the Smashadverts. Theresultwas
aknockoutsuccess, averymodern Who single.
The promovideo, later used in The Kids Are
Alright, wasawinner, too, showingtheband
with theirserious 'working' faces on, butalso
larkingabout, muggingand grinning, not
caringwhether they appeared cool, venerable
orrelevant. Theydidn'thave to. Thesong
was that good. Only the muso headphones
on Moon, which looked likestrapsto
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keephisbrainin, seemed ananomaly.
Thealbum, which had nine tracksincluding
three by Entwistle, featured more of these
guitar-and-synth coalitions, though none
quite asenjoyably ferocious as the title track.
Some ofthem were reminiscent of
Quadrophenia, ifnotquite as muddily mixed.
Otherswere frilly and ornate,
notamillionmilesfrom the
virtuosityof Wakeman and
Howe onthe newYesalbum,
Tormato. "New Song”, the
opening track, moved
confidently through multiple
sections, likeaprogband
oblivious to music’schanging
mores, while “Guitar And Pen”
puffed outits chestand pranced
across thestage in metaphorical tightslikea
hooferinamusical. “Sister Disco”, the songon
thealbumthateverybodyhadan opinion
about, programmeditssynthstoemulatea
Vivaldiconcerto, oratany rateaGiorgio
Moroder panicattack, but opinions differed
aboutwhether Townshend had made his peace
with discoorloathed with apassion its
“flashing trash lamps... yourclubsandyour
tramps”. Inanewdeparture for The Who,
“Music Must Change” had a slow, jazzy, West
Side Storylope-vou could almost see it
chewinggumand combingitshaironastreet
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corner-with occasional whipcracks of
aggression, Eachoneofthese songs
boasted ashiny, brash arrangementand,
from Townshend in particular, some
exceptional playing.

This marked an interesting policy difference
between the Stones, who'd come back from
Pariswith theirmostabrasivealbumsince
Exile On Main St,and The Who, who were still
verymuchadheringto theold pre-punktenets
of dazzlingmusicianship and theatrical
vocals. Daltrey, in fact, has never sung more
likeanactorthan he does on Who Are You,
apparently reckoning, notwithout
justification, that Townshend's elaborate
compositions merited the full Monty ofhis
expressive range. Orperhaps Daltrey, feeling
reservationsabout the album, decided to
‘inhabit’ thesongsashewouldapartina
movie. There'san uneasy truce, eitherway,
between Daltrey’svocal exploitsand the actual
words thathe’ssinging. Heis demonstrably
giving hisall, buttoomuch of Townshend'’s
writingisaweary halfmeasure: lyricsabout
lyrics, words aboutwordlessness, songs about
havingnosengtosing.

Thereisatheory, popularamongliterary
critics, thatwriters subconsciously reveal their
insecurities about theirwork in the work itself.
Forexampleanovelistwill, withoutrealisingit,
giveoneofhischaractersan interior
monologue that ridicules the whole premise of
the book, as though hissuper-ego is
determined tosabotage his creation. Nowlet's
havealookatwhat Townshend and Entwistle
aretellingusonthisalbum. “Iguess you've
hearditall before”(“Trick Of The Light").
“Fooling noonebutourselves” (“Had Enough”):
‘Amldoingitallagain?” (*Music Must
Change"). “Nothingwill budge... the words are
immobile... never feel they're worth keeping”
("Guitar And Pen”). Admittedly, the last
exampleis probablydeliberate-“GuitarAnd
Pen”isabout the hell Townshend puts himself
through towrite adecentsong-butit'sa
curiousirony of WhoAre You thatattheone

AT THE ONE MOMENT IN THEIR -
CAREER WHEN THE WHO
SHOULD HAVE FELT PROVOKED,
THEY WERE STRUCK DUMB...

momentin theircareerwhen The Who should
have felt provoked (by punk, by disco, by events
intheir professionaland private lives) towrite
furiously, indignantly andloquaciously, they
werestruckdumb. Asaresult, Whe Are Youis
analbumthathassomequalitiesto
recommend it-indeed, ifyou're into
Townshend and Entwistle as musicians, you
canscarcelyafford toignore it-buthas, like the
deaf-dumb-and-blind kid, notagreat deal to
say. Entwistle’s 905", astory setinthe future
aboutacryogenically frozen embryo, atleast
triestointerestthelistenerinanidea, but

I
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Townshend'’s “New Song” ( “Twrite the sameold
songwithafewnewlines”), whichisa
disastrous choiceas thealbum’s opener, is
simplyaninsulttoitssinger, its musiciansand
itsaudience. Self-flagellationis one thing.
Takingthe pissisanother.

Butevenmore poignant, actually, than
Townshend and Entwistle involuntarily
admitting to themselves that their best work
liesinthe past, istheknowledge that the
drummerhasonlyalimited future. Three
weeksafterthealbumwasreleased, on
September 6, 1978, Moon attended a preview of
The Buddy Holly Story, had dinner with the
McCartneys, enduredafitful sleep, swallowed
too many sedatives—and neverwoke up again.
Hislacklustre drummingon WhoAre You, as
muchasjtwasgivenasplendidlyrich sound by
prodicers Glyn Johnsand Jon Astley, had not
escaped hisbandmates' notice. Hedoesn't
even play ononetrack (“Music MustChange”),
asits6/8 time signature utterlybamboozled
him. Three years earlier,on The Who By
Numbers, hehad found waltzes (“They Are All
InLove")adoddle.

Musicallysumptuous, lyrically
demoralising, with one of the mostill-advised
apeningsongsin historyandits classic title
trackburiedawayat the end of
Side Two, WhoAre Youislostina
mist, afogofdespair, that seems
to portend somethingfinite and
drastic. Not Moon's death, of
course, because they thought
himindestructible; butsurely
thedemise of The Who. Ifthere’s
onestatement thisshockingly
inarticulatealbumhasno
difficultymaking, it's ‘we can't
goonlike this' twas asif Townshend's
harangue atthe Pistols, those shadows he'd left
backat the Speakeasy, had somehow taken all
thelanguage outofhim. Maybe he should have
putthealbumon the backburner fora few
monthsuntil hiswriter'sblock had passed.
Maybe he should have written about the trees
inhis garden-anything. By theend ofthe
season, astheywon their relegation battle to
stayin thefirstdivision, all thatremained was
for TheWho tosoldier on, and for times to
change, and discoand punkto fade, and
Kenneytoreplace Keith. ®
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THE WHO: ARCHIVE 1979

TRONICALLY:

KEITH’

PASSING WAS A

POSITIVE

THING

Less than five months after Keith Moon’s death, Pete Townshend is
moving on. “It’s impossible to continue to be bound by Who traditions,”

he tells CHRIS WELCH

. “m really excited about it.” On the

horizon: two movies, yet another version of Tommy, solo albums,
and a radically adjusted Who, featuring Kenney Jones. Inthe
crosshairs: a couple of prominent music journalists:..

v| ARETHE WHO haunted by ghosts? Is the

| spectral figure of Tommy now joined by the
= | cacklingspirit of Keith Moon? Pete

| Townshend doesn’tthinkso, butis almost

| ruthlessin his determinationto set the past

| aside and turn to the future, asifto forestall

| thatvery fear.

Since Moon'’s death last autumn, The Who
have returned to a work schedule which
began two years ago, and which seems
! destined to make 1979 akind of celebration

| oftheforces wh u:h resulted in the band lasting 15 years. This

yearwill see a whirlwind of Who events, including the release
of two films, The Kids Are Alright, which contains historic
footage from their early days, and Quadrophenia, a musical
based on the band’s 1973 album.

Tommy, the rock operawhich Townshend created back in

oo |l T TIAM ATE MITTSIC CITIDE | THEWRD

1968, also rearsits head again: after being made into halfa
dozen albums and a movie, itwill hit the Queen’s Theatrein the
West End on February 6 as a fully fledged musical, based ona
successful repertory production.

Tommyis one aspect of the past that Tow nshend, ever restless
andimpatient, has had to live with. I recall interviews, backin
the early '70s, when rock’s most articulate and passionate
spokesperson had tried to blot out what he jokingly refersto as
“the Curse of Tommy", Last year, however, seeingan
enthusiastic cast performinga version of his tale—on the first

‘occasion he everallowed himselftowatch an outside

production-rekindled his pride and interest. There is also his
recent million dollar solo album deal with Atlantic, a project
he's anxious to commence - probably before the next Who
album, which will feature new recruit Kenney Jones on drums.
How, 1asked, does he feel about having a West End theatre
production underway? CONTINUES OVER»







“The thrillis slightly dampened in that over
thelast 10 years I've pushed Tommy away, ina
sense. And also it concerns something that
has already happened. You see there were two
repertory productions of Tormmy going on,
both of which people were urging me to go and
see as they were especially good. There have
been 20 or30inthe States which I've been
invited to, and all, incidentally, got rave
reviews, There was onein Dallas that was
stupendous and ran for sixmonths!

“I'was spurred to produce a piano/vocal part
for the stage, because there was some
confusion over what was the definitive Tormmy
arrangement, and people wanted to know
where itstood today, so Isat down with my
friend, Bill Connor, who is an orchestral
arranger and helps me with the dots. We
thrashed outan arrangement for piano parts
and aloose stage direction, which I'm hoping
 to publish next year. Ironically, right at that
timeIgotaphone call from a guy called
Cameron Mackintosh, a West End impresario,
tellingme about areally good production at
the Queen's Theatre in Hornchurch, and
sayinglshould go and seeit.”

Pete resisted for some time, saying he wasn't
really interested.

“But he persisted, and other producersrang
and told meIshould go to
Hornchurch. It finished after
three weeks and I missed it—
luckily, Ithought. Then another
onestarted at the Genesis
Theatre, Manchester, which got
incredible local acclaim and
good reviewsin The Stage. So...
the Cursereturns! Public
demand in Hornchurch brought
it back for another three weeks,
and the pressure on me to go and see it was so
great. [ took some French people staying with
meat the time.

“I picked the show to pieces, but then
started to enjoy it, and the music was
surprisingly good with a straight rock band.
They used an enormous choir of children
actingas musical supportand also as disciples
for Tommy, adding musical weight to the
whole thing. When it got to the end the French
people were going bananas, talking about the
artisticintegrity of the production, and we
went backstage and met Cameron
Mackintosh and talked about the
possibility of going into the West
End. Itallwent from there.

“Iliked whatI saw: notso
much the detail, as the end
result. Twent out of that place
feeling very high and whenIwent
back on my own a week later, the
same thing happened. I walked
out flying. I don'tknow ifitwas
just the music, the production or
the magic that Tommyhas, but it
was tremendous.

“Iwasalways afraid thatif
Tommywent into the West End it
would be with Stiggy (Robert
Stigwood), with all the attendant
kerfuffle, spending 300,000 quid
and doing an incredibly elaborate
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staging. Butlreallyliked the
Hornchurch thing. Stiggyin factdidn't
pick up the option forit to gointo the
West End, mainly because he'd moved
to America, and I didn't really have
enough interest towork on a stage
production. The idea of the show is not
tomake ita music business event, but
toexpose it to the public atlarge.
Rather than makeita ‘rock opera’, the
emphasis has been on makingita
musical. It's all sung, but there'sa
couple of spoken lines.”

An early criticism of Tommiywas that
itwasn'treallyan operaatall, buta
cantata—ie, adramatic sacred
composition.

“Nitpicking. We only called itan
opera forajoke. It'samusical. There's
no chitchat and suddenly burstinginto
song. The film tookit towards beingan
opera, butit’s still notan operain the
finer sense, because therearen’tany
casual conversations, there's no
explanation. In away, a new word
needs to be coined for things like Evita,
Jesus Christ Superstar and Tommy.

“The two musicals that have had great
success so far have been spawned from the

rock business. The theatrical business seems
to think we haven't got the flair to pull it off,
and that's one of the reasons I've never tackled
itmyself.  don't know anythingabout staging,
I knowabout putting on arock concert and
that's the limit. The crossover between rock
and theatre is close, butit's still notat all the
same. Rock shows don't have to run for 10
yearsand play eight showsaweek.It'sa
tremendous test of the work.

“Iremember once having a conversation
with Harvey Goldsmith. He'd read I wanted to
do sixnights at Hammersmith
Odeon, instead of one night at
Wembley. He said: ‘Listen, you
could sell out six nights a week fora
year.' Twould tend to debate that
myself. Butin the case of the
theatre, after the aficionados have
seen the show, you then rely on
tourists, pensioners, and coach
parties. That'swhatkeeps it
turning over. And people may
come back fiveor sixtimes.”

Has the story of Tommy changed
much sinceits initial conception?

“The film brought in some
newideas. Certain words changed
for the film and seem to have
stuck —they're slightly more
intelligent. The production has
taken from the original, and from

The West End stage
show of Tommy.,
Queen's Theatre, 1979

the film soundtrack album. That's one of
the reasons I felt the need to put togethera
stage score. I'm not going to write any more
material forit, although I think it can always
beimproved.

“Strangely enough, I've never
seen it asacompositional work
inthe way 1 did Quadrophenia.
Itwas DEVISED. The strange
thing about the original album
is thatifyou've got the time to
sitandlisten to it now, it's very
laidbackin parts. That's what
strikes me now. When you
listen to the early Who stuff,
it's incredibly raucous, high energy, but this
was fairly laidback and Kit Lambert
deliberately mixed itlike that, with the voices
upfront. The music was structured to allow
the concept to breathe. Ithad a certain
flatness... the chorus ‘Listening to you I get the
music'goes 10 times and very slowly fades out,
withoutanyincreaseinenergy. Ithasa
quite deliberate blandness, with no
freneticismratall.”

Maybethat was because you had four sides
of record to play with for the first time?

“Idunno. We were making albums like we
always did, and it only became a double
album halfway through the sessions. I
wanted a double album so that the story
could unfold, and so did the other guysin the
band. I felt thatif it was too harshly edited it
wouldn't work.

“And I'was sensitive because Tommyhad
taken alongtime, and other records like
S.F. Sorrow (The Pretty Things) and Arthur
(The Kinks), had come out. Their approach
was exactly the same and itwas a natural
evolution forrock at the time. I wanted abash
atit. The whole idea of Tommy at the time was
to smash at the fact The Who were inacorner.
We'd had that tremendous two years of single
success, and then something had gone wrong.
We were masters of the art. We were the best
Who-type band around.

“We'd outstripped The Kinks' style of writing



The Who in1979 with
‘new boy' drummer
Kenney Jones (left)

—which Istill love to this day, and which [ hope
Raynever, ever changes. Butwe'd gone offinto
other areas, We'd had ‘Magic Bus' and 'TCan
See For Miles', which was approached asa
master work, Cl'ElITHTIi]];.{ in Very E'UI'H]J]("-\'
harmonies, and being pompous within the
space of athree-minutesingle, and, er... they
both flopped.”

[liked “I Can See For Miles”.

“Oh, sodid I'I reallyliked ‘Magic Bus’ as well,
the driving energy of it, but when 'l Can See
For Miles' bombed, that was the laststraw. I
thought, ‘People aren’tlistening any more.’
We'd lost the knack of getting ourselves in the
singles market. This was around '67. 1 decided
Iwas going to have one last-ditch attempt.
Let's face it, for two years The Who had
been saying, ‘We'll be finished, and I saw
myselfwriting film scores, while Keith and
John saw themselves formingagroup called
Led Zeppelin.

“IthoughtI'd have a go at something heavy,
and fuck getting called pretentious. I'd make it
a high-flying, spiritual story, and I'd throwin
the works, pinball machines, deaf, dumb and
blind people, plane crashes, thelot, and put
the story together. I'd make Tommy into some
kind of demi-god and go from there. Butapart
from that I was very passionate that the art of
the rock single could be expanded and made
to do more.

“Strungtogether, The Beatles' singles told
you something about The Beatles, butwhen
vouwent to The Kinks' singles, youlearnt

something very deep from Ray's writing. And

itwasn't dissipated in the way that The Beatles’

was by their co-writing, and by their fierce
experimentation. The Beatles experimented
too much for their own good. But there was an
incredibly solid feeling from Ray’s writing, and
I felt that deeply about our work as well. You
could draw aline through the songs we'd
written from Day One up to that point.

“So I had this incredible faith in the rock
single, and thought ifI'd take aload of songs
and string them together, they toowould tell a
story, while any one of them could be taken
and played inits own right. ‘Acid Queen’, a
song on its own, ‘Pinball Wizard', T'm Free'
andsoon.

“To be frank, we didn't entirely pull it off.
There are alot of songs on Tomimy thatare
nowhere near as dense or saturated as,
say, ‘My Generation’ or ‘Pictures Of Lily’, but
the same techniques went into making t,
and itwas a bigkick when [ discovered we
could doit.

“Irememberwhen Keith and I wentdown to
the rehearsal after finishing the album, as we
were about to go on tour. We did one day's
rehearsal, did the whole thing fromstart to
finish, and THAT was when we first realised
we had something cohesive and playable, that
had a story. Keith and I went to a pub on the
way back and sat there, both incredulous at
how quickly it had come together, and we
noted how suddenly Roger had become
something else, and we debated what would

happen and how it would change everything.
We knew we had something that was magic,
and that magicwasn'tas clearon the albumas
itwould be on alive performance.

“Alot of the magic comes from the fact that
somewhere along the line we stumbled on
somethingwith tremendous depth. Foralong
time, while touring the States, Tommywasa
major partof our stage actand was seentobea
separate bit of theatre, That comes acrossin
the theatrical production—it has avitalityand
life of its own.”

Itseems’extraordinary to think that, after all
this time, Tommylives on.

“Well, I thinkit's aclassic.  never wanted it
to happen that way, and I much preferred
living with ‘My Generation’ as a classic,
awkward beast thatitis. I've putlifetimes of
work into Quadrophenia... but Tknow inside
me that Tommyis going to have a much longer
public life."

How is the Quadrophenia film progressing?

“Verywell. It'sinteresting to drawaline
between the two things. Quadropheniawill
one day get onto the West End stage, and it
could be filmed a dozen different ways.
Quadropheniawas us writing and singing
aboutsomething we knew about, and
Tommywas fantasy. There’s agreater audience
for fantasy.”

Quadrophenia-the movie-will probably be
ready for release in August or September,

“We don'twantit to conflict with the release
of The Kids Are Alright, although conrinves over»
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they are two very different films.

“We've got a problem. We've had a hiatus of
eventsin the band - apart from thelast album,
which hardlymade a dent in the UK. Oh, it sold
up to Gold status, but it didn’t have much
impact. We've had two years of preparatory
waork for three or four major projects.

“Onewas The Kids Are Alright, second was
Quadrophenia, the Tommyshow emerged last
year and seemed a natural thing to go on;
Roger's been working on a film about John
McVicar which will produce a solo album; I've
beenbuildingup since late '77 to my first solo
album deal, committing me to three solo
albums; I've written a TV play for London
Weekend, and since Keith's death we've
actually...”

There was along pause while Pete seemed
conscious of the reality of what happened
lastautumn, and his excitement seemed
to evaporate,

“Idon’tlike the word ‘death’ in the spiritual
sense. In Keith's case it really was a passing.”

Petelaughed, suddenly, at the lugubrious
sound of the phrase.

“"Since Keith's PASSING... we've come to
realise we have much more of an open brief of
goingbackto the studio and having another
bashataWhoalbum. There wasa
feeling, although none of us
were ready to live with it, that
Who Are You was possibly the
lastalbum, of an era. We
were determined to do
something different.”

Itseemed to me that The Who
didn'tsound happy on the
lastalbum.

“That’s probably because it was a tough
album to make, and it took a bloodylong time,
[twas fraught with problems. Although the
music might not convey happiness, itwasa
very happy time. The time pressure got too
much for Glyn Johns as producer, and he had
to step out towards the end. It was getting
impossible. Apart from that, Keith and [ were
always laughing.

“Things did go wrong. Roger had a throat
operation. ThenIgot drunk one daywhen
I'went out on the boat with my dad and
grandad. We had a really great day, went home
and my parents started having a row. [ got
really angry with them and tried to makea
demonstration to break the row by putting my
fist through the kitchen window, and they just
carried on asifnothing had happened. 1
thoughtifl actually gashed my hand and
smeared blood over my dad’s face, maybe
he'd notice me.”

“But he justsaid, 'Look what you've done to
ourwindow. T had to stitch up my fingerand
thumb andI couldn't play, so that was another
two weeks cancelled.

“We were devastated by all the delays, and
the slight tiredness on the album comes
across. Roger has some amazing
performances, but with great respect he
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wasn't there much of the time. ‘Music Must
Change', for example, is quite a weary backing
track, only saved by the fact Roger came in and
did areallyvitriolic performance, What I'm
leading up to say, is there were the usual
questions knocking around the band. And
now we want to get back into the studio

and do anotheralbum because the
possibilities are so exciting.

“Ironically, Keith's passing was a positive
thing. It meant that it wasimpossible to
continue to be bound by Who traditions, It
had been ayoke on us—how did we break free
of traditions, things we were responsible for?
We'd always been careful not to use outside
musicians on sessions, and we never wanted
to getinto string sections onstage. It was a big
step forward for us on Who Are You to use
session musicians. I feel nowthereisa
tremendous open door and I feel very excited
about the fact The Who is awell-established
band with a tremendous history, butsuddenly
we'Tein the middle of nowhere—anewband.
I'mreally excited about it.”

Kenney Jones seems a good choice to be the
new drummer.

“There was no question of choice,” said Pete
emphatically. “There was nobody else, in my
opinion. It's not a question of Keith being

replaced, either. Kenney would
be the firstto say that Moon
wasirreplaceable, and nobody
could copy him and nobody
would want to.
“Kenneywasamuch bigger
. partof The Who, anyway, than
o alotof people will realise.
We've always had this
incredible link with the Faces,
we toured with 'em, went
through that Australian thing together, they
started at the same time as us, it's always been
marvellous times. Ronnie and Steve Marriott
were real friends, and Kenney worked on the
Tommyfilmsoundtrack, and John and I noted
hewas the only guy we could playwith,
without thinking ‘where’s Keith?' And we've
played with some great drummers.

“Keith was always veryresponsive, he'd play
offyou, Kenney is a much more formal
drumrierwholays it down. But he'sawake,
he'salert, and the feelingis we are startingup
aNEW band. We're making a commitment to
one another.”

How does Pete think the public will react to
futureappearances?

“People have really got to live with the fact
that The Who they knew has gone, and that
they'llnever seeitagain. During the last
coupleofyears I've been sayingI didn'twant
to tour. I've had lots of letters from people
saying they respect my decision, but some of
them alsosay, 1'm 17 years old, a bigWho
fan, I'venever had a chance to see the band,
and I thinkitstinks, Iwanna see you.' But
theywon't-they've lost the opportunity.
Keith ISdead, and that particular magic that

| existedisalsodead. Quite whether any part

of thatwill still exist on stage when we get
together, I don't really know.”

Does this mean Pete has changed his mind
about live performances?




Townshend: “| didn't
want to sign away me
balls for money...”

“I've changed my mind -notone bit. | don't
intend to tour. | get pushed up against the wall
at times by the group, the management, the
industry, because theywant us to tour. But I do
wantto perform...”

Ahhabh.

“Yes, it'sa bigdifference. I'm not interested in
intense exposure. I'm not hungry enough for it
to sacrifice everything else for itany more, and
Iwasforalongtime.

“The big change in mylife came about in 74,
I decided Iwasn't willing to make the sacrifice
that theroad needed. Because we'd enjoyed
such astupendous career, and such deep
contactwithaudiences, it makes me more
passionate now about not doingit by half.

“Ifever we do go onstage, [want it to be as
good as we can possibly get. If | had to go
to the Hammersmith Odeon and knew that
behind itlayasix-week American tour, [ don't
thinkI'deven go on. I've practically got to the
stage where I'd give the audience a short
speech and go home. Iwould. It's been the
main bone of contention for the past three
years—whenever we got together it was the
subject for discussion.”

Butif The Who don't tour, where will that
leave the rest of the band?

“Well, I don'treally know. This may be
fantasyland, butI'd hope foran arrangement
where we could do concerts, in London and
the provinces, and maybe European weekend
trips, and even short trips to America.

“Idon’twanna sound like I'm a kid on the
streets oranything, butl think thatwhole big
touring thing stinks. I'm fed up with it, people

coming up to me and saying, ‘Tsaw

youatso and sostadium and itwas \

great BUT..."”
Doeshefinditadragwhen
people come up and askhim
to tour again? Does he getratty
with them?
“No, it's nota drag. 1 getratty with
myself, and frustrated. What's
required in the bandisaclean
decision, andit's so hard to make. I
knew for along time that whatI
wassaying was thatif The Who
wasn'tgoing to work ‘live’, then it
wasn'ta band any more. I said that
for two years and we hung
together, pretty much as a
business rather thanaband, and
asarecording act, wondering what
would happen to our record sales
when we didn't drag our bodies around the
USA for 16 weeks. And what happened was we
had our most successful album in ourwhole
career. What that proves, I've got no idea.
“Itwould have been even bigger if we'd gone
over there and worked. Maybe the time was
just right for The Who. But in the UK, live
performance is essential, because The Who is
aliving band to British audiences. The album
did OK here. It compared favourably to
Quadropheniaand Who's Next. The Who By
Numbershas actually proved to bea good
long-term seller, butitwas slow at first,
Quadropheniawas our most instantly
successful album. Who Are Youwas slightly
disappointing, but there was nothingwe

& coulddoaboutit,and in America,
of course, it got No 1 airplay for six
weeks, and nearly knocked Grease
off the top. It satat No 2 for four
weeks in the States.”

WHAT HAVE The Who been doing
in the studios since Keith's death?
“To date we've recorded some
extra tracks for the Quadrophenia

film, and we felt thatwould be a

good opportunity... not to mess
_aroundwithajam... butactually

getsomething down on tape.

. We'vethree newsongs forthat, a
song called 'Joker James', which
was written for the original album
and was excluded, ‘Get Out, Stay
Out’, anewthing, and we remade
‘(Can You See) The Real Me",

They'veall turned out great.

“I's very exciting working with Kenney,
because he's a completely different drummer
with a much more conventional approach
than Keith. We're finding ourselves, in away.
Foralong time I feltinhibited bybeinga
rhythm player. WhatI'd reallylike is to see the
band have akeyboard player, on piano and
organ, and another guitar player, so thatI'd be
free to dosynthesiser work onstage, and play
various styles of guitar, so we could do some of
the more complex material from Who history.”

PerhapsIan McLagan, another ex-Face,
would be theideal keyboards-player for
The Who?

“Yeah, Iwantedhim.He'sa  conminuesovers
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good guitar player, too. [ was very keen to get
him. Slight problem: he's taken a contract with
the Stones. Even so, [was gonna give him a call
and say, ‘Fuck the Stones”. But he moved to
California. And a slightly touchy point: he's
married to Kim, whowas Keith's ex, and she's
responsible for Keith's estate, so I didn't want
to make the whole thing any deeper or more
fragile. At the momentwe've got Rabbit [John
‘Rabbit’ Bundrick, see Who Knew below|,
subject to the Musicians’ Union. As for guitar
players, there are so many good ones. But
we're NOT going to let Eric join."

Pete revealed that his solo albumswon'tbe
anythinglike past Who albums.

“Iwanna make good-music records, and
promote them aggressively to reach the public
so they'll sitand listen to the music. There was
wrangling to get the freedom I wanted -1
didn'twant to signaway me balls for money
and ['would have probably got greater freedom
with CBS, which is a magnificent company,
butllike the people at Atlantic.

“Iwant to make a shit-hot rock album with
the same energy we'd put into a Who album,
and it's very necessary for me to do it before
the next Who album. It's the current thing I'm
focused on. It might use other sidemen.
haven't played drums for ages.

"Aspooky thingwas that
whenever [ got onto the drumkit
in the past—and one of the
reasons I must definitely not get
ontoadrumkitinahurry-1I'd
feel Keith's presence envelop me.

Often, when I took the demosin,

Keith would say: ‘Thisisvery

weird listening to this, because |

would have done that bit.' He

influenced the way I played. But
ifithappened now, I'd go, ‘Arrrgh! He's back!"™”

Maybe he'll come back and haunt us all?

“Mmm, let’s hope so. Well, Ilike to think he's
back already. We've just got to track 'im down.

“Butlcan’tthink ofKeith asa ghost. I always
think of ghosts as people who lead troubled
lives and committed suicide and thank God
there was constant contact between us before
he died, and 1 know he wasn'tin that frame of
mind. If he'd been in California, | would have
really worried for him. I feel this; his presence,
ifyoulike, remainsa purely historical one,
and the memory of him is never
painful, and hasn’t been since the
dayTheard he died.

“I'wasshocked, and 15t0 20
minutes after hearing about it,

Tjustsuddenly went ‘Boo hoo,
Whoosh-my face waswet. Thenit
stopped. Thaven'tfelt griefatall.

“Idon’t know what Keith would
be making, now, of the things
we're doing. I don't really know
exactlywhat he made of the things
we were doing in the two years
since he came back from
California. If I feel tender about
anything, it’s tender about the
thought that ifwe'd been touring,
things might have been different.

“The Who HAD changed, and for
Keith, being part of it was 90 per
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centofhislife, whereas for the others it was
lessso. Itwas 90 per cent of his ego, and that 10
per cent of himselfwas extremely
demonstrative, and aggressively outgoing. But
he was much more deeply bonded to The Who
than anyof the rest of us.

“Theinactivity of the group was adrag for
him. Also youmust realise he was a drummer
that never played drums. He only played when
The Who got onstage. He wasn't interested in
DRUMS, he was justinterested in BEING
there. If he was there, he'd doit, but there was
no reason to rush outand start playing. He
didn’t getalot of feedback from music, itwas a
meansto an end.

“Ithinkabout that to some extent, butI also
know there's no pointin sitting around saying
what could have happened, or the whys and

wherefores. AllT know is that if
Keith had still been alive today,
we'd still be faced with
tremendous changes. And I would
have fought a lot harder to get 'em
through.”

Buthadn't Keith made efforts to
update his style?

“Nobodywas nagging him to
change his style. We all liked him
the way he was. Itwas just that the
material that I'was comingup
with, and John, too, wasn't
standard, archetypal Who
material. And that was because
your standard, archetypal Who
material had been wrapped upin
Quadrophenia. We'd given
ourselves a totally free rein.

“We'd just done Who's Next with

Glyn Johns, and I told Kit Lambert, who was
then involved in the production, thatwe
needed to get the whole, old three-chord Who
thing over and done with, the unfettered,
rambling sound, that whole adolescent-mod-
social-streak Goldhawk Road TRIP - finished!
“When we went in for those
sessions, they justran the tape
and we played. It wasjust total
explosion. But the material
was geared to it. We've not
re-recorded it for the film,
either. We're using the original
tracks. I don't think we could
have doneitagain. [t tooklong
enough doing Tormmy again for
the film. I couldn't have stood
doing Quadrephenia all over again!”

Meanwhile, has the Kids film been altered to
include the death of Keith?

“No. In fact, Keith saw the final cut and he
approved itand liked it. Astrange irony of the
filmis they chose ‘Long Live Rock' for the
titles, and under the titles were a lot of shots of
Keith, so that's areal tearjerker.

“Well, Keith saw the film before he died...
somebodysuggested putting ‘This filmis
dedicatéd to the memory of Keith Moon' on
Quadropheniaand I said youdon't need it. You
don'tneed to say it. Quadropheniais Keith
Moon. They'd make a tombstone out of it. I feel
very much that way about The Kids Are Alright,
too. It should definitely not seem tobe a
tombstone for Keith, and God forbid it turns
out io be a tombstone for The Who!

“Inaway, it's not bad timing. There's 15 years
encapsulated in that film, and it does bring the
whole thing up to date, and now we've got the
world in front of us. The film is 90 per cent
historic footage and it's got the performances
we did at Shepperton, which were magic. It
was the last time we all played together, and
it'sareally nice memory.”

DOES PETE DESPAIR of the contemporary
rock scene, with its endless outpourings of
unmitigated tripe?

“No, notreally. I get very annoyed when I see
greatbands go wrong..."



‘Rockestra’, Hammersmith
London, December 28,1979:
Townshend on staﬁe with

Paul McCartney & Friends (in
silver suits!) ata UNICEF concert
to help the people of Kampuchea

Examples, please?

“Idon'twant toslag anybody off. I really
enjoyed the new Clash album. I've got high
hopes for them, They're the most powerful
band we've produced, and Strummer has gota
head on his shoulders. The same for The Jam -
[ feel great kinship with Paul Weller, butitis
tougher now to break the American market,
which is much more snide towards English
acts. They've got their own newwave, Cars,
Blondie, Devo, they've all got their own thing.

“I'm notmad keen on Talking Heads or Devo.
I prefer to listen to The Boomtown Rats, The
Clash and The Jam. To be honest, [ think
Talking Heads are a bit boring, too thoughtful.
Gimme a couple more years and I'll start to
relate to Devo! My white hope was Television.
Tom Verlaine, I thought, was a genius.

“Tfeel that it must be very, very soberingto
young bands who've had an all-out assault,
with anarchists and intellectuals, on the
music business-to find thatitactually s
made of paper. On the other side of the
paper castles, record companies and
superstar groups are just people. That must
be adisappointment.

“Itmust have been disappointing to find out
itwasall paper and how easy it was to smash
the establishment of rock. Then they had to
ask, where are the people to pay ourrent, buy
ourrecords and listen to whatwe say? They
found they were actually talking to rathera
small clique.

“Sympathyisn't the right word - lidentified
with whatwas happening, as it was so much
like the period we were at just after ‘Pictures
OfLily". The public got a bit blasé about us.

‘Oh, 'ere they come, they're gonnastick out
their newsingle, it's gonna be interesting
BUT..." Then, asIsaid before, we produced ‘]
Can See For Miles, it got really good airplay,
ANDPEOPLE DIDN'TBUY IT! The industry
didn't crushit.

“The same happened when we put out ‘Join
Together In The Band', I thought it was
incredible. THAT bombed. You need good
promotion, powerful managementand
advertising, but the public movesin
mysterious ways. It's when you realise you
can'tbully them...”

Andyou've tried?

“Oh, we've tried everything, bullying them,
humouring them, intimidating, scaring,
making friends. Butit doesn't affect your
record sales. Sex Pistols swearing on TV was
great, It was quick and brought them into the
public eve, but the back-up wasn't there. |
remember when we did ourlastinterview, I
was very concerned that something terrible
was going to happen, and it happened - to Sid
Vicious. | weep for that guy.

“It's gross callousness for people like Jules
and Tone (I assume he meant Julie Burchill
and Tony Parsons) to adopt a stance onit. |
read something in The Guardian, when their
book was coming out, and they said they
didn't give a shit about Keith Moon dying
because he drove a Rolls-Royce intoa
swimming pool when people were starvingin
India, and Sid Vicious will get what's come to
him. It'sa misunderstanding of the volition
behind the acts thatlead to final events. I've
written them a nice song which they won't like
atall, called ‘Tules & Tone' [which appeared on

Townshend's 1980 solo album, Empty Glass,
as "Jools And Jim"|.

“What I'mdrivingatis that the
sensationalist side of the businessis
somethingthe publicreact strongly to. But
Keith crashed a carinto the swimming pool
simply because he hadn't learned to drive. He
wasall right pushing on the accelerator, but he
didn't quite understand steering.

“One mustn't be too fascistabout it. People
do have human weaknesses and needs, and
unfortunately they make them manifestin
the strangest ways. And there's no pointin
pontificating about it. It's an extension of
music criticism which I don't like. ButI'm not
pi{:k]'ng'ﬁghtﬁ. Inaway [ sympathise with
some of their sentiments, butitisn't all just
aboutcoming out of the street, from the gutter,
or from middle-class suburbs for that matter.

“My two brothers with their bands, why do
they persist? Isitbecause they're starving or
frustrated, or because they're anarchists?It's
none of those things. Everyone has a different
reason, and that's the value of rock. It'sa
channel for all kinds of people and that's
stillincredible.

“I've seen the magic work in The Who, with
four guys from totally different backgrounds
meeting and arriving at the place we all set out
to get to. It's an absolute miracle. The most
important thing at the end of the dayisto
continue to have that ability to communicate
withother people. Thatis alesson clear-
headed, intelligent rock people can learn.

“Itmakes mistakes. The machine is unfair,
and things can go wrong. But thereISa
purityinrock.” ©

GETTY IMAGES
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TheKids

Are Alright k

Amazing journey! Asthe Moon era ends, The
Who's cinematic autobiography arrives, in all
its haphazard, exploclmg glory. By Rob Youny

TCANNESFILMFESTIVAL, on May

13,1979, one of The Who'slongstanding

unfulfilled dreams wasfinally realised.
This group, with its unusually prolific
relationship with cinema—from the epicrock
mythologies of Tommmyand Quadropheniato
Roger Daltrey's starring role in Ken Russell's
Lisztomania-finally unveiledafarmore
artless, but noless compelling document
ofthecelluloid traces they had left over the
past 15years,

The Kids AreAlrightwas the culmination ofa

four-year excavation of TVand film archives by

American directorJeff Kleinand hiseditor, Ed
Rothkowitz. Klein firstmetthe group asa
besotted 20-year-old fanin 1971, when he
published abook ofphotos oftheband. In 1975
he attended the New York premiere of Tommy,
and proposed to Townshend theideaofa
documentary. Aone-minute showreel of live
clipshe put togetherwith Rothkowitz
convinced the group thatitwould be agood
idea, but the final cut, finished after
painstakinglabour four-and-a-halfyearslater,
would run to 109 minutes, cobbled together
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fromadisparatedog'sbreakfastofconflicting
formats-35, 16 and Bmm footage, video from

eachside of the Atlantic, TVextracts, and soon.

Reelsshowing The Wholive at London
Coliseum-underlit, butelectrifying
nevertheless—were rescued from a bin, There
isnocommentary, and the clips are not
arranged in chronological order. Scorsese's
editingmuse, ThelmaSchoonmaker, was
workinginanadjoiningeditsuiteand ended
upwithacredit. Klein cajoled the band via
theirmanagementto record somespecial new
live footage-secret gigs at Kilburn Gaumont
(1977} and SheppertonFilm Studios (1978) to
round out the packageand bringitup todate,
Atthe heartofthe filmlie thefilmed
performances—from the young, hungry mods
doing “Anyway, Anyhow, Anywhere" on Ready
Steacly Go!in 1965, to the countercultural
deities at Monterey and Woodstock, tothe
maturestadium hacks of 1978. Butintercut
throughoutare TVappearances-interviews,
promo sequences—that slowlyreveal the

complexinterpersonal dynamicsof this group.
Perhaps mosttellingistheappearanceonITV's

Their generation: The Who
captured infull, sneering
gloryin The Kids Are Alright

Russell Harty Plusfrom January 3, 1973, which
threads through the whole movie. Harty,
already visibly sweating, iscutto pieces by
Moon'sincessantclowningand jolly
deprecation. Townshendlooks like aghost, as
thoughhe's crawled there fromasqualid
48-hour New Year's party. Youcansee howhe
managed tosteer his serious intentions past his
bandmates: by retaining the ability to josh and
scrapwith them. When Harty presses the
foursome for what jobs they did priorto joining
The Who, Daltreyrecoilsand almostclams
before squeézingout the revelation thathe was
asheetmetalworker, barely concealing how
livid heis to have been asked.

The sheerweirdness of the group comesout
inafilmof Entwistle at his Cotswolds mansion
in 1978, sauntering past his collection of
hundreds of guitars, strolling into the grounds
andblastingatflying gold discs withadouble-
barrelled shotgun; andin the sectionsshowing
Moonathomein Malibubeingdrunkenly
interviewed by Ringo Starr,

ButitopenswithaPop Artkaboom,a
sequence from The Smothers Brothers Comedy

P
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“The human qualities
of the film render it
accessible inaway that
no other rock doc has
really suggested, and
it never degenerates
intoahomage to
untouchables. Director
Jeff Stein manages to
capture the ethos that
has eamed The Who the
rarely disputed title of
theworld's greatest
rock'n’rofl band.”
ROYCARR, NME,

MAY 19,1579

Hourfrom September 1967, The band, in
dazzling coloursaturation,andin full Carnaby
Streetregalia, launchinto “My Generation”
aftersome painfullyscripted banterwiththe
host, ending with a fearsome explosion from
Moon'sbassdrum, leaving Daltreyina
staggering daze and singeing Townshend's
hair, aswellasdeafening him for 20 minutes
(Moonhadbribed atechnician toinstall
double the agreed amountofdynamite). On
Ready Steady Go!in 1965, you can sense the
cameramen strivingafteranew dynamic
technique to match theimpactofthe music,
with dramatic focus pulls, lens shakes and
increased use ofthe dolly.

T'he Kids Are Alright captures the group
atthe height of their powers—at Monterey,
Woodstock, The Rolling Stones’ Rock And Roll
Circus—butalso chronicles their gradual
waning. The medley of "Road Runner/My
Generation Blues” from Pontiac, Michigan,
1975 shows them in complacent, stadium-
pleasing mode. It's shockinghow quickly their
urgent, autodestructive histrionics have been
tamed and formularised to sate huge, distant

audiences. Convening two years laterat
Shepperton afteranine-month break, Moon
and Daltrey have chubbied-up, and collectively
theyonlyfind common ground inold
chestnutslike “BarbaraAnn”.

Wrappingup the film, Klein desperately
needed adefinitive sequence of them doing
“Won't Get Fooled Again”, and set up aspecial
giginMay 1978 infrontofaninvited audience.
Three months before Moon's death, it's the last
showhe played with the quartet, and by that
point, theyare flailing. Townshend practically
givesupinthemiddle of one guitar soloand his
stage dancinglooks forced and unnatural.
Daltrey’s voiceis onitslastlegs and Moon looks
likeapudgy MrMicawber atthekit. Meet the
new boss: fatter thanthe old boss.

The double album accompanyingthe filmis
mainlyaudiolifted from theliveclips. There'sa
version of “1 Can See For Miles” from the
Smothers Brothers variety showthat's notin
thefilm; and more of the Michigan 1975
medley, butasit's nowouton DVD, there's
much more to be gained by seeing the music as
wellasfeelingit. ®
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CREDITS
RELEASED: May 14 1979
DIRECTED BY: Jeff Stein
PRODUCED BY: Tony
Klinger and Bill Curbishiey
STARRING:
Roger Daltrey;
Pete Townshend:
John Entwistle;
Keith Moon
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From the creator of MasterChef. a UK cinema
.“Ilovethe film,” says Townshend, “but

it doesn’t have much to do with the musical

journey I mapped out...”

deathwere uncertain times for The
Who. Nevertheless, otheraspectsof The

Who'sorganisation appeared tobe inrobust
health. Following the success of Ken Russell's
1975 Tommy film, more projects werein
development at The Who Films Ltd. Besides
The Kids AreAlright, therewasafilm based on
thelife ofrecently paroled bank robber John
MgVicar, and asci-fifantasy, ‘Lifehouse’,

Townshend, meanwhile, went to Brighton
justafterMoon's death to visit the set of
Quadrophenia, the movie versionof theband's
1973 LPstarringasparky castof virtual
unknowns-Phil Daniels, Leslie Ash, Phil Davis
and Raymond Winstone-alongside up-and-
coming musician, Sting. Townshend had
considered developing Quadropheniaasafilm
backin '73. Speaking to NME, he explained how
hehad theidea of someone like Frank Zappa
directinga film for The Who; the concept for
Quadrophenia, and what Townshend
described as “aloosescript”, followed.

Butattemptstobringit to thebigscreenwere
aprotracted business, The film industry
movedat glacial speed, the band changed
managementin 1975 and other matters— The

"I‘! IEMONTHS following Keith Moon's
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By Michael Bonner

Who By Numbersand Who Are Youalbums,
tours, solo projects, Townshend'sincreasing
problemswithdrugsand alcohol-effectively
extended the project’s hiatus.

Quadropheniafinallybegan afive-week
shoot on September 30, 1978, Locations
included Islington, the band's old home turfof
Shepherd's Bushand, of course, Brighton. The
weeksleadingup to the shoothad been
painful, particularly for Townshend. His
friend, mentor and former manager, Peter
Meaden died from anoverdose of barbiturates
onJuly 29, followed by Moon on September 7,
Unsurprisingly, Townshend “gave up on the
filmand gotdrunkinthefirstweekof casting,”
headmitted to Uncutin June 2009,

Todirect the film, Townshend chose Franc
Roddam, aformerad copywriterwho'd moved

into television and found himselfwith two hits:

aprotoreality TVseries, The Family,and a
docudramaaboutadeafmute girl called
Dummiy. “Iwent through asortof audition
period,” Roddam told the NMEin May, 1979,
“thenTfinally met Townshend... Hewaslikea
guidinglight, he was verygracious-gracious
enoughtosay, ‘Imadethealbum, thefilmis
yours.” AsTownshend told Uncur—"“Ilove the

film, butitdoesn't have very much todowith
the musical journey I mapped out for Jimmy.”
Inbroad terms, however, the stories are
similar. Botharesetaround the 1964 May Bank
Holidayweekend, and both are gripping
portraits of teenage tribalism and alienation
filteredthroughthe turbulentinner
psychology of Townshend's mod hero, Jimmy
Cooper. Exhilarating scraps on Brighton
seafrontare common toboth treatments,
Thedifferences, though, liein Roddam’s very
specific, vérité-style evocation of lifein 1964
(also theyearof The High Numbers' debut
single, the Meaden-penned “I'm A Face”),
Alongwithscreenwriters Dave Humphries and
Martin Stellman, Roddam expanded Jimmy's
backstoryand added a layer of social detail.
Thestorywasalsomorelinear, while some
characters—particularly Steph, the girl Jimmy
fellfor, and suave mod posterboy turned
bellhop Ace Face-developedamore tangible
presence thanon the LP. The key difference, of
course, was the ending, where Jimmy threw
AceFace'sscooteroff Beachy Head, possibly
followingitover. Butcritically, Jimmy's descent
into psychosis feltmore compellingin the film,
thanks principallyto Phil Daniels’ tremendous

KOBAL




“Like amod onspeed,
let's not hang about:
Quadropheniais
probably the best
Britishrock film ever."

NEILSPENCER, NME,
AUGUST1S, 1979

“I supposewe should
be thankful Ken
Russell didn’t get his
hands on the project.
What he would have
donewithitdoesn't
bear thinking about.”
ALLAN JONES, MELODY
MAKER AUGUST18,1979

performance (John Lydonscreen-tested for
therole, but proved too costly toinsure),

Daniels made Jimmylikeable; herewasa
cheeky chap, talkingup hisnewsuit—"Three
buttons, side vents, 16-inch bottoms”—or
larkingwith palsin Alfredo’s Snack Bar. But
there were suggestions allwas notwell within,
“Your Uncle Sid wasalways tryingtokill
himself,” his father claimed. "What'swrong
withyou?" Steph asks himlater. “lcan'tthink
straight,” he whines, “Nothing seemsright.”
Eventsonlyserve to destabilise Jimmy further;
helases hisjob, hisgirl, his best friend, his
beloved Lambretta. Making hiswaybytrainto
Brighton forthe finaltimein the film, lounging
provocatively ina First Class carriage, dressed
inasharpmohairsuitand polka dot tie, eyes
rimmedwith Kohl, Danielswasasvivida
presenceas De Niroin Mean Streets.

InMay 1979 The Who premiered both
Quadropheniaand The Kids Are Alrightat the
Cannes Film Festival, before Quadrophenia
officiallyopenedat the Plaza, Lower Regent St,
on August 16. Asoundtrack album followed on
October5, comprisingold souland R'n'B tracks
from the film plus 10 numbers from the original
LPremixed by Entwistle. Of greater interest to

Who fans, though, was the inclusion of three
‘new’ songs: “FourFaces”, anouttake fromthe
original LP sessions, alongside "Joker James”
and “Get Out And Stay Out” thatmarked the
formal recording debut of Kenney Janes.

Theafterlife of Quadropheniarumbles on.
Thefilm'scasthave becomefixtiiresof TV
showslike The Bill, Holby City, Boon, Auf
Wiedersehen, Pet, EastEnders and Men Behaving
Badly, while Roddamwenton to create
MasterChef. You can trace echoes of the movie
in Trainspotting orthe 2011 remake of Brighton
Rock, Kevin Sampson’s Awaydaysbook, or Dave
Gibbons' graphic novel, The Originals. Surely
Phil Daniels was dusting downJimmy's old
tonicsuit for “Parklife” or “Me, White Noise™?

Townshend, meanwhile, justwon'tlet Jimmy
fadeaway. So far, Quadropheniahasbeenan
album, afilm, asoundtrack LP, numerous tours
andastage musical. In 2010, Bill Curbishley
confirmedin Uncutthat Martin Stellman had
submitted the firstdraft of ascript for asequel.
Inthisage of special editionsand director’s
cuts, itseems reasonable for Townshend to
continue reshaping, re- presenting and
remodellinghis mod master-piece. Itis, after
all, more thanawayoflife. ®
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uad squad, including
Phl! aniels as Jimmy
(centre left), Phli Davis (on
his shoulder) and Mark
Wingett, in the hat
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A new decade, anew drummer (“Fucking awful,” says Daltrey) |

and a still-compelling band in the throes of a midlife crisis,
struggling to make themselves heard. By Andrew Mueller

entirely forgivable, if Face Danceshad never

beenmadeatall. The band that assembled
at London’s Odyssey studioswith Eagles
producer BillSzymezykinJune 1980 had been
given more than sufficient cause, over the past
couple ofyears, towonder whetheritwasall
worthit.InSeptember 1978, theiroriginal
drummerand animatingspirit Keith Moon
had died, 32 eventful years of life ending with
anaccidental overdose of prescription
medication. In December 1979, 11 Who fans,
aged between 15and 27, had beenkilled inthe
crush togetinto theband'sshowat
Cincinnati's RiverfrontColiseum.

These tragedies had troubled the members of
TheWho as theywould trouble anybody. On
topofthat, theywere suffering the fatigue,
fractured tempers and cabin fever that result
fromincessant touring, especiallyinbands
who've proved their pointand made their
money. The Who had beensolidly on theroad
for more than a year,and had anotherhefty
schleparound the USimmediately ahead of

ITWOULDIIAVEbeenunsurprising, and

them, Pete Townshend was taking heroin, and
cocaine,and generallyactingasifdetermined
to continue where Moon had left off. "1 gotused
tobehavingverybadly,” he told Penthousein
1983. Hehad been consigned to the doghouse
byhisunderstandablyimpatientwife.

Roger Daltreywas not gettingon with Moon's
replacement, former Small Faces drummer
KenneyJones, whom Daltrey believed wasan
ill-chosenreplacement for Moon (“Like having
thewheel from a Cadillac stuckonto aRolls-
Royce. It'sagreatwheel, butit's thewrongone,”
he told Goldminemagazinein 1994, before
goingon to elaborate that Jones’ contributions
to Face Danceswere “Fucking awful
drumming.”) Thesinger wasalsosulking
about Townshend's 1980 solo album, Empty

| Glass, which Daltrey believed, not

unreasonably, contained some fine material
that The Who should have recorded (John
Entwistlewasalsowritingforasoloalbum,
1981's Too Late The Hero, thoughlittle on thatis
regarded by posterity as TheWho'sloss).
Soifitwouldhavebeen CONTINUES OVER »

FTRACKANARIY S—

1You Better You Bet # %
2 Don't Let Go The Coat # 4%
3 Cache Cache # %+
4 The Quiet One # 4 % |
5 Did You Steal My Money * »
6 How Can You
Do It Alone # % %
7 Daily Records # # %
8 You %+ |
9 Another Tricky Day # # %

RELEASED: March 16,1981

LABEL: Polydor/Warners
PRODUCED BY: Bill Szymezyk
RECORDED: Odyssey Studios,
London

PERSONNEL: Roger Daltrey (vocals,
congas); Pete Townshend (guitar,
keyboands, vocals), John Entwistle
(bass, vocals), Kenney Jones
(drums); John ‘Rabbit' Bundrick [
(keyboards, synths, bk vocals)
HIGHEST CHART POSITION:
UK2Z:Us4
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Townshend backstage
onThe Who's 1982
American ‘Farewell tour

unsurprisingand forgivableif Face
Danceshad neverbeenrecorded,
wouldithave been preferable? Itis
certainly the case thatnosane
judge would rate Face Dances
among The Who's finest hours. Itis

THE CRITICY’

VERDIC

“Apart from failing to
cutitin the immediate
areas - social, moral
and aesthetic - this LP

withanimperativetoturn
lownshend's guitar down as much
aspossible-everychord sounds
primlystrummed, ratherthan
exuberantlyarm-wheeled,
Thelistenerhastoimaginethe

indisputable that ilsrximg:\wv isahellof ashambles songstruttingand l't:ul.ringwith

makes notthe slightest difference musically. Its overall the poise and rage of *“Won't Get

to The Who'sreputation-only one visionisso firmiy tied Fooled Again”, say. And, as Daltrey

trackofits nine, “You Better You S0'apeet fuatiite would rightly have preferred, with
music can barely hope

Bet”,isa plausible candidate forany
BestOfcompilation.

Butwhile Face Dancesis farfrom
great, itcertainlyisn'tbad. When

to break new ground.”
GAVIN MARTIN, NME,
MARCH 21, 1981

thatcolossal, inimitable gallop of
Keith Moon'sdrums haulingit

along. But “You Better You Bet " isa
perfectly serviceable popanthem,

-onceded itscontextin The Who's (WCOCMICMNACNS  thechorusesplayingDaltrey's
CONCEt l_L I[‘sL.ﬂ_I'l[Lk[ inl u\ 0's courage...it'sordinary, thec 1n||.|.st.h;! d},m?1 altrey’s
story, this half-formed, fretful and from TheWho swaggeringcallagainst the
recordisapeculiarly gripping that's the worstkind of response of Townshendand
portraitof midlife crisis and mid- sellout. Entwistle's pristineharmonies,

PAOLOHEWITT, MELODY

careerangst, thesound ofaband
who don'tquite feel like they're
done, butdon'tknow quite what to do.
If Face Danceshad gone onasitbegins, the
results mighthave beenslightly more
resonant. Opening track and lead single “You
BetterYou Bet” is done no favours by thelimp,
washed-out, keyboard-heavy production
thatcharacterises Face Dances—and, come to
that, much of the decadeinwhich itwas
released. The mix, forreasons surpassing
understanding, seems to have been conducted

THE WHO SINGLES
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MAKER, MARCH 21, 1981

| YOU BETTER YOU BET/THE QUIET ONE | UK#9, US#18 |

anda funny, self-mockinglyric
clearlydepicting Townshend's
domestic travailsand his uneasyaccession to
elderstatesmanstatus: “Idrink myselfblind ro
thesound ofold T.Rex ... oh, and Wha's Next."
Inretrospect, “You Better You Bet” sounds
likea final, only slightly uncertain, hurrah
from The Who ofthe old school - that
swaggering, supercharged rock'n'roll band
engaged inaperpetual flirt with chaotic self-
destruction. The restof Face Dancessounds
verymuch like the work oftired men in their

1381 | DON'T LET GO THE COAT/YOU | UK# 47, US#84

mid-thirties. Itis the tritest possible jibe to
recite the “Hope I die before I gerold" line back at
TheWho-itwasandisabrilliant,immortal
statementoffatuous adolescent bravado, but
it's fair to say that theysound a bit perplexed by
the encroachmentof middle age throughout
Face Dances. Thisis obvious assoonasthe
second track. "Don't Let Go The Coat"isa
modestly pretty pop tune clearly written by
Townshend asasortofspiritual mnemonic. It's
Townshend reminding himselfto observe
more closely the pratings of Meher Baba (‘7
can'tbe held responsible for my own behaviour/i
lostallcontact with my only saviour”). The
phrase “Don't Let Go The Coat" isareference to
oneof Baba's self-penned prayers, in which he
enjoins his followers to perceive themselves as
children clutchingtheirmother'shemas they
walkthrough acrowded bazaar. Thelastverse
of"Don't Let Go The Coat” begins "Your friends
all pass/For lifeis justa market,"whichisalong,
heavysighaway from the combative
statements ofintent with which The Who
made theirname.

hatsaid, itwould be unfairto characterise or
caricature Face Dancesasastatement of
resignation from the position of rack'n'roll
titans. [tdoestry torock, occasionallyevena
little too hard in places, butis repeatedly
hobbled by two primary impediments. Oneis




i

what might be thought ofas the drumming
equivalent of phantomlimb pain, Kenney
Jonesisafinedrummer-the Small Faces
would scarcely have hired himotherwise —but
he'snoKeith Moon (hardly anybody everhas
been, though it can be wistfullywondered
what might have resulted at this
pointhad The Who ever thought
to make anaudacious transfer
bid for Blondie's Clem Burke. )
The other, at the very real
riskofharping, is the pallid
production. Even Townshend's
hearing problems shouldn't
havedeafened himtothe
difference between the meaty
wallop of earlierWho records
and this milquetoast facsimile.

The third and fourth tracks are especially
frustrating could-have-been-contenders. The
hallucinatory“Cache Cache” -it's French for
“Hide & Seek” - flourishes aterrific, pulsing
Entwistle bassline,and abrash “Oh-who-oh”
singalong refrain. Its gestation wasalso
pleasinglyrock'n'roll, inspired by a brief
experimentinlivingrough conducted by
Townshend in the forests of Switzerland in
March 1980, during a period inwhichhe was
especially gripped by thealways dangerous
combination of having too much moneyand
taking too many drugs.

Entwistle's “The Quiet One” also wants, and

tries valiantly, torock-if permitted the
necessary blood flow, itmight have shaped
up akinto BigStar's “Don’t Lie To Me", orat
least Queen’s “Tie Your Mother Down”".
Townshend's solos, when youdisinter them
from the syrup poured over them by Szymezyk,
throb tantalisingly with the carefully
contained frenzy ofhis best performances.
Entwistle’sother contribution to the writing of
Face Dances, “You", is amore prosaic, if still
effective, stadiumrocker, butno drummer or
producer could have atoned forasupremely
asininelyric-itislastingtestament to Daltrey’s
convictionasasingerthathe maintainsa
straight face while negotiating this couplet:
“You lead meon likea lamb to the slaughter/
Thenyouact like afish out of water",

Ofthe execrable “Did You Steal My Money”,
itcanatleastbe said that no critique could
condemnitasthoroughlyas the recollections
of Townshend and Daltrey, who have both
acknowledged thatitwas heavilyinfluenced
by The Police. Thelyricis mildly intriguing,
however, another haphazard dispatch from
Townshend'sadventures under the influence
(“Did you search me?/Did you turn me over?/
Whilel cold turkeyed on thesofa?”). And it’s the
only track on Face Dancesthatisactually bad -
though the absolute nadirofthealbumis the
inexplicablesynthesised bagpipe solo that
disfigures the otherwise likeable "How Can
YouDoItAlone”, an upful music-hall pop
outing thatwouldn'thave sounded askance on
aMadnessrecord.

Everythingelseon Face Dancesjustisn'tas
goodasitshould, and could, have been:it'san
album of nearly-but-not-quites. "Daily
Records” isagorgeous miniature pop epic
buoyed, itshould be noted, byasplendid turn
byJones on the drumswhich also functions,
withwinning perversity, as ableaklywitty
survey of the songwriter's vexatiously
co-dependentrelationshipwith his muse (“My
head isageing/Myballs areaching/But I'm not
looking for deliverance”). The songimplicitly
likensthe creative processto drugaddiction.

HALF-FORMED AND FRETFUL,
A PECULIARLY GRIPPING -

PORTRAIT OF
MID-CAREER ANGST

Likemuch ofthe Face Danceslyric sheet, it
reads like Townshend'sattempt to explain his
recentderangements to himself (“And they say
it's justastagein life/But Iknowby now the
problemisastage”). There'salsoagenerously
self-mockingzingerinthelastverse, as
Townshend seeks to seethe world through the
eyesofhisdaughters, and admits thathe has
grownintotheverythinghe oncewanted todie
before becoming{(“Twatch my kids grow upand
ridicule the bunch/When youare 11, the whole
warld'sout to lunch.”)

Face Dancescloses on “Another Tricky Day”, a
muddled and hesitant five minutes which
serves, if doubtless unintentionally,asa
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perorationrecappingthe flaws ofthealbumas
awhole. The song's openingbars contain,
ratherinfuriatingly, the firstproperringing
Townshend powerchords heard on thealbum
(bythislogic, had Moonsurvived to playon
Face Dances, he'd have been issued with
thimbles and awashboard). Not for the first
time on Face Dances, therestof itsoundslikea
decent Who songtrying to wrestleitsway out of
astraitjacket.

Allthetrademarks are presentand correct -
Townshend's Stratocaster-via-Marshall peal,
Entwistle’shyperactive bass, a (nearly)
Moonesque drum part—butobstinately refuse
to coalesce into the familiar fabulous product.
It'sunhelpful, if probably inevitable, that
Daltrey.oversingsit furiously,aman
desperatelytrying to coaxawheezing steed
over the jumps. Thelyrics are atleast
appropriate tothe existential crisis apparently
beingplayed outin thestudio: “Youcan't
alwaysgetit/When you really want it," itbegins.
The concluding exhortation of "Break outand
starcafire, yall/lt'sall hereon the vinyl,"sounds
more likewishful thinkingthan thecallto the
barricadesitmighthave been a decade before.

The Who mayatleastclaim
thatrarelyinrock'n'roll history
hasanalbumsleeveso
accuratelyrepresented its
contents. The cover design was
entrusted to Peter Blake, the
veteran British pop artist
previously responsible for the
coverof The Beatles' Sergeant
Pepper. Blake, inturn, selected
15 otherBritishartists, and had
each of them depict anassigned member of
The Who.Ttwasacoolidea, thesortof
indulgence thatcan onlybe attempted by the
rock aristocracy, and the results were generally
inspired, particularly David Hockney's
impressionistic cartoon of Daltrey, Richard
Hamilton'saffectionate caricature of
Townshend, and Patrick Caulfield's
uncompromising understanding ofthe
bassist'srole (hisheadshotof Entwistleisa
blankspace).

Whether deliberately or not, though, the 16
facesthatappeared on the front summedup
the groupat this point: four men notaltogether
certainwho theyareany more. ®
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THE WHO: THE ALEUMS

It’s Hard

Fresh out of rehab, Townshend rallies the troops for one
more fraught —-and apparently final - mission; a shot at
their own London Calling. By Bud Scoppa

VT —

froma Californianrehab clinic, desperate

tokicka potentially deadly addictiontoa
variety ofhard drugs; Ativan, heroin, cocaine.
Hearrived atthe home of GlynJohns,
determined to make what he believed would
beacoherentandrelevantfinal chapterin The
Who's epicstory.

Johns, at the desk for Who's Next,
Quadrophenia, The Who By Numbersand Who
Are You, had been recruited as producer, after
Bill Szymczyk's miscast turn for Face Dances.
While Townshend was away, hisbandmates
had beenrehearsingwith Johnsin preparation
forhisreturn, buttheyviewed theirleaderwith
scepticismand distrust. “Imanagedto
convince the guysin theband thatIwould stay
aliveifthey allowed me to workwith them
again,” Townshend lateracknowledged. " [But]
I'had difficulty proving to Rogerin particular

l NEARLY 1982, Pete Townshend emerged

thatIwasgoingtoenjoyworkingwith The Who,

and thatitwasimportanttomethatthe band

» > |[T'§ HARD/DANGEROUS | UK NOTISSUED, US DID NOT CHART |

end properly, rather than end because of my
fuckingmental demise.”

More antagonist than ally, Roger Daltrey was
inthe process oflearning to play guitar,
perhapsanticipating the need to prepare
himselfforwhatever came next. John Entwistle
remained the Ox, asanguine team player
willing to do whatever was called for to keep
The Who on the tracks. Despite hisissues,
Townshend hadlostnone ofhis vaulting
ambition, leading some to conclude thathe
was hoarding his strongest material for his solo
projects. KenneyJones, meanwhile, wasunder
enormous pressure, hisonly apparent
shortcomingbeing thathewasn't the force of
nature he'd been called on toreplace. For The
Who, making It's Hard would belike trying to
crossaminefieldw |lhuutbluu.rmgthcm selves
topieces.

Townshend had broughtwith him only two
newly minted songs, so that theinitial
conversationswerefocusedon conTiNuEs ovER »

TWIST AND SHOUT/1 CAN'T EXPLAIN (REISSUE) | UK/US DID NOT CHART

1Athena %4

2 It's Your Tumn # % %

3 Cooks County # %+ %

4 It's Hard # % &

5 Dangerous +

& Eminence Fromt # % % % &

7 I've Known No War 4 4 % 4
8 One Life's Enough *

9 One At ATime # &

10 Why Did | Fall For That +# %+
11 AMan Is AMan #*

12 Cry If You Want # # &4

RELEASED: September 4,1982
LABEL: Polydor/Warners
PRODUCED BY: Glyn Johns
RECORDED: Turn Up-Down Studio
at Glyn Johns' home in Surrey
PERSONNEL: Roger Daltrey
(vocals and occasional

guitar); John Entwistle (bass,
vocals, synth, horns); Kenney
Jones (drums); Pete Townshend
(guitar, keyboards and vocals); Tim
Gorman (keys), Andy Fairweather
Low (guitar on“It's Your Turn")
HIGHEST CHART POSITION:
UKILUSB
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whatsortof thematicand sonicstatement the
band couldagree onfor thealbum’s direction.
“Before westarted recording,” he recalled, 1
satdownwitheverybodyand [said, 'Listen,
what's the fucking album going to be about?
Whatarewe goingtosay?]
can'tjustgo and write aload of
songsagainandbring themin
and hope thatyou're goingto
feelgood aboutthem... Let'sat
leastall decide howwewant
thealbumto fucking sound,
whetherwewantit tobe
differentorold sounding,
openorlooseortight or
what... And then, atleast, we
knowwhen we've completed the album, we
won'tfeel like we did about Face Dances."
Thoughit's unlikely that aconsensus was
reached, Townshend'swritingtookhiminan
overtly political direction, a move that would
inevitably invite comparisonstothe bands

THE WHO SINGLES
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who'd taken The Who's place on the barricades
ofyouthful rebellion. Allin theirlate thirties,
I'he Who were viewed by many punks with
disdain, muchlike the disdain The Who
themselves had exhibited toward mainstream

IT'S DESPISED BY MANY
WHO FANS. BUT A FRESH
LISTEN REVEALS A LARGELY
SATISFYING SWANSONG

popwhen they'd first formed. In 1982, closing
inon40waslikeapproaching 70is today for
rock musicians-unexplored territory-while
theirmotives for doing so were seen by cynics
asdubious, afarcry from the youthful energy
thathad carried them to greatnessin the 1960s.

| MY GENERATION/ SUBSTITUTE/BABA O"RILEY/BEHIND BLUE EYES (REISSUE) | UK/US DID NOT CHART

For his part, Townshend adored The Clash,
whose involvement with sociopolitical
issues inspired hiswriting for the upcoming
albumproject.

“About twoyearsago,” Petesaid in 1982,
“while The Who were touring, |
was wearing the basic Clash outfit,
red handkerchiefand bagg
trousers and whateverelse. And it
reallydidn’tcomeintoitsown
until lwentto a Clash concert,
wherelactually blended into the
crowd and had that feeling of
beinglost, and atthe same time of
being... found.Tthink The Who
areinaunique positionin that
we're capable of exactly the same kind of tense
and desperate expression The Clash make, but
withafar, farlargeraudience”. There'sarich
ironyinthisstatement, considering that
London Callingisnowseenasone of the
greatest albums evermade, while Pete'’s

| WON'T GET FOOLED AGAIN EP | 555535535



attempted homage is all but forgotten by most,
and despised by manyWho fans asthe band's
worstalbum. A freshlisten, however, reveals

It’'s Hard to be asometimes disjointed but
largelysatisfying swansong.

Thealbum begins rather casually,
considering Townshend's determination “to
re-establishour position asobservers, as
commentators”. Theliltingopener “Athena”
featurestheinterplay of Jones' most Moon-like
pummelling drums and Townshend's visceral
acousticchordings, givingway to Entwistle’s
elaborate butunremarkable “It's Your Turn". It
isn'tuntil “Cooks County”, inspired byanews
storyaboutaGood Samaritan inner-city
Chicago medical facility (actualname: Cook
CountyHospital), that It’s Hard revealsits
sense of purpose. Onthe downside, Daltrey
doesn'tseem to knowhowtodealwithan
overly literal lyric builtaround its stilted
three-word refrain.

“Isawadocumentaryon TVaboutahospital

inChicago...whichistheonlyfree
hospitalin America,” Townshend
explained. “Thehospital was going

THE WHO: THE Al
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“OneAtATime", with hishorn
accentsand breathlesslead vocal;
and the skewed, lurchingrocker

toclose.ltwasinaghettoanditwas ~ “Wherethelyricsare “Why Did [ Fall For That", which
mainlyblack peopleand itwas wp;“{m:;;?;:hed aims for the righteous indignation
mainlyd rugh:nh.use andeverything  pytheneedtotiecach of "Won't Get Fooled Again” but
else, ghetto-influenced problems, syllable to this landsin the neighbourhood of
which this hospital dealtwith. .. lumbering tumbril of “You Better You Bet". The
justfelt somoved thatThad to fradk-rock... Wit 5 penultimate “AMan IsAMan”
S ; z hard? Life? Being Pete e Gk
scribble outafewlinesaboutitand Townshend? Or might'veserved asasetpieceina
that'showitcameout. Ijustwentin  preathinglifeintoThe  Townshend narrative, but the
with the poemI'dwritten, ‘People Who? Whatever the start/stoparrangementand
AreSuffering’, andweturneditinto title spm'lent_.th!sl electronic kevboard flourishes
thisparticulartrack.” Fortunately, s PR yreventitfromlockingin

A i s e struggling througha e S
theband's performance, built variety of difficulties - Onthelatterthreetracks, the
around aspeedy repeated and overcomes none band’sunsungherois Jones, whose
Townshendriffovera ofthem.” versatile, in-the-pocketdrumming

complementarysynth pattern,
robustly expresses theurgencythe
lyricfailstodeliver.

Thetitle trackis a mid-'60s-style janglefest
sportingamelodywhose folkinessis
reinforced by what soundslikeanaccordion.
Theband pleasingly toughenitupinalive
performance culled from 1982's so-called
“farewell tour”, one of four bonus tracks tagged
onthe 1997 CDreissue. Leading into the rock-
hard meatofthealbumis Entwistle's
“Dangerous”, which finds him dutifully
writing hisideaofa politicalrant, embeddingit
inasongstructure full of sectional shifts, with
one ofhis patented thick, burblingbasslines
providing the connective tissue. The soundis
decidedly '80s-newwaveyeven-inits
keyboard flourishes; asaresult, it sits uneasily
intherunningorder, atouch of Day-Glo amid
the battleship greyofitssurroundings.

What follows is the one-two punch that
standsas thealbum'’s dramatic peak.
“EminenceFront” is the one of the veryrare
tracksin The Who's canon that positively
swings. Joneslaysdownataut, cruising groove
overwhich Townshead's clipped, badass
riffage crackles ominously, while hissignature
sequencer pattern fuseswith the electric piano
licksof Yank hired gun Tim Gorman. The song
alsosuccinctlyslamsacross the album'ssocial
consciousness premise, withits nagging
refrain, ‘It sa put-on”, sungby Townshend
withjudgmental venom, Sounding justas
immediate nowasitdidin 1982, and more
pertinent today thanever, “Eminence Front"is
rightup there with The Who's greatest pieces.
It's followed by another spot-onstunnerin “I've
Known NoWar”, inwhich Townshend
compares the experience of the older
generation, which endured twoworld wars,
with that of the “spoilt brats” of hisown
generation. It'sastark, relentless track, with
metronomicsnare hits so concussive they
couldleave craters, seconded byan
unchanging piano andsingle-minded
bassline, like agiant clock-oratime bomb.

Thereafter, The Who nearly go offtherails,
offeringup, inorder, “One Life's Enough”, part
change of pace, partvocal showcase for
Daltrey, whoseems perfectly comfortable
amid anarrangement containinglittlemore
thanelegant piano and synthesised string
section; Entwistle’sbusybutdirectionless

w03 [TRACKLISTING: WON'T GET FOOLED AGAIN, BONY MORONIE, DANCING IN THE STREET, MARY ANNE WITH THE SHAKY HAND

PAUL DUNOYER, NME,
SEPTEMBER 4,1982

prevents them from careening out
ofcontrol. More than that, this
underrated musician provides the
album as awhole withits mostefficientand
reliableinstrumental element. It's never more
dramaticallyapparent thanon the redeeming
closer “CryIf YouWant”, as the deceptively
simpleand perfectly pitched martial
drummingsets the tone forasong of
resignation and resiliencewhile histenured
bandmates follow suit on the album’s most
economical and hard-hitting performance.
Here, all the musicians attain what Jones never
fails to pull off-they make every note count.

The 1997 CD reissuewas more thana
standard digital remastering; thealbumwas
completely remixed by Jon Astley (who'd
co-produced WhoAre You) and Andy
Macpherson, without Johns'involvement, and
thereareall sorts of changes, mostly subtle but
significantoverall. It's this revamped version
of It's Hard, and not the original Johns-mixed
vinylversion, onwhich the albumwill be
judged in perpetuity, for better or worse.

In hindsight, It s Hard is neither “their most
vital and coherent album since Who's Next,” as
Park Puterbaugh gushed in his Rolling Stone
review, nor the “complete piece of shit” Daltrey
deemedittobein 1994, And whileit's hardly
The Who's own London Calling, the album's
strongest songs and performances doin fact
honourthat noble ambition. Conceived
asasongeycleabout politicaland cultural
turmotl and dysfunction, the album can now
beseenasthe fascinatingdocument ofa
dysfunctionalband desperately fighting to
stayalive. Theinternecine battlingthat can be
sensed ragingonce again justbelow the
surface forms thealbum’s push-and-pull
dynamic, rendering It s Hard nothing less than
quintessential Who-maddeningand
enthrallingallatonce.

Byallrights, thatshould've been the end of it
forthis one-of-a-kind band; everyone certainly
figured asmuch, nonemaoreso than the
bandmembers themselves. Asit turned out,
though, some unfinished business remained,
beyond the intermittent touring cycles that
roused The Who and their ever-loyal fans
throughthe succeeding decades. Butitwould
benearlyaquarterofacenturybefore
Townshend and Daltreyreturned tothe
recordingstudio together. @
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‘MY THEORY ABOUT

SMACK

IS “KEEP TAKING
THE TABLETS
"TIL THE PAIN
GOES AWAY”

1993. The Who, apparently, will never reform, and Pete
Townshend —reformed heroin addict and alcoholic -
now a family man. Some things, however, don’t change. As
he prepares for his first solo tour, GAVIN MARTIN gets
the updates onfame, insecurity, ageing and, of course,
Tommy. “Fmtoo old to stay up pontificating,” he lies...

81 SEEING PETE Townshend
in the flesh for the first
time was alarming, [twas
April 1993 and he was

* | coming through customs
at Heathrow Airport,
returning from America,

| where his fabled rock
opera, Tommy, had
enjoyed a newlease oflife.

But Pete looked haunted
and daunted; the reckless arrogance of youth
ground by the years of neurosis, addiction
and confusion. His face was amap left aftera
war between age and celebrity. He seemed to
bein aself-conscious state of shock-scared
thatsomeone wouldrecognise him; terrified
that they wouldn't,

Today, two months later, is a dress rehearsal
for Townshend's first solo tour. [t's over 30
years since he began life with the group that
became The Who; the epitome of rock'n'roll
auto-destruction. Townshend has spent
much of that 30 years attacking, dodging (as
publisher, filmmaker, author, record exec)
the rock’n'roll machine. Now he's back
strapping on his guitar, ready to performa
few “windmills”, unable to kick the habit.

He may be without The Who, but he's not
without the past. Psychoderelict, the new

album which forms the core of his America-
bound show, trades heavily on it. Usmgiapes
from his self-proclaimed “white genius” early

"70s ‘Lifehouse’/ Who's Next electric music
era, it presents characters based on himself
and others he's encountered during his
career. There's Rastus Knight, amanipulative
manager, Ruth Streeting, the Julie Burchill-
style savage journalist, and Ray High, a
brooding alcoholic rock star has-been. High's
been away for along while but he’sstill keen
to unload his dream on the world.

The small soundstage at Bray Studios is
crammed. There's a nine-piece band, three
actors with head mics doing the spoken-word
parts, alighting designer sketching out ideas
for the yet-to-be completed back projections,
atape operator and various clipboard-
carryingassistants. Townshend leads them
through the entire album. Karen - his wife for
over 25 years who's weathered all the
Townshend traumas (the booze, the bust-
ups, the smack, the guruand the groupies) -
watches in the corner. Richard Barnes, The
Who biographer, longtime Townshend friend
and collaborator, checks through the script
and calls across, “You from the NME? Have
they got a boring old farts column?”

There's some nervousnessin the
Townshend camp abouthow  conminues overs
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Psychoderelict will be labelled and perceived.
People yawn at the idea of another Townshend
concept, so they've decided to callita “radio
play”. Buta conceptitis; Pete's been making
them since A Quick One, The Who's second LP.
Originally planned as a novel, the script is
already getting short shrift from the press, but
Townshend struggles on, manfully trying to
give his music a new context. He's aware of the
pitfalls, and his face assumes that haunted,
perplexed lookwhen tapes are played at the
wrong time or when things don’tgo right.
“This could be like ‘Springtime For Hitler’
by the time it gets to New York,” he says at
one point. Happily, Pete is playing and singing
better than he has for years. After The Who's
1989 farewell tour, where he performed locked
inabox, a cruel mockery of his old guitar hero

status, his hearing difficulties have cleared up.

He tears into the songs, songs about Blighty's
ever-present class war, about using the pain of
the past, about outliving the dinosaur, about
fakingit, about the desire to make media
mythsreal, aboutfindingasoul and falling in
love. Somewhere down the line he stops and
jokes. “Now [ know how Jesus felt.” Those that
arelisteninglaugh, albeitalittle nervously,

OUTSIDEIN THE sunshine by the river, birds
singand he picks over his past.

He's musing on the differences

and similarities between himself

and Ray High. “I stand by some of

the things he says. I think, for

instance, it does help to be

insecure to be a celebrity. Even

| thoughldon'tthinkI'minsecure

any more, I still enjoy beinga
celebrity—the money, gettinga
good table at Rosalinni's, getting
laid when youwant to, the usual things.
“What Ireallylikeis having two very clear
lives and being able to play them off against
the other. A place where you can experiment
and be an actor, try things out whichyou can
retractlater onand say, ‘Thatwasan
experiment, something | was going through.'
“I have to stand by the factIwas an alcoholic,
that l ook drugs briefly and Iwasabitofa
messin the '80s, but I can't remember anyone
who wasn't. If you want to measure measa
human being, look at my life; the factI've been

| married for 25 years, I've got good

children and friends that go back
all the way and I've kept them.”

With Roger Daltrey as his
mouthpiece, Pete Townshend was
rock'n'roll's foremost alienated
modernist, aserious and seriously
angry young man of the '60s. He
scowled through the decade with
still potent blasts of ravaged
frustration and social antipathy.
His songs, propelled by The Who's
frenzied powerdrive, could just as
easily be about masturbation
("Pictures Of Lily™) as spiritual
longing (“The Seeker”) or
futuristic omnipotence (“1Can
See For Miles"™).

Later, he rebelled against his
ow L stdtus. e Who By Nunmbers
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(1975), was an astonishing attack on rock
celebrity and falsity. Forever on the outside,
he fought his own battles his way—at
Woodstockin '69 he trounced Abbie
Hoffman, yippie activist turned acid-fried
stageinvader, on the head with his guitar.
“The dream Ray High hasisn't the dream [
have, it's the '70s, the Glastonbury years, the
hippyyears. Ithink that's where everything
wentwrong. I decided to make Ray a bit like
that guyin Hawkwind. He was on the radio
the other day saying the thing that's wrong
with Glastonbury, the thing that's changed,
is that the crafts aren't there any more.”
Townshend mentions the Glastonbury
Years a bit too much when he explains
where his vision endsand High's begins.
It's an unfortunate turn of phrase; for the
past 10 years the Glastonbury Festival has
been one of the few events worth cherishingin
England’s sorry shit pit. He corrects himself.
“Well, in a sense what's happening nowis
that the very young audience do seem to be
re-drivingwhatwas good about the hippy
thing. It's not just Lenny Kravitzdressingupin
bell-bottoms. | don't really know what's going
on now. One of the things T expect to be able to
do-wrongly—asan artist is commentate. You
can'tcommentate if you don't knowwhat's

going on. What I'm trying to do is allow myself
the ability to commentate by reliving the little
period where I knewwhat was goingon.

“I'know the '60s was about the discovery of
urban black blues by abunch of white guys.
Then it somehow turned to shit. | don't really
knowwhy. We ended with this great big bubble
of men in spandex trousers and it just burst.

The Who were in there somewhere, probably

culpable to an extent; we went out with lasers

and Kiss-like explosions. We were carried

alongby the industry need for spectacle. I
never could really understand it."

When The Who's 1989 farewell
tourwas planned. Pete wanted it to
besmall and intimate, but
rock’n’roll economics intervened.
They ended up in the stadiums.
He's happy that Psychoderelict will
perform mostly in small theatres;
getting caught on the mega circuit
treadmillis something he doesn't
want to face again.

“I'saw Paul McGuinness (U2's
manager) the other day and he said
that U2 are doing their Zooropa
show, not because of any artistic
reason or because theywant to say
anything, but because they felt
that fans wouldn’t continue to
go to bigrock'n’roll concerts
unless there was some sort of

Townshend and Daltrey

at thefirst night of i
‘Tommy, The Musical', the /
Shaftsbury Theatre, 1991

spectacle. I don'tknowifthat's true.”

When the punkrebellion-urged into
existence by The Who By Numbers-came, the
abyss Townshend foresaw for himself duly
swallowed him. Impotence, loss of identity
and a penchant for cognac and smack
drowned him out as good Who music became
hard to find. Unlike Keith Moon, Townshend
survived his mid-life crises, but by the mid-
'80s he was a figure easily scorned. In 1984 he
was arecovered addict addressing the Tory

Conference at the behest of
John Patten, presently our
Minister Of Education,
crappest ofa very crap bunch,
thenajunior Health Minister.
“Itkind of backfired, that,” he
admits. “I became a
o figurehead for this charityand
itwasvery difficult. Twas quite
hurt by how it was perceived
by the music press. As though
was trying to save the world. My theory about
smack, ifanyone phones me upwitha
problem, is ‘keep taking the tablets 'til the
paingoes away.' I don'tknow what the fuck
you do. Certainly what you don't dois tell
people to stop and ‘just say no’,

“You justdon't do that, you have to be very
careful when people are addicted to drugs.
When someone is even going to stop smoking
there's a careful set of principles to apply. Like
trynot to be around your young children in
the first week because youwon't even know
that you're hitting them.

“The Conservative Party thing was very
strange, [ was so manipulated by them. They
said, 'Will you come and address the Young
Conservatives as a socialist on any subject you
want?’ [went down and there was this press
barrage. Irealised howdimI'd been. It's
interesting to do somethinglike thatand find
that, comparedto these guys, we're all fucking
small fry. We have no idea what’s going on
really. They've been in power so fuckinglong
and they're going to stay in power.

“The totalitarian thing that Ray talks about
isjustme talking when I'was 25 and ithas
actually happened. It's Rupert Murdoch.
Nadir, all these other cunts with their billions.
Nomatter how much money I make out of
Tommy, I'll never have enough to make a
pinprick.Icould giveitall to the Labour Party.
It's notgoing to get them back in again.”
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“ENGLISH BOY", the single from
Psychoderelict, is stirring end-of-the-dream
material. Townshend pitches his voice on the
battleline marked out in Britpop through The
Who's “My Generation”, the Pistols’ “Anarchy
InThe UK” right up to Morrissey's “We'll Let
You Know” (Townshend was down to produce
Your Arsenalbefore the revived Tormmy took off).
“English Boy" is a fanciful but heartfelt cry of
the dispossessed; after all the, erm, high times
and storming the citadels, youth culture is
beaten back, rebellion hits post-colonial crises.
“ltwas anger at seeing kids born, never geta
job, are never given any prospect of gettinga
joband are always told they're wankers. They
beatsomeone up at a football concert ornicka
carand then get accused of beingwhat's
wrongwith society. It's kind of caught on and
stuck; eminent figures say these boys are shit,
thatwhat they need is the short sharp shock,
and the right wing press fallin behind that.
“These boys are the product of first
generation fighters, winners of wars, men who
were expected to stick bayonets into a German
atanygiven moment. It doesn't just offend me,
it makes me unbelievablyangrybecause I just
know that ifthere’s awar next week, all these
‘scum’ will be trawled up and packed offto
Iraq to be blown to pieces. It's such hypocrisy
and the story hasn't changed since Iwas a kid."
Do you feel very English?

“Ido.I'mveryreactionary, very conservative.

I have used alcohol to control that. What |
don'tlike about myselfis thatIwant power
through self-control and I want other people

Townshend live in 1989
for The Who's 25th
anniversary tour

to be the same. When I come up against morg
liberated national traits in the Cornish, the
Irish, Scots or Welsh, I'm envious. 1 also think
that it's what makes me successfulin America
~theydon'tunderstand myanger is created by
the repression of a natural life.”

Townshend's moody demeanourbreaks up
after you've been with him a while; the gloomy
visage hides an engaging conversationalist. He
laughs quite abit. Butthe message that runs
through hiswork, one re-emphasised by
Psychoderelict, is that, far from beinga means
to freedom, stardom presents a series of traps,
awhole new setof problems.

“Thatis true, but I don't want to sit here and
whinge about it. Butit definitelyis true—the
firsttrap is the van. Billy Nicholls, the MD on
this tour, has ason in the Senseless Things,
and they're living ina van. Morgan [currentlya
touring member of Muse and Lily Allen’s band)]
comes back froma tour, stands in the middle
of Richmond High St and rants to anyone
who'lllisten. His head’s exploding, he's been
trapped in avan for 16weeks in Frankfurt,.
Thevan'’s the first trap, and the last one is one
I've just got out of, being contracted to a record
company to makeloads and loads of records
inarowuntil they sayyou're dumped.

“Something I'd never realised is that when
you're in prison, orinanarmy or onaroll, you
don't have to decide what to do next year.
Someone else decides for you, or the demand
for tickets decides for you. If you can geta
contract for a million dollars you'll make an
album for 750,000 and give the restto the

producer, That's the way it was falling for me.
Then suddenlyIstopped itall; about the timel
had my son three-and-a-halfyears ago.”

Townshend says that despite a forthcoming
boxset and video compilation, The Who's days
asanactive unitare atan end. Hisadvice to his
peersis diversify; he finds that none of them -
McCartney, the Stones and Dylan - interest
him any more. Not even valiant English boy
turned rock road-warrior Keith Richards’
determination to drag the Stones onaslong
and as far as they can go makes any sense.

“It'sasifhe hasn't noticed that someone’s
already done it. John Lee Hooker is pushing 90,
tryand stop him, he's gota 30-year-old
girlfriend. It's not a question of will rock'n’roll
age gracefully. Age is not graceful, not for |
anyone inany society. Idon't think there's
anything graceful about awrinkled old judge
putting someone inside for something they
didn'tdo. From the judiciary to old cuntslike
me, there's no grace or dignity inageing. I
think Keith should go on playing, that's what
heis, he's a player, he's notavisionaryora
thinker. Butit's the need for The Rolling Stones
thatworries me, that need to go outand
conquer the world when the world is so
pathetically smallnowadays.”

Townshend talks endlessly. He tells astory
aboutstaying in the house of “Lord Fuckface”
inthe early '70s and being offered the chance
tojoin the Lloyd's names. An opportunity duly
rescinded. He talks about reviving his nutty
‘Lifehouse’ project as a theatrical workshop
about the moral problems inherent in virtual
reality (“If yougain spiritual brownie points
withput having to actually do anything, what |
is the purpose oflife?”). He goes on about how |
the upper class infilitrated the working class
in the '60s and how it stuck, how he still feels
the same rage against the class system that
inspired “My Generation” 30 years ago.

But he also realises that as his face grows
longer and gloomier and the years take their
toll, theline “I hope I die before I get old" will
always be flung backat him. It'sadilemma
he'll probably spend the rest ofhislife-orat
least his career—dealing with.

“One of the things that’s happeningin
rock'n'rol now is that Bowie, peoplein the
Stonesand The Who have got not just teenage
kids, But grown-up kids. They're cominghome
andsaying to their fathers, for fuck’s sake, you
embarrass me, I can’'t bringmy friends home.
Theycansayitinsuch away thatit’s not
unkind, butyouknow that they really mean it.

“You can imagine Mick Jagger going outin
oneof his funny stretchy outfits and meeting
oneofhis 56 children. Theyhave to come up to
him with one of their children and say this s
your grandfather. Afterwards they take him
aside and say, 'Why couldn’t you just today
have taken the ring out of your nose, or worn
something that suits yourage?’

“Thatsortofthing gives youa different take
onwho you are. My daughter Emma hangs out
with Morgan, so L have him in my sitting room.
He'slying there where  should belying,
pontificating. Sowhat [havetodoisgo to
bed, whichisabsolutely right, I'm too old to
stay up pontificating, IfTdo my skin startsto
come off.” ©
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Home, alone: Pete
Townshend “invents
rock opera” in his
Thameside studio
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Haunted, hounded and finally vindicated, Pete Townshend
marks the 35th anniversary of Tommywith an amazingly
revealing interview. In his first major magazine interview

for a decade, he tells SIMON GODDARD about the project
that took over his life and the traumatic experiences that
inspired it. Plus: Roger Daltrey on the trials of being Tommy:
“My feet came off the ground for a while...”

§ HE'SLATE, and as pop music. [lostall track of time." [ tell him
everyone around me not to worry, comforted by the idea that the
S iskeentostress, man responsible for some of the mosturgent
uncharacteristically so. three-minute revolutions ever should still
Which is why, when Pete care about the medium all these years later.
il Townshend finallyarrives “Ireallyamsorry,” he repeats.
B attheTwickenham studio The room itselfis small, soundproof and
[ﬁ?,i where Uncuthasbeen dominated by floor-to-ceiling bay windows
O waitinga good half-hour, offeringa pleasant panorama of the river

*he makes a point of below. ] assume Townshend has decided we

04/2004

apologising. His excuse? conductour interview here because he likes
@ “Twas havinglunch with mygirlfriend,” he the view. Actually, he's picked this location
£ puffs, whileleading me up the staircase toa foramuch more specific reason. It was here,
z|  secluded mixing room, “and we gotintoa 12 months ago, that he reacquainted himself
4 discussion aboutwhat'swrongwithmodern ~ withthealbumwe'rehereto  continvesoven»
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discuss: The Who'slegendary rock opera,
Tommy, which Townshend has just remixed in
anew 5.1 surround sound version from the
original 1969 studio masters. “I put the tapes
upinthisroomandkind of went into shock,”
he will say later. “It's not what I remembered.”
We've barely shuffled off our coats and
arranged chairs when I begin by speculating
thathe must have revisited this, his most
acclaimed “masterpiece”, purelyto
commemorate its 35th anniversary this
coming May. “That’s not why 1 didit, no,” he
corrects, placing his mobile phone on the
mixingconsole. “I diditbecause I got
arrestedlast yearand had nothing else to do.”
Hisvoice is calm ifalittle hushed. “That’s the
onlyreason.”
Pete Townshend's press personnel have
told me this will be his first face-to-face
interviewwith the British music press in
aeons—he prefers a more controlled email
correspondence. They have also asked me not
to mention “the arrest”, whereby in January
2003 Townshend was investigated by Scotland
Yard after confessing to using his credit card
to access internet child-pornography.
“IknewI'd have to wait two or three months,
he says, making himself comfortable,
“because the police took 12 computers from
my house. [ knew that it takes
them about a gigabyte aweekto
look through so I just thought,
‘Thisis gonna take fucking
forever. | knew I couldn’twork. 1
thought, ‘Fuck, whatcando?™
Asifbyfate, this investigation
coincided with the invitation to
remaster Tommy. Townshend
readily accepted, busying
himselffor the next four months
in an attempt to divert what attention he could
from the tabloid witch-hunt gathering storm
while the police scavenged his hard-drives.
Townshend has always maintained that his
culpabilityin accessingillegal material was
purely to research and expose the horror of
on-line paedophile rings. To his relief, the
courts finally upheld his plea ofinnocence last
May but were obliged by law to caution him,
placing his name on the National Sex
Offenders Register fora minimum of five
years. Record company warnings aside, it's

not asubject I'd expected -
W

"

Townshend to broach. After all,
ithas nothingto dowith Tommy.
Orso I'd thought.
“Sothat'swhyldidit," he
continues, “butl also felt1should
go back to the emotional source.”
He pauses foramoment, carefully
choosing his words. “Tommywas
where | started to see evidence ofa

HO
KNEW

The Who's studio
version of Mose
Allison’s "Young Man
Blues” didn'tmake the

Hollywood movie and Broadway
musical and ultimately, as he'll
confess, “ruined” one of the best
rock’n'roll bands of all time.

BYTHETIME PETETOWNSHEND
reached his 21st birthday on May 19,
1966, he'd already written three of
thatdecade’s essential youth
anthems: the Pop Art meltdown of
“Anyway, Anyhow, Anywhere", the
class-conscious spleen-venting of
“Substitute” and, most seismic of all,
the cacophonic ‘f-f-fuck off’ to the
older generation that was "My
Generation”. Inthe age of Lennon/
McCartney, Jagger/Richards and
Ray Davies, Townshend's

Townshend,
mid "60s:
“We could
doanything”

emergence as an audacious, original
composer was no mean feat.
Asaband, The Who were somethingelse. If
The Beatles had the melodies, the Stones had
the sexappeal and The Kinks had the riffs,
then The Who's trump card was animal
aggression. There was something in Roger
Daltrey’s sneer, John Entwistle's solidity and
the gear-wrecking anarchy of Keith Moon and
Townshend himself which gave the
impression, not entirely misleading either,

“TOMMY WAS WHERE I

STARTED TO SEE EVIDENCE OF
A TROUBLED CHILDHOOD, ONE
IWASN'T REALLY AWARE OF”

thatifthese four Shepherds Bush reprobates
weren't beating the shit out of their
instruments onstage they'd be beating the shit
out of each other offit. The Who manifested
mid-'60s teenage rage like no one else, even if
the band’s demolishing showmanship
stemmed not from yobbish irascibility but
Townshend’s student days at Ealing Art
College where he paid attention to the work of
German conceptualist Gustav Metzger and
his ‘Auto-Destructive’ manifesto.

Yetbehind Townshend's mod belligerence
liesan astute intellectual. This
tension -angry young extrovert
versus cerebral introvert—was
beautifullyillustrated during A
Whole Scene Going, ayouth
magazine programme from
January 1966 that I make a point of
watching again the night before
we meet. It fégtureswhat must be
Townshend's first-ever television

troubled childhood, one that I :.::lal t:nﬂ fpmﬁg interview. He's 20 years old, cocky
wasn'treally aware of.” budget sampler LP, but candid, affronting his

Ashe'll explain during the next TheHouseThatTrack  audience by admittingto drug-
90 minutes, Townshend's concern Buift. Thepresence of  takingone minute but vexing
about the victims of child abuse “Young Man Blues” them with abstract cogitations the
thatledto the arrest has everything ml : thel saml pierl I la next. He's arsey butarticulate,
to do with Tommy-the record that —untithetrackwas honest but elusive, his shoulders
established the rock opera, saved includedonthe2003  hunched, his body slowly rocking
The Who from bankruptcy, made from side to side as he speaks.

them millionaires, spawned a
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CDreissue...

Halfway through Uncut’s

interview, as hestarts to sway on his stool, I
feel asense of déja vu. His speech is more
elegant and coming up to 59 he's excusably
grey, bald and bearded, but in terms of
mannerisms, intensity and frankness the Pete
Townshend of January 2004 reallyisn’t so
different from the January '66 variant.

And he's still a captivating orator, although
his reputation for being what The Observer
recently called “a frustrating interviewee”
given to tangential flights of
fancy precedes him. He flits
from subject to subjectlike
some hyper-intelligent (and
only slightlymad) University
Don. Yetit's through his lateral
dot-joining that the mists
clouding the bigger picture
begin to dissipate. To
understand the ‘how?’, ‘why?’
and ‘what the hell?’ of Tommy,
Townshend insists we backtrack to the very
roots of The Who, beginning when their debut
single, “I Can't Explain” —all cathartic
inarticulacy and power-chord spasms-
rewarded them with a Top 10 hitin early 1965.

“Ifyoulook at Who history,” he starts, “it's
easy to forget we started with ‘I Can't Explain’
which was a desperate copy of The Kinks. I
obviously worship — well, actually, worship
isn't theword, I exalt- Ray Davies, butalso
Dave Davies. The Kinks were spectacularly
brilliant. People in America talk about ‘The
Beatles, the Stones, The Who, For me it’s ‘The
Beatles, The Stones, The Kinks,' theywere the
ones. So havingdone ‘I Can't Explain’, just
copying a Kinks song, The Who gota minor
hit. ButIjustthought, ‘This'll pay therent fora
whileand thenI'llgobackand bean artist.'
had noidea.”

Itwasn'tuntil Townshend was cornered one
night by an excited rabble of kids from
Goldhawk Road in the group's native west
London thatherealised what he'd disregarded
as faddish plagiarism or “musical
sensationalism” was, in fact, an even better
platform for his creativity and youthful anger
than thevisual arts he'd been studying. He
canstill recall the incident vividly.

“This deputation ofkids came up and said,
‘This reallymeans something,' I was kind of
going [disinterested), "Yeah, yeah, yeah' and
theywent, ‘No, youdon't understand, this



eally means something, And I still went,
Veah', whatever, but then they got hold of
shakes fists] and said, ‘No! Youdon't
stand! And I thought, 'No, [ don’t

hinking, ‘Thisis really significant, I thinkI'm
ng to bean artistin the modern world, I've
tfound that  have an audience, I've just

I that I have arolewhichisthatlcan

his group of people immediately.
ttedly it was a bunch of pilled-up mods

butitwas better than nothing. As Spike

ligan used tosay, 'It'sonlyakitchen sink,

home to me.' So The Who progressed

*to somethingvery, very powerful

and significant. Thatlittle group of people, the

immi

-ant mods, were already

social disaffection and
sement. They were already
hat. Sowhen we got tagged on the

| e mod movement we were l'(il","iL_‘ll
em.’

end of
alo it

Within ayear The Who had progressed from
stersto, in chart terms at
“Wewentinto awhole

coat-tail riding scen

least, mod's ace faces
load of image stuff. Pop Art music, Union Jack
jackets, all my kind of auto-destruction, post
artcollege ideas,” he says of theircommercial
honeymoon period from early '65 until late '67
“Then we started to sink. We were in our place
but our place was not the place of everybody
else. [ mean, we knew we could do three-
minute singles, we could do irony, we could do

dangerous stuff, we could do sexual stuff, we
could do anything. I'd done songs about fat

kids who outlive t
kids smoked ['Little Billy'], I'd done ‘Pictures
Of Lily" about masturbation, I'd done T'm A

Boy' about transsexuals, ‘Anyway, Anyhow,
Anywhere' was about male valediction, "My

vin kids because the thin

Generation' was about petulant teenage post
adolescent resentment. Thisis allin the first
few singles that we'd done, remember, so by
[ommy there was almost nothing that we
thouglit that we couldn't touch on.”
Creativitvwasn't the issue, The diversity of
||||'ir -.i.'1;_l\:-|=-. noray i|.l|\,|:|--..|i-=u ||ll\'|1k.1\r'rl||
had by this stage successfully |1|-||.\.| aff The
Whao's first 10-minute rock operetta, 1966 “A

Quick One While He's Away”

and already
road-tested Tommy's celebrated "Sparks” riff
within the equally ambitious “Rael” from their
third album, 1967's The Wha Sell Oui. The real
problem was money, or rather lack of it. In
1965, while the average working wage was
around £20 a week, Townshend waswrecking

s

a £150 hire-purchase guitara night. The d«

gal
tussles with former |_Hr5||||-:'|'| Shel Talmv. Mn

».rn1|1|1'rn|[|[|'-:'i Nnot |'|1"|1--||l‘|\ |1I'|||rm-_!r\-||-

top ofall this, The Who, while popularenough
to accrue seven consecutive Top 10 hits, had
yet to notch up that all-important No 1

In November 1967 Townshend believed this

was all about to change with the release of “I
Can See For Miles” and its stormy rebuke nf
long-distance infidelity driven conmivues over»
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by amesmerising psychedelic guitar squeal.
He was convinced he'd written that elusive
chart-topping Who classic capable of bailing
them out of arrears.

“Ireallydid,” he nods. “I thought, ‘Thisisit,
thisis my masterwork.' But it came out and it
didn't do verywell [laughs]. | imagined it
would be an international No 1. Our manager,
Kit Lambert, sent a copy ofit to the classical
composer William Walton and he sent me a
note back saying, ‘This is a brilliant work of
genius, pop genius’. And so Ithought, ‘Thisis
it, once this comes out I will be acknowledged
asagreat genius!’ And, of course, nothing
happened atall. It was kind of a hitin America
and itwent down well on the radio, it got to
No 10 here or something,

"Andso,” he shrugs, “we thought we
were finished.”

DURING THE FIRST halfof 1968, The Who's
fortunes went from bad to worse. A farcical
tour of Australia and New Zealand with the
Small Faces in January ended in their forcible
deportation. Back home, theyreleased just
two singles: the bizarre cockneyknees-up
“Dogs”, and “Magic Bus", afine but lyrically
flimsy Bo Diddley pastiche given an acid twist.
Forthefirst time in their career, neitherdisc
made the UK Top 10 (nor Top 20,
forthat matter). It seemed as if
The Who had given up the fight,
relinquishing their position as
the most creative singles band of
theirera.

“Maybe alot of the thingsI've
said since would make you think
that,” says Townshend, “butin
actual factifyoulook back at the

interviews I'was doingaround - e

the time, | believed that the three-minute
single was far from dead, we just hadn’t used it
in allits forms. I felt a series of three-minute
songs, vignettes, cameos, each one very
different, none of them musically related to
each other, none of them having shared
themes or anythingwould be able totella
story, itwas assimple asthat.”

By 1968 The Who must surely have felt some
peer group pressure. Afterall, their rivals-the
SmallFaces and The Kinks—had already
accomplished their equivalent of a narrative
‘conceptalbum’...

“There was a sense that what we
were thinking of had already
happened on Sgt Pepper, Pet
Soundsor Ogdens' Nut Gone Flake.
Nobodywas daft enough to call

observe British life with the cynical poetic
detachment of somebody like Ray.”
Townshend's transition from Kinks disciple
and mod-anthem manufacturer to “the man
who invented rock opera” was cemented by
two outside influences, both of whom helped
focus his nebulous idea of a story-driven song-
cycle. The first was Meher Baba, an Indian
yogi purporting to be amodern ‘'messiah’
whose teachings he discovered via the Faces'
Ronnie Lane during that disastrous tour
Down Under. Baba'sinstructions on the path
toahigher spiritual awareness touched
Townshend profoundly, setting the
framework for his opera’s divine subtext and

| earningBabaa crediton the finished album as

its “avatar” (ironically, by the time of Tommy's
release, Baba had “lefthis spiritual body” after
74 years, having spent the last 43 of those in
complete silence).

The album’s other muse was a lot closer to
home. Christopher ‘Kit' Lambert wasa
dandified, ex-army, Oxford graduate 10 years
Townshend's senior whose original ambition
was to be a film director. That changed when
heand his partner, Chris Stamp, brother of
actor Terence, discovered The Who during
their previous incarnation as The High
Numbersinlate 1964 and decided to share the

WHO
KNEW

“THE PLOT NEVER MATTERED.
IT'S THE GEOGRAPHY OF
TOMMY THAT MATTERS. THAT

IT'S POST-WAR. IT’S ABOUT
WHERE ROCK HAS COME FROM”

pushed Townshend's more preposterous
ideas, none more so than the concept of ‘rock
opera' which, as the son of the venerated
English composer and conductor Constant
Lambert, held deep personal significance.
Since Kit's extended family failed to -
appreciate his dalliance with rock'n'roll, his
desire to aid The Who in pioneering rock's
operatic equivalentbecame a means to
legitimise himselfin the eyes of such
disapproving relatives.

When Townshend reminisces
about Lambert, it's with a mix of
affection and hysterical amateur
dramatics, leaping offhis seat,
flapping his arms and adopting
the frenzied banter of a batty

those rock operas, but theywerein TheWho's1968tour  Victorian Field Marshall.
away, theywere aural concepts.” of Australia and New “Kitwasagreat raconteur,” he
Youdidn't feel a sense of ZealandwiththeSmall  \y4xeslyrical. “He wasalways
competition? maﬁm fthe sayingtous, 'Youfucking _
“I certainly wouldn't have groupsand the police rock'n’roll people think you've
presumed to compete with The harassed fans after done all this first, for heaven's
Kinks. That was a perceived thing. word of mod violence sake!l grewupin the theatre with
For me, Village Green Preservation inEngland sparked these people who were all heroin
Societyis Ray's masterwork. It's his paranoia. Tonnshend 3 dicts!I can remember when my
Sgt Pepper, it's what makes him the wl mhk father was fucking Margot
definitive pop poetlaureatein a promise for 36 years Fonteynin theliftin the back of
way that Paul McCartneywould - retumingto Ozin the theatre! They were doing
like to be but could never be. He's 2004andNZin2009.  cocaine back in the days whenit

neverreally been able to properly
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used to be legal!’ He was very, very

funny, but he was constantly bringingin this
pretentious pomposity. He'd tell me, *William
Waltonsays you're a genius, right? Soyou're a
fucking genius!' It was this incredible pitch,
pitch, pitch. He knew that there were
pretensions to be broken. Kitunderstood
before it was seen to be permissible that we
could use operatic techniques in rock. His
whole thingwas, ‘This is opera’, y’know? Iused
toargueand say, ‘No, itisn't, really,’ buthe'd
be, ‘No, no, no! This is fucking OPERA!"™"

Invigorated by Lambert (who acted as
producer and even contributed a working
script, ‘Tommy 1914-1984', originally to have
beenincluded with the album to expound its
woolly storyline), Townshend's final obstacle
was convincing the other three members of
The Who that such an outlandish venture at
such avulnerable ebb in their career was the
only way forward,

“I'mnotvery good atsellingmy ideasin
advance,” he admits. “That's why I've always
done demos because when1talk I always tend
to talk too much, I tend to roll over the subject
and end up on the other side of it. [ was kind of
thinking, Howcan I rescue The Who? 1 had to
fight very hard to hold on to my own guns,
which wasthatIfeltwe needed todo
something about the spiritual journey. It
seemed preposterousand I
could only demonstrate it by
doingit. Which is how Tommy
began, asaseries of demos.”

When The Who finally
entered London's IBC studios
in September 1968 to begin
work on their fourth album,
they knew only that they were
makinga conceptual piece
———— duallyinspired by
Townshend's recent discovery of Meher Baba
and Lambert’s obsession with the ‘rock opera’
that had something to do with the spiritual
awakening of acentral character whose
senses were impaired. Even the title was
undecided, with ‘The Amazing Journey', ‘The
Brain Opera’ and ‘The Deaf, Dumb & Blind
Boy' all briefly considered early on. Daltrey,
Entwistle and Moon were fully aware thatif
the project failed then the financial
conseduences would have meant the end of
The Who. Incredibly, they never once
questioned Townshend's lead.

“What I remember is that everybody kind of
fellin behind me. I remember that very
warmly. Thattrust, and how elegantly they fell
in behind me. It wasn't untilI played the tapes
again and heard the chit chat between takes
thatIsuddenlyrealised whatareally great

 Who session it was, despite the fact that we

knew this was a desperate, last-ditch attempt.
We knewwe'd survived adifficult time and
thiswas having a go atthe last hurdle.”
Germinating from “Amazing Journey”, the
first Townshend lyric to specifyits deaf, dumb
and blind protagonist, The Who's opus began
to take shape. Eventually a basic plotline
emerged involving a war babywho, after
witnessing a violent act, is shocked into losing
all sensory perception, is then abused by
family members, later becomes a media
celebrity, rediscovers his senses, is hailed asa




messiah but is finally rejected by his followers
for failing to deliver them to the same state of
spiritual enlightenment,

As thesessions progressed over the next six
months, so the fine details were coloured in.
Murder, infidelity, pervyuncles, bullying
cousins, drugs, holiday camps, pinball,
revolution and the christening of the deaf,
dumb and blind hero as Tommy Walker. It was
amind-bogglingifillogical yarn featuring
several scenes that could easily be
misinterpreted as morally offensive. Except
that what even Townshend never fully
realised atthe time was thatsuch nightmarish
incidents had actually happened to him.

IF TOMMYHAS an Achilles' Heel - the cause
of much ofthe criticism directed at The Who's
1969 album, Ken Russell’s 1975 feature film
and allits myriad stage adaptations-then it's
the notoriously wonky plot. Evenwith the
inclusion ofa 'libretto’-style lyric book and
complementary illustrations by International
Timesartist Mike McInnery with the original

LF, first-timelisteners were confused asto
what dramatic events were supposed to be
unfolding. So, it seems, was Townshend.

“When Iwroteit [ sawall this weird shitin
there,” he muses, “and [ couldn't really explain
it. Every time I go back to it I find much more
kind of unconscious cohesion init than I'd
imagined was there when I wroteit. It's people
thatdon'tgointoit deeply enough and
intensely enough who dismissit as being
dramatically inept or clumsy or say, 'It's not
reallyan opera’ or ‘Ttdoesn'treally work asa
song-cycle’ or ‘It'sabrain fart’ orwhatever.
Becausein actual factit'sanincredibly
powerful piece of work.”

Whatabout criticisms over the plot?

“Itdidn't matter. It didn't have one that
much. The plot's never really mattered. What
has mattered has been the geography of
Tommy. Thatit’s post-war, it's all about where
rock has come from.”

With that, he elaborates on the grim parallels
between the fictitious suffering of Tommy
Walkerand the real-life ordeal of the young

Pete Townshend. “My mum and dad were
musicians,” he relates. “They were both in the
RAF, and they went together to play in Bristol
at the Hippodrome or somewhere. Abomb
dropped onthe theatre and they pulled bodies
out. Mymum and dad pulled dead bodies out.
Ididn'treally think about it until quite
recently because of the earthquakes that have
been happeninginIran. Iwas thinkingwhat it
would belike to be somebody who had to go
and pull bits of bodies out, bits of babies' legs
andbabies' heads and women's bottoms and
eyes and ears and then go back to your normal
life. Thisis just 60 years ago, too. Thisis still
very, veryrecent. These people were
traumatised by war,

“Soasayoungman, when the warwas only
25years old and [ was writing Tommy, we had
thisspiritual new wave, this turn to
psychedelic drugs, Vietnam, peace
campaigns, but people having no sense of
belonging to the world. I thought, ‘Why does
ourmusic have to be violent, what's itabout?
What's the anger to do with?’ All of this stuff
seemed to me to be about the post-war
geography of the UK. So I wanted to write this
thingabout how spirituality had come from
street anger thathad come from suppressed
teenage disaffection that had come from post-
war denial. In other words, people who had
been inwars who had seen somethingand
experienced something quite diabolical
pretending thatit hadn't happened for the
benefit of their children who then grewupina
lie, thatlie being that everything was OK now,
when itwasn't. Because what has to be dealt
withisthe healing process and it wasn't being
dealtwith.

“We today, stillin this country,” he
continues, quietly enraged, “are dealing with
the post-war healing process so in awaywhat
was writing about was that geography rather
than the story, which didn't matter. People ask
me about the plot of Tommy, saying, ‘Did the
dad kill the lover or did the lover kill the dad?’
and [ would just say, ‘Both!" [ knew stories
about both. In my case my father deposed my
mother’slover. He didn't actually kill him but
he certainly gotrid of him."

So Tommyis autobiographical?

“Itis, butIdidn't realise that until I did the
work on the Broadway show [1991] and then 1
suddenly realised it was my story. What
actually happened was, I'd fallen offa bike,
smashed my wrist up, thought I couldn't play
anymore so thought I'd better writea book, an
autobiography. But then [ thought, ‘Tcan’t
write a book untill knowwhat happened to
meas alittlekid.' So I went back to my mum
and I said, 'Listen, I can remember being
youngon.the beach, I can remember beingin
the tour bus with youand dad, I can remember
havingalovely childhood and then I can
remember going to live with my grandmother
and I've got two black years. I want to know
what happened.' She fussed and kept avoiding
itand I said, ‘No, mum, I want to knowwhat
happened.' Imade hersit down and she kept
changingthe subject. I keptbanging the table
going: "Tell. Me. What. Happened!" And in the
end she told me the story. She didn't look good
when she told me. [ was a very,
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very clear- cut, post-war victim of two people
who were married in the war too young, had
problems because of the war so [ went to stay
with my grandmother, who happened to be off
her fucking head. It was a horrible story.”
Itwas Townshend's abuse between the ages
of five and six-and-a-halfduring these 18
monthswith his mentally unstable and
sexuallylicentious grandmother that
unknowingly inspired Uncle Ernie, the
character who molests Tommy during the
notorious “Fiddle About”. The song’s graphic
content ("down with the bedclothes, up with the
nightshirt”) proved too juicy for the tabloids
not to seize upon after Townshend's arrest last
year. Indeed, for many it was all the evidence
theyneeded of his guilt. Yet what the same
papers failed to acknowledge was that “Fiddle
About” was the handiwork of bassist John
Entwistle. Though Townshend's narrative
required a songtoillustrate Tommy's
paedophile uncle (Entwistle also penned the
sadistic "Cousin Kevin” under similar
instruction), Pete himself was unable to write
it for reasons that now seem grimly obvious.
Although frank enough to acknowledge that
he was avictim of sexual abuse (a factor
which, after all, stoked his investigative
outrage over paedophilic images on the net
enough to gethim arrested),
today Townshend is still unsure
about the specific details.
What actually happened?
“Ican'tremember particularly
clearly,” he says gravely, “but I
know itwas very, very
unpleasant. I gotinvolved with
weird shit which involved some
eroticand sexual stuff, that'sall
Lknow. ThenIcame back to my

familyand went to an unknown school where

l experienced real difficulties of bullying.
ThenIgrewup, 1suppose, at 15, 16, 17 years of
age-vy know, itwas alcohol, drugs, happiness!
Redemption! I married the prettiestgirl atart
school [Karen Astley, later his wife], found the
spiritual path, became a millionaire
superstar. And in asense became a millionaire
superstar almost because of Tommy, soitwas
kind ofthis weird predicative thing in mylife.

“SowhenIsatdown at the end of 1991 to
work on the Broadway Tommy, I finally knew
that there was a strong literal
autobiographical component.
Particularly in the opening scenes
which Ihadn’treally quite gotten
before. Y'know, my father coming
back and saying to my mother, ‘We
have to get back together for the
sake of the boy." So there was this
almostmetaphorical killing of the
lover. It was the first time I'd
realised where all this weird shit
comes from. Sexual abuse, forcing
drugs down children’s throats,
bullying, power struggles, family
lies, family denials, secretsand
then escape, defiance, the

WHO
KNEW

Entwistle: author
of “Cousin Kevin™
and “Fiddle About™

musicand escape. Thatwasit,
really. And so I realised that that
little story wasn't just my
exorcising all this. It was
actually my story.”

Beyond the dark
autobiographical subtext
shaping Tommy (Townshend's
post-traumatic denial, typical
of abuse victims, reflected
metaphorically as Tommy's
sensory deprivation) yet
another outside party would
cast a decisive shadow over the
plot duringthe latter stages of
recording. The influence of

rock critic Nik Cohn, pop

columnistwith The Guardian and author of
the seminal Awopbopaloobop Alopbamboom,
was ofvital consequence.

“Nikand I used to go all over Soho playing
pinballall the time,” recalls Townshend. “He
was fucking obsessed byit. He'd writtena
novel called Arfur, Teenage Pinball Queen,
about this girl who he introduced me to one
time. She was this podgylittle girlwho used to
hang around Soho, probably a prostitute,
about 15, but she was afantastic pinball
player. At that time the setting for the end of

“‘JOHN WANTED LINES
OF COKE BACKESTAGE AND
GROUPIES ON THE END
OF HIS KNOB ALL THE TIME...
AND THAT'S HOW HE DIED”

?bmmywas goingto he a church sowe pl ayed
itto afew people, including Nik Cohn. He kind
ofliked it but hesaid, ‘It's all a bit dark, isn'tit!’
Ijust remember saying to him, with maybe an
element of sarcasm, ‘Soifithad pinballinit,
would you give it a decent review?’ He went,

‘Of course Iwould, anything with pinballin
it's fantastic.' And’so I wrote ‘Pinball Wizard',
purelyasascam.”

It's part of the Tommymythology that you
were initially too embarrassed to play “Pinball
Wizard" to the others. Why?

“There may have been some
embarrassment because whatI felt
was that I'd been selling this thing
to the band as being really quite
deep and thensuddenly feltas
though I was losing my nerve. 1
remember saying to Keith one day,
‘Itdoesn’t feel right any more, this
“Pinball Wizard” thing. Suddenly
he's afucking pinball player!'I
didn’tthink we needed to nail
down what Torimy was: he could
have beena guitarist orasinger or
apreacher oranything, a
charismaticindividual. But
suddenly he was a pinball player

took the accolade fi
absurdity of the medical best director, MP:; andIfeltuncomfortable with it
profession in the face of the Townshend gotthe beingplacedinthisideaofa
complex post-war denial and then gong for best score. pseudo-church. Then Keith said,

ultimately, redemption through P
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‘Well, what about a holiday camp?’

PHIESRAL

because I was always going on about holiday
camps, Iwas almost brought up in Butlins. So
Iran off, wrote ‘Tommy's Holiday Camp’ and
thenwrote a couple oflyrical changesto bring
pinball and the holiday camp into the story, so
it felt as ifthis was being lightened up towards
the end. Butitalso seemed moreradical, there
being more of a sense of commercialism
broughtin at the end, thathe's selling shades
and T-shirts and everything ina very absurd,
comical, cartoony market place. Which of
course popis! So itall suddenly started to feel
natural, that we were on safe
ground because we were
satirising our ownindustry."

Recording wrappedin March
1969, just as the windmill
guitar flamboyance of “Pinball
Wizard" returned TheWho to
the UK Top 5 for the first time
inalmost two years. Two
months later on May 23, its
make-or-break parentalbum
t'oliowed Early sales were good, but not great.
Early reviews weren't bad, either—just tepid.
The Who, however, were resolute.

“We knew,” says Townshend, “we'd rescued
ourselves from the abyss."

OUT OF TIME and over budget, The Who
barely finished Tornmybefore it went to press.
Some critics misinterpreted the surprising
absence of Townshend's usual electric guitar
virtuosify as evidence that the LP waslacking
vital overdubs when in fact, as he says, “the
reason for thatis Jimi Hendrix-he just made
me stop playing, really”. Kit Lambert, who
until his death in '81 erroneously maintained
he'd destroyed the master tapes soon after,
was also secretly doubtful, having failed to
convince Pete the LPwould have benefited
from extraneous string arrangements.

Yet the enduring appeal of Tom my, often
overlooked after the high-camp synthesiser
fiddliness of Ken Russell's movie soundtrack,
isits melodic minimalism. Played afreshand
contrary to its reputation as a portentous rock
opera, The Who's original '69 album is excess-
light, its only concession to orchestral
grandiosity being Entwistle's very occasional
French horn (already a staple of Who records
since 1966's “I'm A Boy"). Tommyis actually
bonded by a clutch of cleverly interwoven
guitarriffs, many half-inched from early
rock'n’roll (eg Eddie Cochran’s “Three Steps
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ToHeaven”, The Crystals' “Then He Kissed
Me"). While vague in meaning and fallible in
concept, Tommywas still rock'n'roll.

“That,” enthuses Townshend, “was why it
was so easy to play when we first rehearsed it.
When Iheard these tracks again lastyear, for
the first time in years, I thought, ‘Fuck! This
was a band, areally good band.’ Tommyis
probably Keith at the height of his studio
powers and John, too, before he gotinto
[impersonates frantic bass scales] —all that.
Itwas good, straightforward powerful,
innovative bass playing. And Keith, too,
serving the song, notserving his ego, whichis
what happened later on. I suppose what I'm
sayingis that after the movie, the Broadway
show, there was a classical versionin the
middle ofit, too, all of the different
manifestations ofit, suddenly I was hearing
the band and realising this was The Who.
Thislittle English band.”

You had complete faith it would work live?

“We'd justgone to some hallin Ealing and
run it throughand not come up againstany
problems. And I started thinking, ‘Whyaren’t
there any problems?' There were no hiccups. It
was playable by a band; it was a piece of cake.
Itwas like, ‘We don't need to hear the French
horns, we don't need complicated backing
vocals, thisis gonna work live."

Within weeks of its release, Tommyhad been
nipped and tucked into one 60-minute stage
marathon that became the focal point of Who
concerts for the next 18 months, Performances
atthat summer’s Woodstock and Isle Of Wight
festivals were career landmarks, thrusting
theminto the upper echelons of the
international rock hierarchy, particularlyin
the USwhere Tommyreally took rootin the
psyche of the post-Kennedy, anti-Vietnam
generation. None benefited from ts

unprecedented reception in concert more
than Roger Daltrey, who as the audience’s
focus for the narrative drama of Tommy's
pain, rebirth and redemption stole the show.
“ltmade Roger a singer,” agrees Townshend,
“itmade Rogeran icon, itmade Roger like Jim
Morrison or like Robert Plant, orlike The Lead
Singer. It gave him the right to grow his hair
and wear the tassel jacket and swing his mic
around instead of just posing and looking
angryand, like, ‘Don't fuck with me’, which
isn'twho heis by any means, but it gave him a
vehicle, itgave him a part that he could play.”
Inwhat Townshend describes asan
“inspired, brilliant, brave piece of pop brash
affrontery”, Kit Lambert booked The Who into
classical opera houses across Europe and
America, from the London Coliseum to the
New York Met. Butin doingso, the novelty of
this raucous English mod troupe’s ‘rock opera’
began to backfire as highbrow critics and
musicologists misinterpreted Townshend's
creative daring. Instead of upsetting the elite
asfirstimagined, The Who were welcomed by
the chattering classes with open arms.
“Noteveryone liked it,” disputes Townshend.
“We were playing Tommyin New York at the
Fillmore and somebody brought Bob Dylan to
see us—that's when [ firstmethim. And I don't
think he liked it. But Leoriard Bernstein
fuckingloved it. He came backstage and got
hold of me and shook me by the shoulders and
said, ‘Do yourealise what you've done? It's
wonderful!’ and Thadn'trealised thatwhat
he'd seen wasalineage, an advancing of the
popular form, which iswhat he had done with
West Side Story. And it felt that suddenly what
was actually happening was that music was
evolving, pop was evolving.”
But didn't hobnobbing with the glitterati and
playing before the Royal Families of Europe

Robe talent: Eric Clapton
(centre) as Tommy
character The Preacher

feel uncomfortable? Even John Entwistle
commented in 1970 that The Who had become
“snob rock”, and “the kind of band that Jackie
Onassis would come and see”?

“Idon'tknowiflwas uncomfortable with it,”
hesays..“Idon't recall Jackie Onassis coming to
our gigs. Inever quite got what John's grief was.
Ithink Johnwas inthe wrong band. Hewanted
to bein, I dunno, Whitesnake. Really. But he
loved me and loved mywriting and he loved
playing the music but I think he wanted there
tobelines ofcokein the dressing room and
groupies on the end of his knob all the time.
Andwhen he was left to hisown devices, that's
what he did and that's how he died.”

There never came a point when you got sick
of playingit, hitting the first note knowing that
this piece of music was going to go on for the
nexthour?

“No, dgin't thinkitever became a tiresome
thing because even today[ knowithasits own
momentum. Butwhatwe were frightened of at
the time was it seemed to be all that we did. It
was the centre of our show so we'd start off
with a few hits, then we'd do Tommyand then
we'd close with, y'’know, heavy metalincluding
“My Generation” - guitar smashing, smoke
bombs, laser beams and God knows what. It
was almostlike it was a tripartite show. Later,
when I'wrote Quadropheniaand certainly
when I attempted to write 'Lifehouse’ before
that, itwas to try to replace Tommyas the new
centre of the tripartite show. Sowhat we'd
have is a new middle which would be ‘a piece’.
That's why I got tied into the whole business of
conceptual writing.”

In May 1970, having toured Tommy to death,
The Who, aware that it was becoming an
albatross, reclaimed their raw rock roots. Live
At Leeds, taped a few months earlier on
Valentine's Day at the city's CONTINUES OVER »
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Glory days: The Who
at Charlton Athletic
football ground, 1974

| University Union, was an ecstatic blitzkrieg of

power-chord rock’n’roll and wild
improvisation (the original six-track album
was later reissued on double-CD in 2001
featuring that night's rendition of the Tormmy
cycle, widelyregarded as being the best ever,
captured for posterity). It shifted juggernaut-
loads on both sides of the Atlantic, addingto
the millions already pouring in from Tommy
andits sell-out US tours. The Leeds album also
steered The Who towards the career highs of
Who's Next (1971) and Quadrophenia (1973).
Yet for Townshend, Live At Leeds marked the
beginning ofthe end.

“The Who are not Led Zeppelin and we're
not Deep Purple and we weren't responsible
for heavy metal but a lot of people kind of draw
thatkind ofline from Live At Leeds onwards. 1
used tosee Ritchie Blackmore carrying his
guitar up and down my street when Iwas 14 or
15. Some jazz pianist down the road used to
say to me, ‘You've got a guitar, there'sareally

| greatboywho comesand plays with me

sometimes called Ritchie Blackmore." He
invented heavy metal. I didn't. He was doing it
years before us and probably invented power
chords aswell. So I dunno why he'ssucha
sullen, dark, evil motherfucker [grins].

“We did Tommy on the road all over the
world, we did Live At Leeds and then it was,
‘Oh, The Who have invented heavy metal.
And then we were tied into this fucking thing
ofevery show having to be more of a virtuoso
explosion of energy than the one before.

“And after that,” he says, “I believe The Who
were just ruined.”

ON DECEMBER 20, 1970, The Who played
Tommy for what they'd vowed would be the
last time inits entirety at London's
Roundhouse. Keith Moon followed
Townshend's onstage announcement that
this was the final performance withan
audible “Thank Christ for that!” But though
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The Who themselves seemed committed to
leaving it behind, outside forces would ensure
that the public's thirst for Tommybecame
even more insatiable as the '70s unfolded.

In 1972, with Townshend's approval but
much to Kit Lambert’s green-eyed chagrin, US
producer Lou Reiznerrecorded a classical
adaptation with the LSO and an all-star
celebrity castincluding Ringo Starr, Steve
Winwood and Richard Harris. The LP was so.
successful thaton December 9 Reizner staged
alivere-enactmentat London's Rainbow
Theatre. Daltrey and Rod Stewart shared
vocal duties as Tommy, Keith Moon played
Uncle Ernie (“the epitome of warped
depravity, to the extent you could all but smell
him,” wrote Uncut's Roy Carr in his NME
review) while Peter Sellers replaced Harris as
the doctor. Townshend agreed to take partas
narrator, butcome the night appeared less
than happy with proceedings.

Apparently Townshend hated Reizner's
version so much he pretended to wipe his
behind with the scriptin full view of the
audience. True?

“The story behind that s, unfortunately, alot
more shallow,” he laughs. “Twas drinking
quitealotat that time and I forgot to paste the
wordsinto this book which I was reading from.
I'd only pasted in the first halfofit, sowhat
happened was [ waswiping my arse on the
basis that the book was no good. I thought
somebody had ripped some pages out.I'd had
too much to thinkaboutso up to that point I'd
been narrating and when I got to that page and
there was nothing there ['thought, ‘Oh, fuck.'
justarsed about, basically. | was very excited
about thatevent but, having fucked it up the
first time round, Ididn'tdoit again.”

Reiznerrepeated the performance at the
same venue the following year with Daltrey
and Moon resuming their roles. This time,
Townshend stayed in the stalls.

“What was interesting about that second

time was that I'was sat with my wife, Karen,
and it was the first time I'd ever seen Roger
from the audience. | remember turning to her
and saying, ‘He's fucking good, isn'the?’ And
hewas great. ['d always thought Rogerwas a
bit naff, a bit of anuisance—y'know, [smiling]
swinging his micaround and gettingin the
way of my guitar sound. That was the moment
Irealised that, through Tommy, Roger had
made this connection to the audience and
become a theatrical performer. I had much
greater respect for him after that.”

Ifthe mainstream crossover of Reizner’'s LP
seemed indanger of neutering The Who then
the Top 20 success of a “Pinball Wizard"/"See
Me, Feel Me" medley by namby Coca-Cola-
peddlers The New Seekersin early 1973 surely
represented total castration. No longer a soul-
searching rock'n'roll gospel, Tommy had
become sanitised light entertainment. It took
the debauched vision of The Devils director
Ken Russell to rescue Townshend'’s concept
from the bowels of mediocrity.

“KenRussell wouldn't have done the film if it
hadn'tbeen for Lou Reizner's orchestral
version,” says Townshend, “because Ken
couldn't relate to The Who album. He could
onlyrelate to the Reizner version with the full
orchestra because his background was Elgar,
Delius, classical composers.”

At the time of the Tommy movie's release in
1975, Russell described Townshend as “the
new Shakespeare”, That must have been hard
to live up to... “Well, Ken's abombastic sort. [
reallyshouldn't speak for Ken any more than I
should, as1did earlier, speak for John
Entwistle, but making the Tommyfilm, both of
us, me certainly, were on the brink of
alcoholism. Kenand I would be up until 2am
talkingabout the nextday’s shootingand he
used to get up at five! So by the time he was on
Russell Harty's showand said that comment
he probably hadn't slept for sixmonths and
was living on champagne, | don't know.”
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Isle Of Wight Festival,
Seaclose Park, Newport

king, buteven when you
compose foramovie,
evenifthe movieis your
composition as it was, Ken
Russell was the king. So what
would actually happenis
we'd go into the studio, he'd
sitwith his eyes shut, we'd
play and he'd say, ‘No, this bit
needs to be longer' and I'd
say, ‘Well, what do youwant
ustodo?’ and he'd say, ‘Just
make itlonger, Ineed more
time.' Sowe'd playalonger
track and you'd find that
would be Ronnie Wood

I

Starring Oliver Reed and Ann-Margret as the
parents, Jack Nicholson as the doctor, a
revoltingly creepy Keith Moon as Uncle Ernie
and Daltreyin the title role, Russell's Tommy
was a stylised orgy of pop-art blasphemy
(Marilyn Monroe as the Virgin Mary),
surrealist fantasy (Ann-Margretwrithing
semi-naked in baked beans and chocolate)
andkitsch hilarity (Elton John's humungous
DocMartens during “Pinball Wizard”™).
Though pre- and post-production duties
effectively put The Who's career on hold
during 1974 while Pete fulfilled
his obligation as musical director,
the financial and critical
dividends for all concerned
proved huge. Townshend was
even nominated fora best
soundtrack Oscar.

What does Townshend think of
Ken Russell's interpretation now?

“Itwas typical ofhim when you
look back at his work. He always
did tend to turn things into icons and
cartoons. But Iwatched itagain recentlyand I
like it. I meanit's his Tommy. He does tend to
take subjects, evenifit's biographies, even if
it's people’s lives, and make them his own.”

Were the others concerned about the
amount of time youspent on the film, the fact
that The Who were largely inactive fora year?

“Idon'tthink so. [t may have troubled John a
bit, but Keith and Roger were involved in being
actorsin the movie. Maybe that's why, when
we came to make the Quadrophenia film, that
Johnwas given the job of musical
director, because I just thought,
‘It's his turn now.' Itdid interfere
with the group dynamic but [ don't
know towhatextent. [ thinkuntil
go back through those years and

WHO

KNEW

pissing about on slide guitar

for 15 or 16 bars and then you'd find that when
it's finished, the editor decides thatit's not
enough music to cut to so he'd loop up stuff,
and then Iwould have towork on theseloops.

“Tjust feltlike a dogsbody. I thought, Where's
the music? There are bits of the Tommyfilm, in
the ‘Acid Queen’ bit for example, where you
see Tina Turner doing her stuffand you hear
thisloop going round with some sound effects
chucked ontop ofitinahurry to tryand make
itsound a bit different. 1 didn't feel that I'd ever,
ever, ever be able to work with a director again

“WE DID LIVE AT LEEDS AND
THEN IT WAS, ‘OH, THE WHO
HAVE INVENTED HEAVY
METAL. AFTER THAT, ] BELIEVE

WE WERE RUINED”

and I never have. I loved working with Kenand
doing the Tornmy movie, butonce is enough.”
The Who produced two further studio
albums that decade - the introspective The
Who By Numbers and half-hearted Who Are
You-before Keith Moon died ofa drugs
overdose on September 8, 1978. It wasn't until
June 1989 that the band, now featuring
ex-Faces drummer Kenney Jones, performed
the full Tommy again for the firsttimein 19
yearsat New York's Radio City Music Hall. Des
MecAnuff's Broadway production followed in
April 1993, subsequentlywinning
three coveted Tony awards and a
Grammy for best cast recording.
Three decades after they'd
supposedly laid it to rest, despite
break-ups, fall-outs and the death

log mytime and look at the actual inthe1980s, Pete of two founder members
chronology, lwon'thave a clear was appointed (Entwistle would join Moonin
view of whatwas going on because editor heaven's best thythm section on
itisabitofasmear, AlotofwhatI fntFaherI ItiFCmI ) He  june27,2002), Tommy continues
was dealing with was incredibly Shaar Murray's to haunt The Who.
complexand time-consumingand  Crosstown Traffic, Jon Later this month, Daltrey and
abitofaneducation.Icould goand Savage's England's Townshend will once again drag
do afilm score tomorrow. I won't. Dreaming, became their deaf, dumb and blind boy
I've been offered many. I turned Steven Berkoff's out of retirement for a special
down Blade Runnerbecause] W ,  performanceatthe Albert Hallin
thought, ‘Fuck, I'mnot goingto go Princa Charlss ona aid of the Teenage Cancer Trust.
thereagain.” volumeofhiscollected  Butafter35yearsand all its
Soyoudidn't enjoy it? speeches. myriad stage and screen

“As a composer you believe you're

adaptations, surely even

Townshend is sick of Tommy? “What actually
happened with this remix thingis that I
rediscoveredit,” he decides. “I rediscovered it
inits original flawed, incomplete, innocent,
naive, wonderfully gauche form. It's a part of
The Who's storyand I'm so glad I did it. IfT'd
done a biography and written about The Who
years without having done this remix, I'd have
told a very different story. It's not perfect,
nothingis, and it was never meant to be
perfect. It's probably always going to be the |
mostimportant thing that ['ve written.

“Saying that, our fans have amuch better
understanding of who The Who are and what
we're worth than we do. Even the other day]
met somebody at a party, ayoung guy from
Essex, and he's talking to me about The Who
asthough I don'tknowwhat I'm talking about.
He said to me, 'So what did you think of Keith
Moon?' and Isaid, Tthoughthewasa fucking
paininthearse, and he said, ‘Aw, hewasa
genius!”and I said, ‘'OK, ifyou say so’ [laughs].
Hewas probablyright. I don'tknow.”

You've never wanted Tommyto just go away?

“No. Because it won't go away. Tormmy's not
goingto go away, and asanartist what you get
used tois thingsin yourlife thatwon't go away.
Like my arrestlast year, that's not going to go
away. [t doesn't matter what people think, it'll
never go away. And Tommy
won'tgo away. | don't know if
I've everreallywantedit to.”

BY THE TIME we finish it's
pitch-black outside. We make
ourway downstairsand I
think that's that until Pete
overhears me asking the
studio receptionist the way to

e the nearest trainstation. Next
thing I knowI'min the passenger seat of
Townshend'’s Mercedes. Just me, the bloke
who wrote “My Generation” and a gently
melancholic classical symphony drifting out
ofhisimpressively hi-tech, touch-screen
in-car CD player.

Iask Townshend whether he mainly listens
to classical these days. He explains thatit'sa
CDR he's compiled for a friend in hospital who
recentlylostalimbinaroad accident. He's
playing it to make sureit’s copied OK. “T'd
listento more jazz,” he says, “butmy girlfriend
can'tstandit.”

Despite the rush-hour traffic, he still
bothers to weave his car into the station
forecourt. It's then that the man who builta
career out of violently hurling guitars like
javelins into Marshall stacks turns to
Uncut, brow furrowed above the most
famous nose inrock'n'roll, and apologises yet
again for his earlier unpunctuality. “I'm so
sorry,> hesays.

It’s only after he drives away that Iremember
acommenthe'd made to The Observer just
twoweeks before; that ifhe'd had agun at the
time of his arrest in 2003, he'd have probably
committed suicide. Fewmen in his position
would have survived his recent trial-by-
tabloid, his misrepresentation and
characterannihilation.

Sorry he's late? It's enough Pete Townshend
isstillwithusatall.
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UNCUT:Is TormmyThe Who's finest
hour?

DALTREY: Obviously it was a pivotal
pointin our career butl don't know. I
think Quadropheniais everybit as good
apiece of workand musicallyI thinkit's
even better.

Did yourealise at the time that Tommy
was Pete’s story? '
I've always thought everything Pete
writes is kind of his story but, like most
human beings, there’s always a piece of
you, your story, thatwill be reflected in
hisstory. Ijust try tobe a dramatist of
his songs. He paints wonderful pictures
forme, emotionally and lyrically.

| There's always this sense of cynicism

| whichIthinkwe'veall got, but he doesit

[ inawaythatit doesn't offend.

Tommyoffended alot of peopleat the
time. Tony Blackburn, for instance,
Tony bloody Blackburn [laughs]! There
was always people trying to getus but
wedidn't give a fuck. If youstartto
worry about that you'll never express
yourselfand that's what's probably

| happened now in this politically correct

| world we live in.

| Whatdo you think it was about Tommythat

i captured the mood of the time?

| There's acertain amount of violence in

| Tornmy, in the music, that I think appealed to

| Americans. It was like thislost generation that
wanted to be seen and they wanted to be
heard and they wanted to be felt. They existed
butall they were being used as was cannon
fodder in Vietnam. It's very difficultin
England to get a perspective of howhuge it
was, because they had verydifferent social
problems going on. We didn't. Theirs was
bloody serious! For them the Vietnam War
wasn'tamarch in Grosvenor Square.

Inconcert, Tommywas areal turning point
foryouasasinger.

Oh, definitely. It was the first time I'd ever been
given any meat and potatoes to deal with, and
I kind of found the voice of The Who from
there. In those days people used to sit down,
keep quietand applaud attheend... likea
Japanese audience. Butthe response was
incredible. 1 suppose Tommylasted the same
lengthasagood toot onajoint.

Yourimage suddenly changed around that
time, The tassels, the hair, swinging the mic.
I'wasalways arocker tryingto competeina
mod’s uniform. Not that I didn'tlike mod; I
lovedit.Tjustdidn't suitit. Iwas very skinny
back then, butI've got big shoulders, a big
chest, myshape just didn’t suit it so it was like
tryingto fit a pint into a half-pint pot. In the
end Ijustkind of went, ‘Fuckit, I'm just gonna
beme!’ I've always had curly hair but [used to
straighten it and it used to drive me fucking
insane. To be amod with curly hair was like
havingthe pox. Soljust gave up.

I'was always into American native culture
and a friend was making buckskins soIjust
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"WHVE
NOTHING

1O BE

ASHAMED
ABOUT.

Tommytransformed Roger Daltreyinto a
rock god and movie star. As he tells Uncut,
‘Never knock success when you get it’

had asuitmade. That's another thing 1 hated
about what rockhad become then. What I got
into rock'n’roll for in the first place was that
thingofbreaking the rules and after a few
years I realised we're just breaking the rules to
make more rules that people had to follow -
which is insane—instead of people being all
individual. And Ifelta victim to that. So1
thought, ‘I'm gonna go against the fashions.’

Did the success of Tommyfeel likeabu rden?
Listen, never knock success when you get it.

What about Entwistle's ‘snob rock’ concerns?
Ionly ever saw that asa publicity thing. When
you actuallylooked out at our audiences it was
still full of yobs from Shepherd's Bush! But I do
know where John was comingfrom, it could
have been perceived that way in the press, but
itwas all rock'n’roll hype, it was all bullshit.

What did you think of Ken Russell's Tormmy?
Ithought it was wonderful. [twas MTV but
seven years before MTV hit. I think his
interpretation was justwhat it needed; it was
asoutrageous as theoriginalidea.

Wasithard to keep astraight face, pretending
to be mute while Keith Moon “fiddled about"?
With Keith it was always difficult but you just
had to think, ‘Well, I can hold this for the
minute of the take’ and then collapsein
laughter. Itwas just discipline.

At the end, when you're running half-naked
inthe Lake District... -

That wasn't comfortable! But Ann-Margret
wasn't comfortable, either. Anybody who says
that wasn'tan actingjob, you try being that age
when Ann-Margret'sstood in front of you, wiv’
allthat, and you've got to pretend she’s your
bleedin’ mother! That's an actingjob, boy, let
me tell you! There was alot of self-control. It
could have been a very incestuous film! She

was wonderful, there were no airs
and graces with Ann; she made us
feel really comfortable. ButThad to
keep adistance becauseit washard.
It was bloody hard!

Moon was a huge Elvis fan. Did she
ever talkabout their affair on set?
We were allsecret Elvis fans but we
couldn'tsayso! It'slike Lennon said,
without Elvis we wouldn't have
anything. Ann-Margretdidn't talk
about Elvis other than saying he
was wonderful. Shewasa private
lady. But what! found incredible
about what her and Ollie Reed was
theway they pre-recorded all the
songs three months before filming
buthad an exact picturein their
heads of every scene they did and
how they'd match thevocals. Like
Ann puttingon her lipstickwhile
she'ssinging “Do You ThinkIt's
Alright?" People underestimate the
amazing creativity those two putin.

The film made you even more
famous, didn't it?

 Yeah, whenit came out people used
to come up to me and call me Tommy. It was

verystrange, but thank God The Who hungon

to who we were, In the rock'n'roll field you can
beverywell-known but compared with film
it’s minuscule. The jump we had after the film
came out was tremendous. But then again
we'd never had it that big before, whereas The
Beatles probably had that from day one. We
had a taste of it when the film came outand
didn'tlike it very much.

Why? How bad did it get?

You become divorced from the audience a bit
and I think my feet came off the ground fora
while. It was a period where my memory goes
abit blank to be honest, that's the weird thing
aboutit, There's so much of it [ kind of don't
remember. It's like someone else did it.

Straight after Tormmy, you and Ken Russell
worked again on Liszfomania.

Yeah, and I wish I'd spent some time doing tiny
little things in acting and learnt what it's all
about first. Lisztomania has some very good
bits, butit doesn'thang togetherasa filmand
didn'tknowwhat the fuck I was doing. I don’t
think Kendid, either. We were squashed
together to doitand it ended up a bit, well,
weird. I don'tregret doingitbecause it made
me realise howmuch I hadn'tlearned.

Ihear you're going to play Tommyagain at the
Albert Hall this month.

I'dlike to doit, yeah, We should, just to getup
the press’ bum after Pete's stupid fucking run-
inlast year, They put all that “Fiddle About”
stuff down —‘0Oh, this is what Townshend
sang'—whenwhat theydidn't realise was that
Townshend didn'twrite any of that stuff; it
was Entwistle! They don't... [inhales) Look,
Idon'twantto gointoit. SoI'd justlike todo
Tommy again to say we're not ashamed of it
We've nothingtobe ashamed about. ®
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Endless

Wire

Incredible, rambling. focused, hilarious and angry
- Daltrey and Townshend’s heroic late comeback.
It even has another rock opera on it! By David Quantick

band, TheWhoreleased their 11thstudio
album, afact that'sextraordinaryinatleast

twoways. Forone, 11 albumsin40yearsisan
average solowasto evenmake U2and
Coldplay and Radioheadlook hastyand
uncareerist. Duringthe timebetween the 10th
and the 11th Who albums, notonly did several
bandshave theirentire careers, buta feweven
got back togetherand did reuniontours. Of
course thereare good reasons for this, the
collapse ofthe 1980s KenneyJones Who
beingone. But The Who haveneverbeenan
album-a-year band, largelybecause Pete
Townshend's projects—complex, conceptual
and often featuringa boywithaproblemanda
large cast of adversaries—are notquicklyand
easilyrealised.

Theotherside of the extraordinariness of
TheWho's 11thalbum comingoutin 20061s
containedin theideathatagroupthathasbeen

I N2006,AFTERalmosthalfacenturyasa

| goingaslongasThe Who-agroup, moreover,

nowreduced to two essential members—would
still bereleasingalbumsin the21st Century.
The only other British rock groups of the 19605
whoarestillreleasingrecords with any real
continuityare, [ think, The RollingStones and
Status Quo. Despite the odds, the pairarestill,
astheyused tosayin The Oldiemagazine, with
us, stillwriting, still singing, and still
incrediblyworked-up aboutsomething,. The
Who, whoevertheyare these days (and itisstill
themin there) are verymuchareal bandinthe
21stCentury.

And, frankly, then some. Becausewhile the
Stones makerecords that onlyreally sound like
newalbums fromagreatdistance, like huge
cardboard boxes painted like tanksto fool the
enemy, and while the Quolongago made the
longvoyage backto their spiritual Valhalla—
Butlinsin 1958 - Pete Townshend and Roger
Daltreyare on thisalbumstill, incredibly,
actinglike they're trying to get on Ready Steady
Go!thisFriday. CONTINUES OVER
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1 Fragments # 4 &

2ZAManinA
Purple Dress # % & %

3 Mike Post Theme # & % &

4 In The Ether # % %

5 Black Widow's Eyes %%

6 Two Thousand Years # & % #

7 God Speaks Of Marty
Robbins # % %% *

8 It's Not Enough # % *

9 You Stand By Me ## % *

10 Sound Round # % %

11 Pick Up The Peace + % %

12 Unholy Trinity # # %

13 Trilby's Piano # % %

14 Endless Wire # %%

15 Fragments Of
Fragments % #

16 We Got A Hit % &

17 They Made My Dream
Come True % % ¥ %

18 Mirror Door # #

19 Tea & Theatre # + %

RELEASED: October 30, 2006
LABEL: Polydor

PRODUCED BY: Pete Townshend,
Bob Pridden and Billy Nicholls
RECORDED: Eel Pie Oceanic Studics,
Pete Townshend's home studio
PERSONNEL: Roger Daltrey
(vocals); Pete Townshend (guitar,
vocals, bass guitar, keyboards,
violin, banjo, viola, mandolin, cello,
drum machine); Peter Huntington
(drums); Pino Palladine (bass
guitar); John"Rabbit” Bundrick
(hammond organ); Zak Starkey
{drums); Simon Townshend (bk
vocals); Billy Nicholls (bk vocals);
Stuart Ross (bass guitar): Jolyon
Dixon (acoustic guitar); Rachel
Fuller (keyboards); Lawrence Ball
(electronic music); Gil Marley,
BrianWright, Ellen Blair and Vicky
Matthews (violins, violas, and ceflos)
HIGHEST CHART POSITION:

UK, USAT
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Forabandwho've had some epic
careerlongueurs—theentire 1990s
—The Whoattack Endless Wirewith

U

would doanalbumwhich, halfway
through, containsarock opera?1It’s
like openingaFabergéeggand

| allthemythicforce of Arthurian “Notas awful finding Exeter.

| knightsroused afterslumberto ”“mm- Most of Andit'snotevenamini-rock

| saveEnglandagain. Atno pointon lﬁm'dnu esms ms” “w'ds opera. “WireAnd Glass” hasalong

| thisincredible, rambling, focused, recordedin1973." pedigree. Itfeatures Ray High, the

| hilariousandangryrecord does MICHAEL LANE, NME, '60s rocker character from

| anybodyinvolvedseemtothink OCTOBER 28,2006 Townshend's 1993 solo project
thattheyaretooold, too “Ppart t Psyrhr:de.reﬁcr. Nor.v High lst}ldler
comfortable ortoo outoftouch to quixotic attemptto and confined toasecurewardina
bemakingalbumsinthe modern raisethebarfortoday’s  hospital. Here hemeets Leila,
era. Daltrey’s vocals aresuperb, songwriters,thisisan  Gabrielleand Joshua, whoare
leonineand, of course, passionate. mr;ﬂl membersofagroup called The
Townshend'ssongsareasvaried,as  jecessarymeansfor Glass Household. It'sessentially
forcefuland as melodic asever. Townshend to address thesamecastand charactersas
John Entwistlemaybe gone, and hiscoreaudienceafter  thosein Townshend'sinternet
Keith Moon long gone, but thisfinal that brushwith the novella, The Boy Who Heard Music,
version of The Whoisasgoodasit’s pmmmlah uwlu»sml and the complexities of storyand
ever been. It'sridiculous. Youstart NOVEMBER, 2006 soforthare probablybest

| towonderifthey'vebeencloned, orat
| theveryleastbeengivenmonkey
| glandsonanindustrialscale.

Endless Wire'sbeginnings were not

| necessarily promising. John Entwistle’s death

fromaheartattackwhileenjoying himselfa
greatdealinLas Vegascould havebeenatatty
tombstone to aonce greatband. Pete

| Townshendhad been the subjectofa
| paedophiliainvestigation (hewasacquitted).

ZakStarkeyhad brought

| fantasticvigourto hisroleas The

. Who'slivedrummer, butwas

soon to run offwith Oasis (where
he gotto playaboring version of
“My Generation” onstage). But
Townshend was clearedand, in
responseto Entwistle’sdeath,
wrote theunderrated “Old Red
Wine” and the brilliant “Real
Good-Looking Boy”, both of
which songswere shoved into excellence by

| Daltrey'sadultroarofavocal. “Old Red Wine”
| and "Real Good-Looking Boy” weren'tjust “All
| ThoseYearsAgo”-style tribute songs (the latter

was, asithappens, alovely reflectionon
Townshend’s own youth), they wereawarning

| shotand anindicationthatTheWho were,
| muchmore thantheyhadbeenatanytime

since Keith Moon'sdeath, back. Inanyother

| career, thismp3 doublea-sidesingles pairing
| wouldhave been seenas a powerful and
| brilliantnewrelease;inthecontextof The

Who, there was a element in some quarters of
“them again”,

Perhaps thisiswhy the two new songsdon't
feature on Endless Wire (they're on one of the
band'sactual-album-outnumbering hits
compilations). Morelikelyit's because there's
no bloodyroom. Endless Wireis crammed.
Thereare 19songs, not countingextended or
bonustracks, songs that reference The Who's
past, songsthatlinkto each other, songs that
soundlike nothing by The Who, and one or two
songs that soundlike nothing by anybody.
Endless Wireisrelentless; itjustdoesn'tstop. It
even containsarock opera, “Wire And Glass”,
like Townshend just happened to have one
lyingaround and thought he'dstickit on (mind
you, that probably is what happened). Who else

conveyed there, orinstage

productions. Eitherway, itmakes
little different to anyone listening to “Wire And
Glass", asthesongs-like everything here-are
self-sufficientand excellent, from the self-
explanatoryrockof“We GotAHit" to the
miniature of “Trilby’s Piano”.

Thatminiature quality-bestseenhere onthe

pocket Who's Next of “Fragments” -isone of
the best things about Endless Wire, Where once

THIS VERSION OF THE WHO
IS AS GOOD ASIT'S EVER BEEN.
IT’S RIDICULOUS. YOU WONDER
IF THEY VE BEEN CLONED

The Who could make asonglastmany
minutes, and that before the drumscamein,
now they produced what are effectivelylittle
cameo versions of bigger, bolder Who songs,
andare thebetter forit. Insome ways this
process echoes both the delicacy of
Townshend's demos on collectionslike Scoop
and the succinctness of the all-time most
beautifully concise Who song, “Glow Girl”, Like
mostof Townshend's more ambitious and
conceptualworks, thelyricswould be clearer
with a plotsynopsisbut, thanks to Daltrey’s
as-everspectacularemotional investment
and Townshend's songwriting, it works fine
onrecord.

Thebestsongs, however, aren’t partof the
miniopera. “Mike Post Theme” isasong
triggered by Townshend's defiant attitude to
leasing some of his best songs to the CSI
television franchise anda powerfultribute to
the emotionalimpactof TV, even soap opera.
“Black Widow's Eyes” is, to some extent, about
Stockholm Syndrome and sympathising
withyourcaptor. “In The Ether” sees
Townshendsing, quiteliterally, in the manner
of Tom Waits.

Endless Wireisaseriouslyvaried album.
There aresongs aboutreligion, the passionate
“Two Thousand Years”, ameditation on Judas

> ENDLESS WIRE - 1:51 WEGOT A HIT, THEY MADE MY DREAM COME TRUE, MIRROR DOOR | OCTOBER 2006 | IT'S NOT ENOUGH, TEA & THEATRE | UK DID NOT GHART, US£3T (BILLBOARD MAINSTREAM ROCK CHARTS)
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and Jesus, and the very, very passionate "AMan
InAPurple Dress”, which Daltreyinvests with
righteous angerand possiblyhisbestvocal
performance foryears. “AMan InAPurple
Dress" isasongabout theabsurdity and
hypocrisy ofreligious figures, andit’s
venomousand funny and angry and should be
on all future Who compilations, as should
“God Speaks To Marty Robbins”, alight
acoustic piece where Townshend sings,
equallylightly, of God'sentirely sensible
decision to create the world so that, among
other things, he can listen to Marty Robbins. It
sounds frivolous, butit'sas good a tribute to
theimportance of musicasanythingelsel've
everheard.

And then there's “YouStand By Me", one of
theloveliestand mostopen songs Pete
Townshend hasever composed. Writtenwith
minutes tospare forawebcast for Townshend’s
partner, Rachel Fuller, “You Stand By Me” isa
thankyouletterto both Fuller and Daltrey for,
well, youknow, standing by him duringhis
recent trials with thelaw. “You takemyside,”
sings Townshend, “against those who lied".
Apartfrom beingabeautiful, folk-tinged song
and awonderful Pete vocal, it'salso moving for
its complete simplicity (andit's also nice forus
Who By Numbersfans to hear the word
“boozing” inaWholyric again). You forget
sometimes, inthe badlyrics,
dullproductionlinesoundsand
landfillindie of much current
rock, justhow greatitistohear
anhonestsong. It'sremarkable—
as, indeed, is Endless Wire. That
thisrecord existsatallis
somethinghoveringonthe
fringes ofhighly unlikely. That
it'scredited to The Whois
wonderful. But thatitshouldbe
sogoodisthe bestpart.

Bestofall,itwould appearthatit's not
the end of The Who (butifyou're goingtogo
out, thiswould have been an impressive high
note). Itappears thatthe band are planning to
tour Quadropheniaagain (saywhat youlike
about TheWha, whenitcomes to theirrock
operas, theyare theband who reallywould not
letitlie). Pete Townshend alsosays the band
will recerd songs from a new project, called
‘Floss’ and featuringasitsmain character
anotherageingrocksinger (where does he get
theseideasfrom?), whothistime goesbythe
name of Walter. Meanwhile, interviewed about
touring, Roger Daltreysays, “We feelit's the role
ofthe artistto go through life until you can'tdo
itanymore.” If youwanted asummary of what
makes TheWho carryon, and whatmakes
them so good (and why Endless Wire, like
nearlyall Who albums, isthe wayitis) it
wouldhéhard to comeup withsomething
better than that.

Itis, apparently, the job of Pete Townshend

and Roger Daltrey to go throughlife making
great, thoughtful, exciting and intelligent

musicuntil theycan'tdoitanymore. And
forthat reason, and many, many others, we
should continue to supporttheir brilliant
endeavours. @
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The

Compilation
Album

Meaty, beaty. big and boundless... A forensic tour through

LB REse. o e
THE WHO: THE ALBUMS

The Who's compilations, live albums, odds, sodsand all.

evergonedown,” reckoned Pete
Townshend. The object of his disgust

was The Who's first, and worst, compilation,
Magic Bus - The Who OnTour, a 1968 USrelease
thatwaswithoutanyofthe implied live tracks,
beingacouple ofhits, someb-sides, bad mixes
andwell, whatever some numb-brained
executive found tohand. Itcameinafaux-
hippy/Swinging London sleeve with the group
leaping fromadouble-deckerbus
daubedin daisy-age graphics. The
band had been pulled offthe
Tommysessions for the photo
shoot,which theywere told was
“for publicity purposes”, certainly
notforanunmentioned album.

Though original copiesare
somethingofacollector’sitem
now, Magic Bus-On Tourremains
apieceofexploitative, corporate
ordure, banged outby American Decca
for the slathering Christmas market (it scraped
thecharts). Yetitsrelease did have one
redeemingoutcome:itstrengthened
Townshend's resolve to exert more control over
TheWho's futurereleases.

Asaresult, theannals of The Whoare far
moreorganised than those of, say, The Stones.

‘ ‘IMEAN, THAT'STHEworst thingthat's

Indeed, one reason for the long-term durability |

of The Who brand is the cleverway the group
havestructured and marketed theirback

By Neil Spencer

catalogue, bringingdifferent aspectsofthe
band'sidentityinto play: mod Who, rock gods
Who, cinematic Who, still-relevant Who. They
havesold theirlegend well.

What'sbeingpackaged (withlots of Union
Jacks) is essentiallyaclutch of early singles, 10
studio albumsbetween 1965and 1982, pluslive
material, the grand total swollen by
Townshend's profligate creativity, with its
many trial-runs, tangents, abandoned

MOD WHO, ROCE-GOD WHO,
CINEMATIC WHO, STILL-
RELEVANT WHO: THE BAND
HAVE SOLD THEIR LEGEND WELL

projects, rejected tracks, outtakes and studio
noodling. Townshend ishis own greatest
collector, and since the digital age arrived The
Whoa's reissued albums (and Townshend's solo
work) have come saturated in bonus cuts,
footnotes, essays and interviews.

Most of the greatest hitsandraritiesalbums,

| ontheother hand, remain justastheywere

backinthe days of vinyl's primal swamps.In
the case of the various greatest hits, you're
gettingdifferentshuffles of the same pack,

| Maximum R&B, did awaywith the need formost
| (thoughnotall) ofits predecessors—more of
| whichlater.

though the compilation you hold will never
contain the songthat you mostwant. The
no-brainerset to go foristhe 2CD The Ultimate
Collection, which majors on earlyhits while
coveringallbasesof post-Tommylife. As for
therarities, 1994's four CD boxset, 30 Years of

Because their first three albums were

; underachievers, The Who's
early reputationrests (like The
Kinks) on their singles, that
swathe of perfectlyrealised |
pop gemsthat beginswith the |
amphetamineangstof“I Can't
Explain” and endswith thejoy
of “PinballWizard". Thefirst |
dozena-sides, excludingthe
jokey, aptlynamed “Dogs”, still
paintavivid picture of
youthfulalienation and obsession. InWho-
land, the colours and music wereloud and the
scentsand templationsstrong, butinsecurity

| isever-present; the fearofhaving thewrong

clothes, nose, parents or sexuality. It's aworld

ofdisguisesandla-la-lies, in which

Townshend's heroes are either charged-up—-

nothinggetsin theirway, notevenlocked doors

-orinsecure, bornwith a plastic spoon.
There'sastreak of '60s pervat work, too;

cross-dressing (“I'mA Boy”), CONTINUES OVER » |
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Sowhichone's Bouncy?
The four faces of
The Who, early’ 70s

pornography (“Pictures Of Lily”), and
masturbation (“MaryAnne With The Shaky
Hand"), plus the cryptic, surrealist parable of
theindestructible autistic “Happy Jack",

Inthe Who canon, the '60ssingles have
alwaysbeenfree radicals. Permutations of
themcropup onalmost every compilation, but
assembling the full parade has always been
nighimpossible, especially “MaryAnne..." the
slipperysingle that neverwas. 1968's Direct Hits
—released, like Magic Bus—On
Tour, tofillthe Yuletide void left
by the non-arrival of Tommy—-
competentlygathered halfa
dozen hits, supplemented by
b-sides and rarities.

Acomplete collection of '60s
singleswas possible onlyafter
theexpiryofShel Talmy's rights
tomaterial he had produced.
Meaty Beaty Big And Bouncy
celebrated thatmomentin style, collecting
almostall the early hits, adding Entwistle’s
whimsical “Boris The Spider” and, forupdate’s
sake, “The Seeker". Named after the fourWhao
members- ‘Meaty' was Daltrey and so on-and
chosenand sequenced by Townshend, itwasa
crackingrecord thatnearly didn'tarrive.
ManagerKit Lambert threwahissyfiton
returning from the USto find thealbuminthe
shops, and demanded arecall so his choice of
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tracks could be made. Itwas, mercifully,
toolate, Meaty Beaty BigAnd Bouncy proved
enormously popular,apartyalbumsprayed
withbeer,aworn-out car cassette. It's

still great,

Ontheflipside ofart-rock Who wasb-side
Who, anabove-average R'n'Bband, punching
outwarhorseslike "Bald Headed Woman”,
Tamlacovers (“Dancing In The Street”), and
hotrod/surfanthems ("Bucket T"), thelast

TOWNSHEND IS HIS OWN
GREATEST COLLECTOR. AND
REISSUES HAVE COME
SATURATED WITH BONUS BITS

highlighted on the “Ready Steady Who" EP.
Early Who b-sides are rarely things ofwonder,
but the sullen “Circles” and Moon and
Entwistle’s self-celebration “The Ox” quickly
became cultish.

Forsecond-generation mods circa 1978,
b-side Whowasasimportantasart-rock Who;
hence The Jam'sversion of “Batman” and their
own “InThe City", itstitlea homage to the
forgettableb-side of “I'm A Boy”. The best

places tofind b-side Who (aside from CD
reissues of the first trio of albums) are Who's
Missing and Two's Missing, 1988 selections by
Petewithliner notes from the maestro himself
andgreatPopArtcoversbyRichard Evans. The
formerincludes “BarbaraAnn", a reminder of
the Beach Boys' influence on The Who's
falsetto vocalstyle, while thelatter boasts “Last
Time", and “Under My Thumb”, asolidarity
single ford h{. Stones’ 1967 bust, much
anthologised butusually not
withbothsides together.
Ifyouwanttoknowhowboth
art-rock Whoand b-side Who
soundedliveand whatkind of
thrillwasavailable at the
RailwayTavernor The
Marquee, go to BBC Sessions, a
timecapsule from 1965-'73
containingterrific
performancesof “Disguises”,
“Run Run Run” and Marvin Gaye's “Leaving
Here" amongothers. It'srawbut not chaotic—
everythingisintentionaland modulated, not
least those vocals. BBC Sessionsalsoillustrates
theeffects of ever-more-muscular
amplification. The band's assault on Johnny
Kidd's “Shaking AllOver” is truly seismic, but
compared to the finesse of the earliersides,
Rodge bawling “Long Live Rock” is regressive.
The CD reissue of 1974’s Odds And Seds also



featuresb-side Who. The original selection was
Entwistle's, there tofill the hole in the 1974
Christmas market (from the outset, The Who
havestayed fixated on late autumnreleases
and a counter-attack on the rampant
bootlegging that wasdriving the group nuts
The Oxgathered enoughrarities for two
albumsbutasingleitremained (anda
successful one), led by Entwistle's dud
“Posteard”. Alongwith the excluded material,
the CDversionincludes Pete'sstraight-up
opinions onsome of the selections.

1976's The Story Of The Whowas the first
attemptatrock-legend Who-dressedina
coverwithaglamrockflavour (an exploding
drumkitin pinkdryice) itmade No2inthe
UK charts. 1981's Hooligansupdated the story
toinclude post-Moon demi-hitslike “Squeeze
Box"and “SlipKid". This wasstill-relevant
Who, its packagingaimedatthe post-punk
market; a trashed TVwith the group onscreen
lies before aforbidding councilblock. No
future, man!

Asthegroup fragmented inthe early 1980s,
the hits packages came withincreasing
frequency. Who's Greatest Hits (1983) was
followed by The Singles (1984), Rarities (1983,
and, infact, notsorare), The Who Collection
(1985) a TV-advertised job with uninspired
artwork (alogo againstaconcrete wall), Whe's
Better Who's Best (1988) and the unreleased

Who Cares Any Longer? (OK, so wemade that
lastoneup.) The CD-era My Generation-The
Very Best Of The Who (1996) trod a familiar path
and caughtits designeronabadday.

The handsome boxset Thirty Years Of
Maximum R&B (1994) ushered in the kind of
in-depth pop archaeology thathassince
become widespread. Issued to mark the 30th
anniversaryof TheWho'sfirstrelease as The
High Numbers—"“I'm The Face"/"Zoot Suit” - it
camewith essays by Pete, ex-PR Keith Altham
and biographer Dave Marsh.

Thetrick of 30 Years... isto gatherthe
essential tracksinto acoherentcareerstory.
The four High Numbers tracks at its beginning
are theslightlysickly cherries on the cake, poor
man’sR'n'Bor, inthecaseof “I'm The Face”,
poorman’s Kinks. The rest of the boxlines up
the classicsingles-thoughinfuriatingly, not
“Substitute” (there'salive version), cleanly
filletsthe earlyalbums, bringsinthe '70s
anthems—"“Won'tGetFooled Again”, “Let’s See
Action”-and includes ahefty portion oflive
work. There's plenty of period soundbites to
pepthingsupandit’sallin one place.

2004's Then And Now dragged out the same old
hits for the benefit of the firsttwo newWho
songsinanage; “Real Good Looking Boy" and
“Old Red Wine", respective tributes to Elvis
Presley and John Entwistle, The pairwere also
issuedasasingle, whilelater versions ofthe
album drop“0Old Red Wine", abarbed epitaph
for Entwistle ( “Youchose lowon the list™).

Forlive aficionados thereisalwaysanother
frontier. Live At The Isle Of Wight Festival 1970
(1996) isbestdescribed as a Tommy-heavy Live
At Leeds, strong onatmosphere. Join Together
(1990) boxesup the 1989 reunion tour. Live At
The Albert Hall (2003) captures 2000's charity
showandits guests (Paul Weller, Noel
Gallagher, Eddie Vedder. Nigel Kennedy). The
US only The Blues To The Bush (2000) isa 1999
Chicago show whereafive-pieceWhoplayan
R'n'B-inflected setlist. Live From Toronto (The
Who Album) (2006) dates from 1982, anarena
band going throughits paces. The fan-club
only View From A Backstage Pass (2007)
includes “The PunkAnd The Godfather” for
completists. Mostrecently there’s Greatest Hits
Live (2010), which cherrypicks liveshows from
different erasforafamiliarroster of anthems,
withanabridged version available onthe
second CD of thelatest Greatest Hits (2010).
Thosewishing to venture off-piste can scoot to
The Monterey International Pop Festival, whose
four CDsinclude 25 minutes ofacclaimed but
rathermessy 1966 Who. Their performance of
“AQuick One" ontheRolling Stones' 1969 ‘Rock
And RollCircus'isway better,

Forthefanwho haseverything thereis The
First Singles Box, whosecornucopia ofrare
snaps, artworkand fanfoddersurroundsa
dozen CDsingles featuring their two original
tracks. You get get eight '60s hits, three '70s hits
and “Real Good Looking Boy"/*Old Red Wine".

Thereisalsoavinylversion, nicerofcourse,
butone thatstillleave youwith several missing
'60s45s, and therealisation that the only way to
own“MaryAnne” on7"istofind a USrelease of
“ICanSeefor Miles". Rats! Oh, and whileyou're
crate-digging, keep an eye open for Magic Bus-
The Who On Tour, ifonly for that cover! @

LA SR
THE WHO: THE ALBUAS

COMPILATIONS AND

LIVEALBUMS

MAGICBUS

THE WHO DN TOUR
Released:

September 1968
Label: Decca

Chart Position: US 39
*

DIRECT HITS
Released: October 1968
Label: Track

drkd

MEATY BEATY

BIG AND BOUNCY
Released:

October 1971(US)
Novernber 1971 (UK)
Label: Track

Chart Position: UK S;
usn

*k i

0DDS AND SODDS
Released:

September 1974
Label: Track

Chart Position: UK10,
Us15

Hk ko

THESTORY OF THE WHO
Released:

September 1976

Label: Track

Chart Position: UK2
*k K

HOOLIGANS

Released: October 1981
Label: MCA

Chart Position:

uss2

*

WHO"S GREATEST HITS
Released:

Novemnber 1983

Label: MCA

Chart Position:

us94

S 1

RARITIES VOL 182
Released: August 1983
Label: Polydor

ok

THE SINGLES
Released: October 1984
Label: Polydor

Hdk

WHO'S MISSING
Released:

November 1985

Label: MCA

Chart Position: UK 44
*hkk

THE WHO COLLECTION
Released:

10 December 1985
Label: Polydor

Chart Position: UK44
*

WHO'S BETTERWHO'S
BEST

Released: March 1988
Label: MCA

Chart Position:

UK 10

b & 8

THIRTY YEARS OF
MAXIMUM R&B
Released: July 1994
Label: Polydor
Chart Position:
UK 48 s stk

MY GENERATION THE
VERY BEST OF THE WHO
Released: August 1996
Label: Polydor

Chart Position:

UK 11 4%

BBC SESSIONS
Released: February 2000
Label: Polydor s

THEULTIMATE
COLLECTION
Released: June 2002
Label: Polydor

Chart Position: UK17;
US3] *daik

THEN AND NOW
Released: March 2004
Label: Polydor

Chart Position:

UK 5 US57

A

THEFIRST SINGLES BOX
Released: May 2004
Label: Polydor

*k Kk

GREATEST HITS
Released: Dec 2009
Label: Geffen

ok

JOINTOGETHER
Released: March 1990
Label: Virgin

ok

LIVEAT THE ISLE OF
WIGHT FESTIVAL 1970
Released: October 1956
Label: Colombia

k& & 1

THEBLUES TO THE BUSH
Released: April 2000

Label: Polydor

e

LIVEAT THE ROVAL
ALBERT HALL
Released: June 2003
Label: Polydor

Hrdkk

LIVEFROM TORONTO
(THE WHO ALBUN)

Released: April 2006
Label: Immortal %

VIEW FROM A
BACKSTAGE PASS
Released:
November 2007
Label: thewho.com
ik

GREATEST HITS LIVE
Released:

January 2010

Label: Geffen

*kk
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THE WHO MISCELLANY

The solo releases, collectables, memorabilia and more

- THESOLO ALBUMS

ASTHEMAIN, restlessly creative force behind
The Who, youmighthave thought that Pete
Townshend's solo output would outstrip his
bandmates’ efforts several times over. Yet, as
Pete himselfhas claimed, much material
originallyintended for his solo work was

» ROGER DALTREY

Daltrey

TRACK.APRIL1973

CHART POSITION;: US 45

Daltrey was thefirstto
grasp commercial

1 successwiththis
pop-heavy, rock-light
album - broughttoyou
by then-budding songwriter Leo
Sayer —andits UK TopSsingle,
“Giving It All Away",

TRACKLISTING: One Man Band/
Way Of The World/You Are
Yourself/ Thinking/ You & Me/
It's A Hard Life/Giving It All Away/
Story SoFar/When The Music
Stops/Reasons/One ManBand
(Reprise)

Ride ARock Horse
POLYDOR/MCA. JULY 1975

CHART POSITION: UK 14; US 28
Recorded during

the filming of
Lizstornania —inwhich
Daltrey starredand
contributedvocals
tothe souncitrack Ride A Rock
Horseis slightly deceptivein name.
More soulful R'n'Band beat-folk
balladeering than out-and-out rock
music, itnonetheless boasts one
ofthe1970s' mostmachoalbum
covers.

TRACKLISTING: Come And Get Your
Love/Hearts Right/Oceans Away/
Proud/World Over/Near To
Surrender/Feeling/Walking The
Dog/Milk Train/I| Was Born To Sing
Your Song

One Of The Bays
POLYDOR/MCA,MAY 1977
CHART POSITION: UK 45; US 46
Thisfeatures
Daltrey's first
compositional
creditssince1970's
“Here For More”, the
b-sideto“The Seeker”,and the
first-ever co-writes of hissolo
career. One Of The Boysis
otherwise notablefor Beatles
completists: "Giddy"wasa
“giveaway" penned by Paul
McCartney.
TRACKLISTING: Parade/Single
Man's Dilemma/Avenging Annie/
Prisoner/Leon/One Of The Boys/
Giddy/Written OnThe Wind/Satin
& Lace/Doing It All Again

absorbed intoWhoalbums. Andin plundering
his own childhood for Tommy, or his battles
with brandy on The Who By Numbers, many
Whorecords could almost be categorised as
solo projects, in terms of songwriting at least.
Yes, Townshend's solo outputis eclectic,
ambitiousanddiverse, butitwas Roger Daltrey  historyoftheband...

McVicar
POLYDOR, JUNE1980
CHART POSITION: UK 39;US 22
wocan  Couldthisbethe
““ ‘lost' Who album?
Townshendand

I l ll Entwistle contribute to
===+ thissoundtracktothe
filmof the same name, a biopic of
bank robber John McVicar, released
through WhoFilms, andstarring -
whoelse? ~Rog. Theonly snagis
that none of the band penned any of
the material, which was contributed
inpart by '60s Brit-soul cult hero
- andvalued Who collaborator -
Billy Nicholls.
TRACKLISTING: Bitter & Twisted/Just
A Dream Away/Escape Pt1/White
City Lights/Free Me/My Time s
GonnaCome/Waiting For AFriend/
EscapePt2/Without Your Love/
McVicar

Parting Should Be Painless
WEA, FEBRUARY1984

CHART POSITION: N/A

Following the 'break
up’ of The Who, Daltrey
supplementedthis
fiftheffortwith
songwriting
contributions from Bryan Ferry
("Going Strong™) and the
Eurythmics ("Somebody Told Me™).
Iltbecame his first soloalbum
tofailtocharton either side of

the Atlantic.

TRACKLISTING: Walking In My Sleep/
Parting Would Be Painless/Is There
Anyone Qut There?/Would A
Stranger Do?/Going Strong/
Looking For You/Somebody Told
Me/One Day/How Does The Cold
Wind Cry/Don't Wait On The Stairs

Under A Raging Moon
10-VIRGIN/ATLANTIC, SEPTEMBER 1985
CHART POSITION: UK52; US 42
Thetitleisaclue.In
largepartatributeto
the late whirling-
dervishdrummer of
The Who, this features
amultitude of sticksmen paying
theirrespectsonthetitle track -
including Cozy Powell, Roger Taylar,
Zak Starkey and Stewart Copeland.
TRACKLISTING: After The Fire/Don't
Talk To Strangers/Breaking Down
Paradise/ The Pride You Hide/Move
Better In The Night/Let Me Down
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Easy/Fallen Angel/It Don't Satisfy
Me/Rebel/Under A Raging Moon

Can't Wait To See The Movie
10-VIRGIN/ATLANTIC, JUNE 1587
CHART POSITION: N/A
After Under A Raging
Moon recaptured
someof hisearlier solo
success, Daltrey once
: again broughtin
prcducerAIan Shacklockina
doomedattempttorepeatthe
magic. Daltrey co-wrote two
tracks, “Balance on Wires" and
“Take Me Home",
TRACKLISTING: Hearts Of Fire/When
The Thunder Comes/Ready For
Love/Balance On Wires/Miracle Of
Love/Price Of Love/HeartHas Its
Reasons/Alone InThe Night/
Lover's Storm/Take Me Home

Rocks In The Head ¢
CASTLE/ATLANTIC, JULY 1982

CHART POSITION: N/A
Daltrey'slastsolo
albumtodateis
anessentially
collaborative effort
with Gerard McMahon,
who receives aco-writer credit for 10
ofthelltracksandiseventhanked
inthe sleevenotes for providing
“musicaldirection”, "Everything A
Heart Could Ever Want (Willow)" is
writtenabout Daltrey's then-
teenage daughter, whoalso
contributed backing vocals. -
TRACKLISTING: Who's GonnaWalk Qn
Water/Before My Timels Up/Times
Changed/YouCan't Calllt Love/
Mirror Mirror/Perfect World/Love
Is/Blues Man's Road/Everything A
Heart Could Ever Want/Days Of
Light/Unforgettable Opera

» JOHN ENTWISTLE
Smash Your Head
Against The Wall

* TRACK/DECCA, MAY1ST1

CHART POSITION: US, 126
Withabacklog of
caustic, darkly
humorous material -
muchofitdeemed
unsuitable for TheWho
~the Oxwentabout recordingthe
firstofficial solo album by any
member. Besides the new material,
Smash Your Head... featuredan
extended, brass-doused version of

who had the biggest hitsingles (includinga
solo-credited “I'm Free") and John Entwistle
who began his solo career first. And Keith
Moonwho cut the most (in)famous solo
albumofthemall. Here, then, are TheWho
hoys'solo efforts—afascinatingalternative

“Heaven AndHell" = a popular
opener for Who shows, including the
celebrated Live AtLeeds gigitself.
TRACKLISTING: My Size/Pick Me Up
(Big Chicken)/What Are We Doing
Here?/What Kind Of People Are
They?/Heaven And Hell/Ted End/
You're Mine/No 29 (External
Youth)/1 Believe In Everything

Whistle Rhymes

TRACK, NOVEMBER1572

CHARTPOSITION: US138

W Thetitle playsonthe

N commonmisspelling
of his name, while the

M Useof basssynthesiser
and guest spots from Wings' Jimmy
McCulloch and a post-Humbile Pie,
pre-Comes Alive Peter Frampton.
TRACKLISTING: Ten Little Friends/
Apron Strings/| Feel Better/
Thinkin' It Over/Who Cares?/1
Wonder/1Was Just Being Friendly/
The Window Shopper/1 Found Out/
Nightmare (Please Wake Me Up)

Rigor Mortis SetsIn
TRACK/MCA. JUNE1973
CHART POSITION: US, 174
Rigor Mortis was the
§ name Entwistle
‘__ F Y " bestowed upon his

= 8 | backing band of this
| i period - butwasalsoa
commentonwhathe sawasthe
parlous state of rock inthe mid-'70s.
It'sacurio, for sure: ablend of
upbeat self-compositionsand
affectionate takesonclassic
rock'n'rolltunes.
TRACKLISTING: Gimme That Rock'n
Roll/Mr Bassman/Do The Dangle/
Hound Dog/Made In Japan/My
Wife/Roller Skate Kate/Peg Leg
Peggy/Lucille/Big Black Cadillac

Mad Dog (as John Entwistle's Ox)

7 TRACK/MCA MARCH1975

CHART POSITION: US, 192

Mad Dog carrieson
the early rock'n'roll feel
of Rigor Mortis... andis
thusoftenreferredto
byfansas ‘The Son
OfRigor Mortis’ The release of
thealbum coincided witha
disappointing Ox tour of the UK
andthe US - the Americanleg being
cutshort-withlosses totalling
upwards of £32,000.
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TRACKLISTING:| Fall To Pieces/Cell
Number 7/YouCanBe SoMean/
Lady Killer/WhoIn The Hell?/Mad
Dog/Jungle Bunny/I'm So Scared/
Drowning

Tou Late The Hero

EMBE

TION: US, 71
Eagle Joe Walshand
his long-time mucker
% JoeVitale playedon
and produced this
early'80seffort.
Tormmy completists note: the 2005
CDreissue contains “Overture
(Unreleased Out-Take)"
TRACKLISTING: Try Me/Talk Dirty/
Lovebird/SleepingMan/I'm
Coming Back/Dancing Master/
Fallen Angel/Lovels AHeart
Attack/ToolLate TheHero

The Rnck

GRIF

AT POSITION: N/A
emans  Althoughitwas
- recordedin1986,
" The Rock didn't see
E!; s publicrelease until
. 1996 -15years
after Too Late The Hero.
Uncharacteristically, Entwistle
only penned four of the tracks
onthealbumand handedlead
vocals over toformer Prism singer
Henry Small.
TRACKLISTING: Stranger In A Strange
Land/Love Doesn't Last /Suzie/
Bridges Under The Water/
Heartache/Billy/Life After Love/

O
Lod e

Tugelher apart

" Rogand Peteinthe
b Who-free late '80s

SR

Hurricane/Too Much Too Soon/
Last Song/CountryHurricane

Music From Van-Pires

IART P TION: N/A

B Entwistle's last
studioalbumwasa
soundtrack fora
computer-generated
animated children's TV
series. While sometracks had
appeared on previous Entwistle solo
albums. others were new
collaborations withdrummer
Steve Lurrswo

RACH ::Horror Rock/Darker
S|tleu*m;-hrx‘50met|mesf80 ey
Man/Good & Evil/When You See
The Light/Back OnThe Road/Left
ForDead/When The SunComes
Up/Rebel Without ACar/Don’'t Be A
Sucker/Endless Vacation/|'ll Try
Again Today/Face The Fear

» KEITH MOON

Two Sldes Of The Moon

K@Itr1751ﬂg.frlg7M00ﬂ s
solesolorecordsaw
him take the mic,
indulging his love of old
favouritesincluding
“TheKids Are Alright” and The
Beach Boys' "Don't Worry Baby". It
boasts anastonishing all-star cast,
including Ringo Starr, Harry Nilsson,
David Bowie and Spencer Davis, but
is aregular onWorst Album Of All
Timelists. Moon only plays drums

onthreetracks, and his version
of The Beatles'"In My Life" is
quite breathtaking. forallthe
wrongreasons.

“The Who's management
arranged for MCAtogive himan
advance tokeep himbusy,” Moon's
driver/minder Richard “Dougal”
Butler told Unecutin 2006. " The Who
weren't doinganything for six or nine
months. Sotheideawas, advance
himsome moneyand hopefully
you'llget some of it back. The most
expensive karacke LP ever made.”
TRACKLISTING: Crazy Like A Fox/
Solid Gold/Don’t Worry Baby/One
Night Stand/The Kids Are Alright /
Move Over Ms L/ Teenage Idol/Back
Door Sally/In My Life/ Together

» DETE TOWNSHEND.

Happy Birthday

DSITION: N/A
Thefirstof three
- tributealbumsto
-d Meher Babais credited
to Pete Townshend
and friends, including
Ronnie Lane. Only about 2,500
copiesofthe albumwere originally
pressed foritsrelease on Meher
Baba'sbirthday, lessthanayear
after hisdeath.
TRACKLISTING: Content/Evolution/
Day Of Silence/Allan Cohen
Speaks/Mary Jane/Allan Cohen
Speaks/The Seeker/Begin The
Beguine/With A Smile Up His Nose
They Entered/ The Love Man/
Meditation

IAm
EELPIE. 1972
CHART POSITION: N/A
# Peteand friends
congregate once more
intribute to Meher

Baba. Particularly
notableonthis record
r%theflrst incarnation of “Baba
O'Riley” whichis here performed

by Townshendaloneasan
instrumental stretching to

nearly 10 minutes long.
TRACKLISTING: Forever'sNo Time At
All/How To Transcend Duality And
Influence People/Affirmation/Baba

" O'Riley/The Song Is Green/

Everywhere | Look This Morning/
Dragon/Q Parvardigar

Who CameFirst

TRACK, OCTOBER1972

CHARTPOSITION: UK 30; US 69

From the still-
smouldering ashes of
the ‘Lifehouse’ project
emerged Who's Next
. and Townshend's first
major-labelalbum, essentially a
collection of previously written
songsand unuseddemaos. Who
CameFirstalsoincluded fourtracks
fromthe earlier Meher Babatribute
releases, featuring contributions
fromRonnie Lane and Billy Nicholls.
TRACKLISTING: Pure And Easy/
Evolution/Forever's No Time At All/
Nothing Is Everything (Let's See
Action)/Time Is Passing/There's A
Heartache Following Me/Sheraton
Gibson/Content/Parvardigar »
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With Love

EELPIE, MARCH1976

CHART POSITION: N/A

g - Hail Avatar Meher -

~ again! Pete
Townshend's friends
onthe third Meher
% Babatribute album
mcluded Blll y Nicholls, Steve
Humphries, Ronnie Lane, Ron
Wood, Bruce Rowland, Lol Benbow,
PaulWyld, Peter Hope-Evans (of
Medicine Head), and Sydney Foxx.
TRACKLISTING: Hail Avatar Meher
Baba/Give It Up/Without Your
Love/His Hands/Just For AMoment
Baba Blues/Meher/Contact/Gotta
KnowYa/Sleeping Dog/All God's
Mornings/Lantern Cabin

Rough Mix
(as Pete Townshend & Ronnie Lane)
POLYDOR/MCA, SEPTEMBER 1977

| CHARTPOSITION:UK44;US 45

@ Following hissplit from
§ TheFacesandashort-
= lived Small Faces
&4 reunion, Ronnie Lane
st came to Townshend
fcr helpcm hisnextsoloLP. The
project grew intoafull-blown
collaboration. Thoughbilledasa
jointalbum, Lane and Townshend
only share credits onthetitle track.
TRACKLISTING: My Baby Gives|t

| Away/Nowhere To Run/Rough Mix/

| Annie/KeepMeTurning/

Catmelody/Misunderstood/April
Fool/StreetIn The City/Heart To

album proper. [t was abig hit
commercially and critically, with
some observerscomparingit
favourablyto The Who's own Face
Dances. Daltreyin particular was not
impressed that Pete had kept tracks
like “Rough Boys" to himself.
TRACKLISTING: Rough Boys/| Am An
Animal/And | Moved/Let My Love
Open The Door/Jools And Jim/

' Keep OnWorking/Catsin The

| Cupboard/A Little Is Enough/

EmptyGlass/Gonna GetYa

All The Best Cowboys

Have Chinese Eyes

ATCO, JUNE 1982

CHARTPOSITION: UK 32; US 26
Anewly sober
Townshend,
captivated by the
newwave, let his

v self-indulgencesrun

free onthis autobiographical record,

augmented by spoken-word pieces

and sprawling synths.

TRACKLISTING: Stop Hurting People/

B —

| The SeaRefuses Mo River/Prelude/

FaceDances Part Two/Exquisitely
Bored/Communication/Stardom
InAction/Uniforms/NorthCountry

| Girl/Somebody SavedMe/

Slit Skirts

| White City: A Novel
| ATCO.MOVEMBER1985

Hang Onto/Till The Rivers AllRun Dry |

EmptyGlass

ATCO, APRILISED

CHART POSITION: UKI1;US5

New songs, new
recordings, all Pete:

3 1980's Empty Glass
was billedas
Townshend's first solo

CHART POSITION; UK 70; US 26
Aconceptalbumabout
ahousingestatein
west Londonandthe
crime and despair
found therein. "White

City Fighting" features co-credits

and guitarwork from Dave Gilmour.

TRACKLISTING: Give Blood/Brilliant

Blues/Face TheFace/Hiding Out/

Secondhand Love/Side Two/

Crashing By Design/1 Am Secure/

White City Fighting/Come ToMama

GENUINE SCOOP!

Ir side The Whos

o 2

ecording

ANOTHERSCOOP

HIGHEST CHART POSITION: N/A
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The Iron Man:
The Musical By Pete
Townshend
VIRGIN/ATLANTIC, JUNE 1989
CHART POSITION: US, 58
MNever doubt his
ambition! This musical
adaptation of Poet
Laureate TedHughes'
much-admired tale
was aslow-burning success, making
its stage debutat London's Young
Vicin1993. Impressed, Warners
optioned Townshend's version, and
amoviewas releasedin1999, with
Petelisted asexecutive producer.
TRACKLISTING: | Won't Run
Anymore/Qver The Top/Man
Machines/Dig/A FriendIs A
Friend/| Eat Heavy Metal/All Shall
BeWell/Was There Life/Fast
Food/A Fool Says/Fire/New Life
(Reprise)

Psychoderelict

ATLANTIC, JULY 1993

CHART POSITION: N/A

Pete Townshend's
last soloalbumtodate
f§ is, again, concept
driven - thistime
less-than-loosely
basedaround his own life and
struggleswith the long-running
‘Lifehouse’ project, heredubbed
‘Gridlife’. Townshend would later
revive the Ray Highcharacter

of Psychoderelict for his

2005 novella, The Boy Who

Heard Music and Endlless Wire.
TRACKLISTING: English Boy/Meher
BabaM3/Let's Get Pretentious/*
Meher Baba M4 (Signal Box)/Early
Morning Dreams/I Want That
Thing/Outlive The Dinosaur/Now
And Then/| Am Afraid/Don't Try To
Make Me Real/Predictable/Flame/
Meher Baba M5 (Vivaldi)/Fake It/
English Boy (Reprise)

THEWHO

'SELL UP!

Who memorabilia
and collectors’ items

ONEHUNDRED and eighty
guitars, 52 award discs, asmall
orchestraofbrassinstruments,
sketches, stage-gear, jewellery,
old Detours posters, 30 life-size
casts offish and much, much
more-the auction of items from
the estate of the late John
EntwistleatSotheby’sin May
2003 remains the single greatest
motherlode of memorabilia ever
offered to the Who-buying public.
Amongthe treasures:a 1958
Gibson Explorer (which sold
for£95,200); and The Ox's
favourite, long-serving bass
“Frankenstein”, a pink Fender
Precision thatmade £62,400-
nearly 10 times its estimate. Sales
amounted to anastonishing
£1,093,372, and even the
Sotheby'sauction catalogue
itself (animpressive 138 pages
ofhigh-gloss pictures and
undervalued guide prices) is
now asought-after rarity.

Whatwas onofferthatday-and
thisisatruismofanykind of
collecting, fromantiques to
baseball cards—was authenticity,
genuine provenance, and not
justsomenice guitarsand
quirkykeepsakes. This stuff,
literally, waspersonal, and thatis
whathardcore collectors prize
aboveall else.

Perhaps, though, youdon'thave
room on yourwalls for astuffed
marlin, evenifwascaughtby
Entwistle himself. Most Who
collectingstarts—as the band did -

| with the vinylrecords. Like their

! '60scontemporaries, the original

© releases tend to fetch the highest

' prices:acopyofthefirst

= Brunswickissueofthe My

. Generationalbum has sold for over
- £1000, and demo pressingsof early

singles"ICan'tExplain” and
“Anyway, Anyhow, Anywhere”

' canmake £300. Don'tgettoo

excited, though: standardissues
ofthose 7"s, evenin their
delightfullyold-fashioned
companysleeves are more likely
tosell for £20. “Demo45sand test
pressings command the premium

“ prices,” confirmsJulian Thomas,

buyer formemorabiliaspecialist
991.com, “provided theyarein
mintcondition.”
Thoseareimportant words:
mintcondition. Pete Townshend
would appreciate the fact that
hisband’sdeathlesssatire on
commercialism, The Who Sell Out,
cannow change hands for
upwards of £600, butonlyaslong
thecopyisasspankinglyclean,
and completewithitsattendant
gimmicks, the bonus psychedelic




The Ox's axes: just some

of John Entwistle’s bass-
guitar collection, 1978

posterand theall-important
sticker on the sleeve. Prices for
otherstandard album issuesare
strong, too: the first-pressing
matt-label Quadropheniacan
fetch £200, alaminated original
issue Tommy(with booklet)
sometimes more. Butthey have to
befirst pressings. Vinvlvalues tail
offforlateralbums: The Who By
Numberscanmake £50, It's Hard
maybeatenner, butonlyona
really good day. Autographed
albumsare another price level
altogether, particularlyifa certain
KMoonhasadded his mark. A
fullyautographed Who's Next
can fetch over £800; Face Dances,
with Rog, Pete, Johnand
Kenneyscrawled overit, around
£150-£250.

Probably themostfamous Whao
collectable isn'ttechnically by
The Whoatall: “I'm The Face”, the
first High Numberssingle,
released on Fontanain July 1964,
regularly commands £1100. But
the mostrequested item,
accordingto Thomas, isthe
unspeakably rare The Who Did It,
{right] a13-track 1970 comp,
available on mail-orderonly, and
withdrawn soon afterissue. Most
copiesweredestroyed, sothe

near-mintversionavailable on
991's booksat time ofwriting (“just
some lightcreasingand mild signs
of ringwearto thereverse”)
representsarare opportunityto
getahens'-teeth Who collectable.
$1923.95toyou.

Asvoumight expectforaband
with The Who'slive reputation,
gig paraphernaliais another
popularareaforcollectors. “'60s
concert programmes, ticketstubs,
gigflversand handbills are always
attractive,” notes Thomas, and
991.com have a 1967 tour posterto
prove his point, listed at over $300.
“But,” he counsels, “do vour
research. Therearemany fakes
out there purporting to be the
real thing.”

Andwhenitcomesto'live
memaorabilia’, proving
authenticityis notoriously
difficult. Thereare numerous
incidencesofsellers claiming to
haveapiece ofaguitarsmashed
by Townshend, orone of Keith
Moon'sdrumsticks, but, as
Fhomas confirms, “you'llneed
well-documented provenance to
satisfy collectorsthat they're
genuine. Ifyouwerearoadie
pickingup pieces post-gig
thenyou'dhaveaccessand

t

opportunity, butyou'dstillneed to

be able to prove yourcase.” Andif
vouthinkyour “special” copy of
Live At Leeds will one day help pay
offthe mortgage, think again:
“Theitemweareoffered almost
evervweekis theassorted
contractand letter reproductions
from theoriginal Live At Leeds,”
confirms Thomas. “People

find the paperworkand think

hey're original contracts signed
by the band. Sorry, but theyare
facsimile copies, albeit quite
convincingones.”

Although "'60sand '70s period
collectable remainstrongin2011",
more recentitems can be
desirable, too. And with the
avalancheof promotional
itemsthatattended tours and
(reJreleases fromthe 'B0sand '90s

onwards came some serious
"next-level” collectables. Take the
Road Case, for example, a hox
containing 25double-CD concert
sets fromthe 2002 North
American Tour, all stored withina
metal-appointed replicaroad
case, custom-printed with the
official tour logos, a 60-page tour
bookand authenticsignature
card, signed by Pete and Rog, and
listed on 991.com for nearly $1300.
OrTheVegasJob,a 2010 Canadian
Gold discawarded for DVD sales
of 50,000, and presented to
fownshend himself, witha
similarpricetag.

Oldor new-andtounderline
the point made by Sotheby's
Entwistle sale—the personal
connection remains key for
collectors, and the professionals,
too. So, whatis Thomas' greatest-
| ever Who find? "That would be
| Keith Moon'scashregister,” he
| says, unhesitatingly. “Asolid brass
| National Cash Register, circa 1915
andweighing 75kg, which Keith
bought to placein the bar room
ofhis 'Tara house. Ifonly that
could talk!” The diehard who paid
three grand for that hasinstalledit
inhisown private bar. Nowthat's
aproper fan. Mark Bentley @
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E'REIN
CHARLOTTE,
North
Carolina,on
Novermnber 20,
1971,onThe Whao'sfirst US tour
aftertherelease of Who's Next, and
theyareontopoftheirgame.

While The Whoare waitingto go
onstage, Keith Moonand [ gofora
strollalongthe backstage
corridors of the Coliseumwhere,
inastoreroom, wediscovera
hollowwooden egglargeenough
toconcealamanandafour-
wheeled cartonwhichitcanbe
mounted and transported. Keith
concealshimselfinside theegg
and ltowhim towards The Who's
dressingroomwhereheintendsto
leapoutandsurpriseeveryone.
Indeed, heishatchingaplottobe
wheeled onstageinthis
contraption. Unfortunately,
enroutetothedressingroom
thereisasteeplyslopingdownhill
curve, andIlosecontrol ofthe
vehicle, causingittocrash, the
eggtotoppleoverandbreakand
the World's Greatest Rock
Drummer to come tumblingout head firstamid
the wreckage. Keith and I narrowlyavoid being
ejected from the premises byasecurityguard
whohears thecrashand thinkswewere acouple
ofvandals...whichIsupposeweare. Of course,
hefailstorecognise TheWho'sdrummer.|
thinkonlyour Englishaccents saved usfrom
beingchucked outinto the car park.

Backatthe hotel-aHolidayInnasIrecall-
we'reallinthebar, aside from Rogerwho, asever,
hasretired earlywitha“temporaryovernight
companion”. And when the barshuts, abunch of
us, some Who crew, alocal fan ortwowho'd
discovered ourwhereabouts, mavbetheodd
intrepid girl, wind upin Keith's suite, where the
minibarissoonexhausted. Overatoneend of
thesuite, some gatherarounda TVwatchinga
movie. Butnot Keith, who'stellingjokes and
laughingatthem himself, prettyloudly-too
loudly forthose by the TV, one of whomaskshim
tomake lessnoise.

“We'retryingtowatchamovie,” someone says.

Thisis bigmistake. Ascalmasyoulike, ourhost
strides over to the TVsetandwithouteven
botheringtounplugit, wrenchesitfromits
mounting, carriesit tothe closed windowand
lobsitthrough the glass. Weareabout eight
floorsup. Thereisatremendouscrash.

“Aslwassaying...” continues Keith to anow-
speechlessaudience.

[ttakesaboutthreeminutes before the night
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if you've heard this one before

1971: CHRIS CHARLESWORTH on a smashing nightin with Moonie

“As lwas saying...” Moon,
Whosound engineer Bob
Pridden and Chris, 1971

e —

porterknockson Keith'sdoor, buthe'sreadyfor
him, and before he can evenopen hismouth
Keith hits hisstride. “Idon‘tknowhowI can
possiblyapologise forthe terrible accident that

hasjustoccurred,” he beginsin hisbest Oxford
accent. “It'sjusttoounbelievable, and 1 can'ttell
youhowsorrylam. lwasmoving the television
closerto thewindowso thatmore of my guests
mightwatchitfromthe bed whenitslipped from
my graspand, heaven forbid, fell through the
window... Just the mostawful thingtohappen,
andreallyadreadfulaccident...ljusthope
no-onewasbenedthit. Wherediditfall?Inthe
carpark? Oh, myGod, whataterrible thingto
have happened. Howmuchwillit cost?Ican
payyounow...”

Anditsoitwenton, withKeithneverallowing
the porter to getaword inedgeways until,

finally, compensation havingbeen agreed,

the porterisabout to leave and returnwithsome
materialwithwhich toeffecta temporaryrepair
on thewindow, which Keith hasrequested.
Meanwhile all ofus have somehowmanagedto
suppressour laughter, so—asacrowning gesture
—Keithdelivers thekillerblow: “Er...ifyou're
comingbackwouldyoubesokindastobring
two botttesofchilled champagneand,” Keith
hesitdtes forjust theright number of seconds,
“anotherTv?"

Thefollowingmorningldecide to take
breakfastin thediningroomwhere Ispot Roger
polishingoffahuge fried breakfast, toast, coffee,
thelot.Idecide tojoin him.

“Abitoftroublein Keith'sroomlastnight,” he
mutters.

“Yes."

“Ican’tunderstand it. None of my business
anyway. Whattimeisit?”

Iglanceat mywatch. “About 10.30.”

“We'renotleavinguntil 12... plentyoftime for
another blowjob. She's waitingupstairs forme.
Seeyoulater.”

Chris Charlesworth
Author, former Melody Maker journalistand
Editorar Omnibus Press, Chris also compiled
and co-produced The Who's 30 Years Of
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