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            CREDITS

         

         My grateful thanks go to those who agreed to be interviewed for this book. First and foremost among them, of course, are the three surviving original members of The Creation, Bob Garner, Jack Jones and Eddie Phillips, who all granted several lengthy and no doubt patience-exhausting interviews. Grateful thanks also go to the following for talking to me:

         Tony Atkins, Andy Bell, Johnny Byrne, June Clark, Gail Colson, Glen Colson, John Dalton, Stephen Friedland aka Brute Force, Joe Foster, David Garrick, Keith Grant, John Iles, Paul Kahan, Damon Lyon-Shaw, Alan McGee, Alan O’Duffy, Tony Ollard, John Pantry, Dave Preston, Roman Salicki, Rod Siebke, Ed Strait, Shel Talmy, Mick Thompson, Pete Townshend, Ken White and John Wonderling.

         In addition to the original quotes generated by the above interviews, I have included in the text many quotes from the few major articles that have been published on The Creation down the years, something that was made particularly necessary by the wish to represent the points of view of those Creation members no longer with us, Kenny Pickett and Kim Gardner. I have endeavoured to credit the source of the quotes when reproducing them but am happy to also acknowledge here the debt owed in this respect to Blitz  magazine, which carried interviews in 1982 with Kenny Picket and Eddie Phillips, both conducted by W Lynne Aldridge, Ugly  Things  #15 (1997), which contained a special of almost 30 pages on the band mostly written by Mike Stax and Record  Collector,  for its July 1995 Creation feature by John Reed. Also of significant help was the Eddie Phillips interview on the website http://www.sixtiespop.com

         
             

         

         I am humbled by the enthusiasm of fans of The Creation who have shown unstinting enthusiasm in their help with the project. I am particularly indebted to Rod Siebke for cuttings, videos, CDs and a bottomless pool of information and suggestions, Greg Weatherby for provision of recordings and cuttings, Mike Griffiths, also for recordings and information, as well as spreading word on the project through the Eddie Phillips and Creation discussion group he runs: http://groups.yahoo.com/group/theWorldof_EddiePhillips_and_The_Creation/; Syd Kreft for videos, cuttings and information about German chart placings; Mark A. Johnston for song lyrics, information and suggestions; Mike Stax for providing back issues of his excellent magazine Ugly  Things  http://www.ugly-things.com and information. 5
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         The  following  also  provided  much  appreciated  assistance: Frank Allen, Mick Avory, Keith Badman, Dave ‘Digger’ Barnes, Denis Blackham, Ken Blaikley, John Briggs, Matt Bristow, Mick Capewell, George Chkiantz, Bob Clifford of EMI Publishing, Don Craine, Jools Devere and Keith Phillips of Advance Graphics, Daniel Diezi, Roger Dopson, Russ Garrett, Andy Gray, Douglas Hinman, Ken Howard, Tony Jasper, Mick Liber, Judy Lipson, Zeke Lund, Jim McElwane, Tim Madgwick, Antion Meredith, Don Mudie, Wendy Ellison Mullen, Andy Neill, Sharon O’ Neill of EMI Publishing, Andrew Loog Oldham, Jackie Payne, Martin Payne, Mark Paytress, Aaron J Poehler, Alan Robinson, Mike Ross-Trevor, Marc Skobac, Malcolm Stewart, John Timperley, Richie Unterberger, Chris Welch and David Wells. And a big thank-you to all the wonderful Aussies who assisted me in my (sadly fruitless) search for the elusive ‘Digger’: Bazza, Peter Bruce, Paul Culnane, Ian McFarlane and Bruce Sergent.

         
            ‘MAKING TIME’, ‘TRY AND STOP ME’, ‘PAINTER MAN’, ‘BIFF BANG POW’

            Words and Music by Kenny Pickett and Edwin Phillips © 1966. Reproduced by permission of EMI United Partnership Ltd, London WC2H 0QY.

            ‘CAN I JOIN YOUR BAND’, ‘NIGHTMARES’

            Words and Music by Kenny Pickett and Edwin Phillips © 1967, Reproduced by permission of EMI United Partnership Ltd, London WC2H 0QY.

            
‘IF I STAY TOO LONG’, ‘TOM TOM’, ‘HOW DOES IT FEEL TO FEEL’, ‘THROUGH MY EYES’


            Words and Music by Robert Garner and Edwin Phillips © 1967, Reproduced by permission of EMI United Partnership Ltd, London WC2H 0QY.

            ‘OSTRICH MAN’

            Words and Music: Kenny Pickett and Eddie Phillips Reproduced by permission of Decentric Music Ltd. All rights reserved.

            ‘THE GIRLS ARE NAKED’

            by Jack Jones, Kenny Pickett, Ronald Wood and Christopher Gardner © 1968 Carlin Music Corp, London NW1 8BD – Lyric reproduced by kind permission.

            ‘SWEET HELEN’

            Composed by Kenny Pickett (Copyright control)
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            FOREWORD BY ALAN McGEE

         

         In the mid Nineties, my record label Creation began to take off. The taste of success was very nice, of course, but for me every one of the records we sold by the likes of Oasis and Primal Scream and Teenage Fanclub came with an extra little pleasure: spreading the name of The Creation, the band whose name I had taken for my label around the world. Despite the fact that they recorded a whole load of classic tracks, The Creation sold very few records in the UK and the US when they were together (1966-68). By the late Nineties, Creation was arguably the biggest record label in Britain. Tens of millions of people who bought records by Oasis alone were seeing The Creation’s handle whenever they glanced at the sleeve of their purchase. I made sure to drive the connection home by mentioning the band every time I could in the many interviews I was doing at the time. I even made a sort of fairytale transition from fan to benefactor when I financed a comeback album by The Creation in 1995, 27 years after they’d split.

         
            [image: ]

         

         I’d first heard of The Creation in 1979. at the age of eighteen. In fact, I was introduced to their name via a process similar to the one I’ve just mentioned. Closely inspecting the inner sleeve of the album ‘All Mod Cons’ by one of my favourite groups, The Jam, I noticed a mention of them and one of their songs, ‘Biff Bang Pow’. My introduction to their actual music came about three years later in the shape of a compilation that Edsel had put together called ‘How Does It Feel To Feel’. I was amazed by what I heard. Tracks like ‘Making Time’, ‘Painter Man’, ‘Through My Eyes’, ‘Nightmares’, ‘How Does It Feel To Feel’ and many others were not only brilliantly written, brilliantly arranged and brilliantly played, they were also – it seemed to me – a fantastic style of music I didn’t even know existed: psychedelic punk. It was love at first listen.

         Though I would have liked The Creation to have achieved the success they truly deserved in the Sixties, in a way I enjoyed the fact that they didn’t. It’s difficult to describe the delight you get when you’re young in telling people your favourite band is someone they’ve never heard of. While kids my age were saying ‘The Three Johns’ (the hip ones) or ‘Kajagoogoo’ (the not so hip ones) when someone asked them who their top group was, I 7could stand there feeling sooo cool when replying with the name of a group that would just make people scrunch up their noses in bewilderment. If you knew who The Creation were, you were a member of an elite. In time, I would find a few other people in that elite and form a band with them. Of course, we named it after a Creation song, ‘Biff Bang Pow’.

         I mentioned psychedelic punk. I doubt if that exact phrase actually popped into my had when I first heard The Creation’s stuff but by the time I was setting up my own independent record label in 1983, it definitely had. Psychedelic punk was a neat concept. Psychedelia without the airy-fairyness and lack of crunch that often spoiled the wonderful surrealism of it. Punk without the lack of tunefulness that sometimes ruined that fabulously raw style of music. As I’d decided that my label was going to put out records that were a mixture of punk and psychedelia, the name for the label was pretty obvious: the same as the name of the band that had – without meaning to or knowing it – invented the whole genre and then gone back to their day jobs when it turned out no-one was interested. Thankfully, the world had moved on by the Eighties and people did seem to be interested in my label’s records.

         It’s long overdue for somebody to write a book about The Creation. Their best records were as good as the best by the Beatles, Hendrix, Sex Pistols and anybody else who has had heaps of books written about them that you want to mention. They were just one of those great bands that slipped between the cracks. Sadly, it happens sometimes in the music business. I’ve managed to convince the public perhaps more times than most that a band I think are great are worth spending money on but at the end of the day you can’t frogmarch people to the checkout and force them to buy a band’s single or album no matter how good you yourself consider them to be.

         There’s been a process of change in The Creation’s fortunes since being a fan of theirs put you in an elite that was so small as to be almost non-­existent. Their catalogue is back in print in several countries, their songs have been used on film soundtracks and they – or a couple of them – play sold-out gigs today. In my own way, I think I’ve helped to ensure their name lives on, whether it be by giving them the chance to do a new album or by naming my record label, publishing company and recording studio after them. Sean Egan’s book is kind of the final stage of that process. Though we all know that there’s no correlation between being great artistically and fame/commercial success, we still can’t help replying – in contempt – ‘Never heard of ’em’ when someone swears they’ve just seen the next superstars-in-waiting. The same thing applies to biographies: you shouldn’t do it but you 8sort of think that if a band were really that important, why has no-one ever done a book on them?

         Well, you’re holding it in your hands. I don’t need a book to make me realise the importance of The Creation. I knew that long ago. But it’s fantastic that one has now been written. It will help convince those people who can’t quite admit to themselves what their ears are telling them when they listen to their records: that the Creation were one of the greatest bands in the history of popular music.
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            INTRODUCTION

         

         Their songs have been covered by acts as diverse as Ride, Boney M and the Sex Pistols; they impressed Pete Townshend so much that he asked their guitarist Eddie Phillips to join the already successful Who; said guitarist pioneered the use of the violin bow on guitar strings (an innovation subsequently appropriated by and credited to Led Zeppelin’s Jimmy Page); they inspired the name and original musical direction of Creation Records; they have been cited as an influence by Paul Weller, Alan McGee, Ride, Pete Townshend, John Lydon and others.

         Yet The Creation never had a bona fide hit single in either Britain or the US, had a recording career of no more than two years, experienced endless changes in personnel which ensured that at their death only their drummer had been a consistent factor since their original incarnation and never – before their 1990s reunion – released an album on either side of the Atlantic. So why write a 100,000-plus-word book about them? Well, read the first paragraph again. For a Sixties band to so inspire subsequent generations of musicians (as well as ones from their own era) without troubling the hit parade is almost unprecedented: in the age before albums superseded singles as the most important way of disseminating rock music, only the Velvet Underground spring to mind as a band who profoundly affected fellow artists while remaining a secret from the wider public.

         Quite why The Creation never achieved significant commercial success – at least outside West Germany and a couple of other Continental countries – remains a mystery. Their compositions ‘Making Time’, ‘Painter Man’, ‘Biff Bang Pow’, ‘Nightmares’, ‘Can I Join Your Band’, ‘Life Is Just Beginning’, ‘Through My Eyes’, ‘How Does It Feel To Feel’ and others are incontrovertible classics. They were also utterly innovative, a unique hybrid of pop, rock, psychedelia and the avant garde. Additionally, they were able – almost unbelievably – to continue creating great art no matter how many different permutations of the personnel they experienced. Yet their career never really got going, with even the commercial success and teen idol status they achieved in countries like West Germany seeming almost like a sick joke: a melancholia-inducing reminder of their failure in their home country and America, the territories which every rock’n’roll band considers to be the ones that truly matter.

         Despite having made great records through each different line-up, by the end of their tumultuous existence, the band were reduced to putting out Continental-only cover versions of ‘Bony Moronie’ and ‘Mercy Mercy Mercy’ 10that were a world removed from their previous barrier-shattering art. Exhausted by their inability to find a replacement for their lead guitarist/creative genius Phillips, they dribbled to a close in April 1968. One of their ex-personnel, Ronnie Wood (a short-term member) found fame with the Faces and the Rolling Stones and another, Kim Gardner, achieved moderate success with Ashton, Gardner and Dyke. For the rest, however, ordinary life and the necessity to come to terms with shattered dreams beckoned.

         In the early Seventies, being a Sixties has-been (or indeed a never-was) was not easy. Well before the nostalgia boom gave stars a virtually limitless career span, musicians who were no longer able to make ends meet in their chosen profession faced only the bleakness-tinged life that is the lot of those who had tasted screaming fans, limousines and adoring girls but have nothing to look forward to but humdrum jobs and suburban uneventfulness. Eddie Phillips – one of the greatest and most innovative guitarists of his generation – started driving the 38 bus from Leytonstone to Piccadilly five days a week. His fellow London Transport staff had no inkling that their colleague had supported Cream, The Kinks and The Rolling Stones on stage nor that one of the occasions he had appeared in the pop papers was when a story had broken that Pete Townshend has asked him to join The Who. One can’t help but feel that something sadder than a desire not to be seen to boast was behind Eddie’s taciturnity about his previous life.

         Then something strange happened. As rock music grew in age and respect, and as its audience matured with it, it started to acquire its own biographers, annotators and historians. Music once dismissed as disposable trash was increasingly cherished and documented by its devotees. Proper analysis of rock music turned from rare to commonplace and books on popular music figures were now less likely to be exploitation fluff than the type of serious, in-depth studies that the world had previously thought only ‘proper’ artists like painters, authors and classical composers deserved. In such a climate, chart positions began to be seen as fundamentally less important than artistic merit. Correspondingly, great artists who had not achieved commercial success began to be perceived in some quarters as just as respectable as those who had had strings of chart toppers.

         They were also deemed just as worthy of having articles written on them as the superstars – in a way more so, for who wanted to read yet anther article about artists like the Beatles or Dylan, who had already been the subject of several millions of words? Like many great, neglected bands, The Creation began to acquire a cult status. Their records – which shops had not been able 11to give away in the Sixties – now became collector’s items, fetching increasingly inflationary prices. Their records began to be reissued as record companies were taken over by a new generation who had grown up in the Sixties and to whom art was just as important as commerce.

         By 1987, Eddie and Creation vocalist Kenny Pickett were so aware of the cachet status their ex-band’s name had that they were planning to issue a new album under that sobriquet. (By then, by one of those lovely instances of good karma that can happen to songwriters, they had experienced an unexpected windfall when ultra-successful disco group Boney M had released an unlikely hit cover of the Creation’s signature song, ‘Painter Man’.) The decision in the mid-1990s by Alan McGee – the defining British music mogul of his era – to finance the very first proper Creation studio album was the ultimate acknowledgement of The Creation’s worth.

         Our Music Is Red – With Purple Flashes (the immortal quote coined by Phillips to describe his band’s records) can’t turn back the clock nor put right the injustice of their failure nor undo the fact that Pickett died in 1997 an unfulfilled and disappointed man. What it can do is take part in and hopefully help consolidate the process in which various rock journalists, reissue labels and celebrity fans have been involved over the last couple of decades: giving one of history’s great neglected bands their due.
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             CHAPTER 1

            IN THE BEGINNING
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         The story of the band who became The Creation begins with an ensemble called Neil Everett & The Vibros. This group was one of a surprisingly high number on the music scene of the Cheshunt/Waltham Cross area on the outskirts of North London, in the early Sixties. That Cheshunt had the kind of throbbing music scene more usually associated with an urban area than a suburb is probably attributable to the example of Cliff Richard, a local boy who in 1958 became Britain’s first proper indigenous rock’n’roll star with his hit ‘Move It’. (Tommy Steele’s hit of two years earlier, ‘Rock With The Caveman’, doesn’t count on the grounds that it was intended as a parody of the genre.)

         It was in the Vibros in the early Sixties that a young Jack Jones began his career in music, albeit on a singing basis, rather than in the role of drummer that he would fill with The Creation. Jones had grown up if not alongside then adjacent to Cliff Richard, or Harry Webb as he was then. “(I wasn’t) a mate of his but I went to the same school‚” says Jack. “He was a couple of years older than me. Cliff was a prefect. Didn’t like ‘im much! No, he was all right. He was a good guy. He actually had a band there. He played at our school concert.”

         The Vibros are of no particular significance in rock’n’roll history but marked the first point at which the professional paths of two future Creation members bisected: after Jones’ brief stint in the band ended, he was replaced by one Kenny Pickett, future Creation frontman. Explains Jack,” “I think I was Neil Everett number two and I think Kenny was Neil Everett number three. I left because I just loved playing the drums and I didn’t really feel right as a frontman out there at that particular time. Never met Kenny at the time.”

         Jack Llewellyn Jones was born in Northampton on 8 November 1947. One of three children, he has an older brother and sister, “My dad was a 13painter and decorator,” he says. “He was an old Welsh miner one time and he got one of these old Welsh miner diseases so he had to pack it in. He couldn’t go underground any more ‘cos it would have killed him so he come up to find some work – ‘cos there was nothing about in them days – to London and that’s where he met my mum. Her mother and father had a grocery shop in Bethnal Green and my mum was the oldest in the family so she was like a manager and she used to spend a lot of time looking after the shop. When she met my dad they got married and off they went.”

         Educated at Cheshunt Secondary Modern, Jack’s original job was that of cabinet maker. Like many of his musical generation, though, he continued to show symptoms of the rock’n’roll bug that had bitten him in the late Fifties via playing in amateur bands in his leisure time, a bug that the once unbelievable global success of a British band called the Beatles naturally did nothing to counteract. Ray Vincent and the Raiders was the setting for Jack’s drumming skills but he would also occasionally dep for a more proficient local group known as Jimmy Virgo and the Bluejacks. As well as the titular vocalist Virgo (real name James Hayford), the Bluejacks featured a guitarist called Norman Mitham. Mitham had grown up, attended school and played in a band with Harry Webb/Cliff Richard.

         Unfortunately for Mitham, the guitarist with whose name Richard’s would become synonymous was not him but Hank Marvin. “He only got rowed out when Hank came along,” explains John ‘Nobby’ Dalton, Mitham’s colleague in the Bluejacks. Dalton, like Richard and Mitham, had attended Cheshunt Secondary Modern School, although was a few years younger than them. Dalton was asked to join the Bluejacks just after leaving school himself although not on his preferred instrument of guitar. “In those days – this was about ‘59 – there wasn’t any bass players about,” Dalton explains. “The first bass player I ever heard of was Jet Harris from The Shadows. I actually had a six-string guitar, a Hofner Club 40. I couldn’t really play. The first thing I learnt was a Jet Harris number called ‘Jet Black’. They liked that and said, ‘Join us?’ I said, I can’t really play’. They said, ‘Well, we’ll teach you’. That’s when Norman Mitham taught me the rudiments of it all.” Mick ‘Spud’ Thompson was the Bluejacks’ rhythm guitarist.

         Pete Wilson and Bobby Henrit would occupy the drummer’s stool in the Bluejacks but, Dalton recalls, “It wasn’t until we actually got Jack that we had a regular drummer.” Jack had no difficulty in accepting the offer made by the Bluejacks sometime in 1963 to move from the status of dep to permanent drummer. He says of the Raiders, “It wasn’t going 14anywhere. A couple of the guys wanted to pack it in.” The Bluejacks, on the other hand, “were quite a decent band for their time.”

         “It suited it, what we was doing at the time,” says Dalton of Jack’s drumming. “I’ve had this all along in me musical career: you know of better drummers but it doesn’t mean to say they’re better suited for the band. An example, Ringo Starr – far from the best drummer in the world but he was exactly right for the Beatles, his style of playing and everything. Jack was the same really… Later on, his vocals were a great asset as well.” Dalton also recalls Jack being an asset as a person with a “dry sense of humour.”

         Like almost every semi-professional British group at that time, the Bluejacks served up a diet of classic rock’n’roll and current chart hits for audiences who were concerned not with watching the performance of the band but with having an appropriate sonic backdrop to dancing, drinking and attracting members of the opposite sex. Not that the band members were apt to agonise about this: they were supplementing the income from their ‘real’ jobs by having fun. At that stage of UK rock history, that was all most British musicians could imagine asking for.

         “We used to do okay,” says Jack. “We used to work regular. We had all the American air force bases and clubs. We did a little tour down in Wales once which went really well. It was good fun.” Playing US air force bases – then thick on the ground in Britain – provided a glimpse into what seemed almost a different universe to the natives of country whose perennial weather-dictated greyness was then exacerbated by the post­-war austerity that still stubbornly lingered following the ending of rationing in 1954. “There were loads and loads,” says Dalton of the bases, “and for us they were totally different – to play the officer’s mess and things like that. You’d never seen anything like it. They just knew how to live and dance and the first American hamburger we tasted, we thought, ‘Blimey – this is unbelievable’.”

         Small-scale their ambitions may have been but The Bluejacks even did some recording, albeit in the form of an acetate. The one copy of the acetate pressed, which is still in existence, contained versions of Gene Vincent’s ‘Say Mama’ and Vince Taylor’s ‘Brand New Cadillac’. Both are uncanny facsimiles of American rock‘n’roll but essentially characterless, unless you count Virgo’s patently Hertfordshire accent on his cry of “Let’s rock!” before the guitar break.

         “I think that was done in Regent Sound,” says Dalton, referring to a studio in Denmark Street, London that saw the recording of many tracks 15at the time both of the complete lack of significance of the Bluejacks’ and of the importance of the Rolling Stones’ classic debut album. “We didn’t get anywhere with that. I think we just done it for ourselves. Perhaps we thought it wasn’t really quality enough.” The very success of the Bluejacks on the live circuit was what led Jimmy Virgo to decide in mid-1963 to leave the group that bore his name. “We were trying to get a bit bigger and we wanted to do more work,” recalls Dalton. “There was a lot more work coming along with the American air bases. At that time as well, most of us were working and playing of an evening. Getting home two or three in the morning and up for work next morning.”

         As a postman, Virgo had to get up earlier than most. Dalton: “We were all single but him being a family man with kids, it was getting too much.” Following Virgo’s decision, Jack, Dalton and Mitham had a meeting at Jack’s house to discuss what they were going to do next. They decided on the obvious answer: to continue with a new name and a new singer. A man from Welwyn Garden City whose name is lost in the mists of time performed vocals for a few gigs before a permanent frontman was recruited. Dalton: “People used to come and watch us, Roy and Margaret Morris. They lived on the same estate and they used to come and watch us with Jim in the band. They come to see me and said, ‘We got a friend who sings’.” The singing friend in question was Kenny Pickett. “Kenny was a plumber and Roy’s a plumber and I think they used to work with the same firm in Hertford,” says Dalton. Kenny was given an audition at the Tudor Rooms in Hoddesdon. Dalton: “He come along and sung ‘Don’t Be Cruel’. We thought, ‘He’s quite good’. He got the job straight away. I think Ken had been in bands. I don’t know what ones but I think a local band. He wasn’t doing anything at the time apart from plumbing. We desperately needed a singer and he looked good. You could tell straight away: he could sing. So that was it.”

         Kenneth George Pickett was born in Ware, Hertfordshire. His earliest published date of birth was 3 September 1942. However, his true year of birth was 1940, making him easily the oldest of all the future Creation personnel, and the only one of them to have done National Service. He told Blitz  magazine in 1982, “At the time you didn’t dare tell anyone how old you were. I was 26 when I was in the Creation but I didn’t tell anybody.” As well as being the only Creation member to have been conscripted, he was also the only one to have received a grammar school education. In the days before comprehensive schools, the fate of British schoolchildren would be decided by the 11 Plus examination that dictated whether they 16went to a school which assumed they would become blue-collar workers (secondary modern) or white-collar workers (grammar). It was, perhaps, this extra degree of intelligence that led Kenny to possess a character that was notable for supreme confidence bordering on arrogance.

         “There was nothing shy about him,” says Dalton of his new colleague. “He was very outright and said what he had to say. Most of the time that’s good for a lead singer, ‘cos you’ve got to have the courage to stand out front and project your image across. It doesn’t really help if you’re a shy sort of person. He was very forthcoming.” However, Dalton recalls drawbacks to Kenny’s confident personality: “Ken would jump into something both feet without thinking anything about it.” Despite being educated at Hertford Grammar School, Kenny was working as a heating engineer/plumber at the time of his recruitment to the band in late 1963 and Dalton says he saw no sign of the academic bent that would, in later years, see him try to embark on a career as a novelist. Kenny had at this point roadied for Neil Christian, whose band The Crusaders included a young Jimmy Page.

         As was then still the custom, despite the Beatles’ example, the singer’s name would be in the group’s new title. As was also something of a custom, the singer would not go out under his birth name. In the new group, Pickett was Kenny Lee. It’s possible Kenny alighted on ‘Lee’ as a nod to rock’n’roll hero Jerry Lee Lewis, but more convincing is the idea that it was an allusion to the Lee Valley, in which Cheshunt and Hertford are both located. The rest of the band were christened the Mark Four. Nobody seems able to recall how the name came about or what it means. Kenny Lee and the Mark Four were completely unrelated to two British groups with similar names: the Liverpool-based Mark Four – who, like Kenny Pickett’s, would eventually record for Mercury – and the Mark Five, who recorded for Fontana, another future Kenny Pickett-Mark Four label.

         The latter recorded a 1964 single called ‘Baby What’s Wrong’ b/w ‘Tango’ which has erroneously ended up on at least one compilation purporting to feature only material recorded by the Pickett Mark Four. “We had never heard of them for ages,” says Dalton of the other groups, “cos you’re only in your little old world there. You don’t go up to anywhere like Liverpool or anything like that.” There was also an American group in the Fifties called the Mark IV (with a Top 30 Billboard  hit to their credit): again, the name was simply coincidence.

         17The original line-up of Kenny Lee and the Mark Four didn’t last long. By early 1964, the members had decided that Norman Mitham, local legend or no, was surplus to requirements. “We had to get rid of Norman ’cos where he started off as a fine guitarist, I don’t think he progressed,” reasons Dalton. “He stayed on the same level as a guitarist but everything was changing around him.” For the hapless Mitham, who had already narrowly missed one boat to stardom, it must have been sickening. However, his replacement was the musician who would ultimately make The Creation the revolutionary band they were: Eddie Phillips.

         “The last I heard, (he was) a milkman,” says long-term Creation fan and friend Rod Siebke of Mitham’s fate. “That’s 15 years ago. I saw him one time in the late Eighties. Freddie Wilkinson from the Bluejacks died, there was a benefit gig put on and Norman couldn’t even play. Eddie played behind the stage and Norman just mimed. He’d totally lost it, I think. He was quite a good guitarist.” Eddie Phillips was a delivery driver by day (he had also been an insurance clerk) and at the time had recently finished a long-term stint as lead guitarist with a band called Bobby Lee and The Travellers who had been managed by Ian Swan, also the manager of Kenny Lee and the Mark Four. An audition was arranged for the bandless guitarist to rehearse for the Mark Four at Joe’s Bar in the Salisbury Arms in Hoddesdon, a venue occasionally played by the group which they borrowed for the evening.

         Though Eddie was at this point far from the violin-bow wielding, feedback-invoking innovator of future years, he was clearly a cut above the rest. In contrast to Mitham’s staid, Fifties-rooted style, Eddie was on the cutting edge of guitar technique, even if that didn’t mean too much in those musically basic times. “He come along and he could bend a string,” marvels Dalton. “We went, ‘Oh, blimey! Ooh, that’s great’. Like Joe Brown was doing at the time and Jim Sullivan. He was straight in after that.”

         Edwin Michael Phillips was born in Leyton in the East End of London on 15 August 1945. Eddie was the middle of three children, having an older sister and a younger brother. His father was an electrical engineer and his mother a housewife. Eddie’s first instrument was the family piano. Picking out the popular tunes of the day from the age of about seven on the keyboard of the instrument that happened to be in his house was a grounding that Eddie considers to have been invaluable in his future musical adventures. “You’d figured out what music was and how it all worked,” he says. “Press that note and it went like that and press that note and it went like that.”

         18Eddie was another willing victim of the rock’n’roll bug, mesmerised at the age of 13 by this new form of popular music which for the first time emphasised rhythm over (but not to the detriment of) melody and whose practitioners were awe-inspiring, glamorous creatures like Elvis Presley, Jerry Lee Lewis, Buddy Holly and Chuck Berry “We was absolutely mad for it,” recalls Eddie. “We lived for it, really. We was going to school and going to work but the music somehow was, like, so, so important. It was because the rock’n’roll thing was just breaking in this country, it was a teenage revolution almost. I always think there was two really good times for British music. One was that sort of ’56-57 time when it was just breaking.”

         The other golden age in Eddie’s opinion was the summer of love of 1967, to which psychedelic season he contributed so much with his work with The Creation. Back in the late Fifties, though, with no conception of what he would later achieve artistically in the medium, Eddie was lapping up the sounds and images of rock’s first wave of heroes. Eddie: “When you saw Elvis for the first time (you went) ‘What?’ And Buddy Holly with a Strat. And you was hearing that Duane Eddy guitar. We used to go up to the caff, (me and a) friend of mine Stuart who later played bass in a band I was in, which had a big Bel-Ami jukebox and we’d sit there with a Coca-Cola and doughnut and just feed this thing all night. Just fantastic. We loved it.”

         Unlike affluent America where kids could afford instruments, rock’n’roll in Britain went hand-in-hand with the skiffle phenomenon, whereby teenagers would try to emulate the sounds made by their heroes with instruments put together from household fixtures. “One person would get a guitar, then someone else’d get one, then you’d see pictures of the old tea chest bass with a broom handle and a bit of string,” recalls Eddie. “Then one of the other guys made a bass and we used to go round each other’s houses in the evenings, just muck around with this. Didn’t know how to play.”

         Although Eddie had had the luxury of living in a house where a piano happened to be present, his hankerings for the main instrument employed in rock’n’roll were not so easily satisfied. His first guitar was actually handmade. “We used to go to a youth club after school to play records and stuff and one of the guys there was pretty handy with wood,” he says. “He cut me up a solid body. I don’t know to this day what I did for a neck. I got a neck from an old acoustic, I think. We just put some strings on it and it worked, in actual fact. It was just basic. It just had a pick-up. It didn’t have any tone controls.”

         19The guitar was cut in the shape of a Fender Stratocaster, the guitar made famous by Buddy Holly, the sleek, thin, classy appearance of which seemed to epitomise space-age modernity just a much as rock’n’roll itself. “Up to that point we’d only ever seen pictures of Buddy Holly with the Fender,” says Eddie. “That was pre-Shadows so nobody we knew or who was around on the English scene had a Strat. You’d look at this guitar, and think, ‘My God, what is that?’ It’s got the tremolo arm. Just looked so fantastic. And great sound as well.” Eddie’s home-made instrument wasn’t quite up to the standard of Holly’s model. In contrast to the way that the Strat’s revolutionary double cutaways enabled access up to the 21st fret, when Eddie attached the neck to the body his friend had provided he found he couldn’t play past the fifth fret. “It was impossible,” he laughs. “The strings were about half an inch away from the fingerboard.”

         Tightening the strings merely caused the fingerboard to curl up. Eddie: “Nothing like a Strat in reality. It just was a solid-body guitar.” Similar naiveté attended Eddie’s first adventures with amplifiers. After having got over his initial shock that one couldn’t just plug an electric guitar into a light switch, he sent off for a mail-order amplification kit consisting of a self-assembly chassis and valve for which the customer was expected to provide his own case. Eddie constructed a box which he covered in red leatherette and added screw-in legs similar to coffee-table supports.

         Nonetheless, he had made a start as a guitarist. “From that I bought an f-hole acoustic for four quid, which seemed much more playable,” he says. “I could actually hear it without plugging it in. That was a nice little guitar, actually. Paid four pound for that. That was a fair bit of money in those days, the equivalent of about fifty quid now.” Eddie’s journey on the path to guitar hero initially went down a cul-de-sac. “I played for six months having the guitar tuned up completely the wrong way,” he says. “I had it tuned to an open chord and I’d just barre the positions on the fifth and the seventh fret when I needed to change – ’cos it was all three-chord stuff. I bumped into someone one day and he was tuning his guitar up and I said, ‘What you doing?’ He says, ‘Tuning it up.’ I said, ‘No, you don’t do it like that – you do it like this.’ He said, ‘No – you do it like this’. I’d wasted six months playing this way.”

         Asked if he was thinking of music as a career at this point, Eddie says, “It never really happened like that. It was just this wave of music that was going on and you kind of got swept along with it. I never dreamed for one minute in those days that I’d ever make a career in music. Even when we 20was doing it in the Sixties, like with The Creation that was never a thing; it was just playing the music. If you’d said in 30 years’ time they’re still going to be remembering these songs, I wouldn’t have believed it then. Some people go into it in a different way, as a business, I dare say, but with us, a lot of the bands that I’ve been involved in, it was just like, ‘Let’s just do it’.

         “In those days, if you could play anything, it was the greatest thing you could ever do. The nicest thing as well. The possibility of doing it instead of doing a day job and getting paid for it – wow! Probably didn’t ever get better than that.” Eddie’s inaugural public performance came when he was around 15, although his parents weren’t in a position to celebrate this momentous occasion: “I couldn’t even tell my parents where I was going ’cos I was gonna play in a pub and my mum wouldn’t have liked that. I think it was the Lion And Key in Leyton or something like that. I can’t remember the band. The guys were a lot older than me. I don’t even know how I was actually playing with them. I did a few sort of local things with them.”

         Eddie modestly denies the precocious talent his playing with older musicians implies. “I suppose I could play a bit – and don’t forget in those early days of rock’n’roll, this is pre-Sixties, nobody was a fantastic standard. The most prominent guitar player at that time in the real early days would probably be Bert Weedon. He’d do ‘Guitar Boogie Shuffle’ and you’d think, ‘Wow, that’s fantastic’. If you knew half a dozen chords, you were well on the way. And a lead break was very, very simple, maybe just barre-ing the first and second strings and then when the chord changed you’d just move up to the second and third fret, past that, get that sort of classic rock’n’roll solo. Things like ‘Whole Lotta Shakin’. The guitar break in that was one I used to listen to – and, of course, Chuck Berry. To hear that ‘Johnny B Goode’ intro, was like, ‘How did  he do that?’”

         The first band of which Eddie was a long-term member was Nick Taylor and the Breakers, which became Bobby Lee and the Travellers upon a change of singer. The bathroom of bassist Stuart Salter (a previously-mentioned ex-schoolmate of Eddie’s who remains a friend to this day) was the location for skiffle jams for its good acoustics. The Travellers, with the usual repertoire of covers, began making a name for themselves in and around their area. “We lasted about four years,” Eddie recalls, “from 1958 ‘til I joined the Mark Four about ’62. If you were doing gigs you were playing the charts. Whoever bought out a song, you’d try and cover it so you could play it that weekend.

         21“There was five of us in The Travellers; bass, rhythm, lead, drums and singer. I was lead player. Locally, we worked a lot. We all had day jobs but would work most Saturday nights.”

         One of their regular gigs was Leyton Baths, a swimming pool which, in winter, had a cover pulled over it and was converted into a dance hall. The primitive nature of the live circuit in those days is illustrated by The Travellers’ experiences in playing this venue. “It was massive, and the only amplifier I used then was a small Vox,” recalls Eddie. “About 15 watts, I believe. Stuart’s bass amp (was) something he’d made himself, a big cabinet with a Linear 15-watt or 30-watt amp. Mike, rhythm guitar, he had a small amplifier and the PA was something like a couple of little WEM cabinets with two tens in each side. Yet we didn’t feel it wasn’t loud enough.

         “It was weird, really. If you did that venue now, you wouldn’t feel right going in there without a whacking great big serious rig, but everybody had the same gear then. You either had a pair of WEM or Vox PA columns. This was pre-Marshall days.”

         In 1961, the Travellers made an acetate record, just as the Bluejacks had done. In a day and age before the widespread availability of tape recorders, this was the musician’s equivalent of vanity publishing: a fee would be paid to the owner of a recording space/recording equipment whereupon the band would be given the opportunity to preserve their sound for posterity. An additional little thrill was provided by the fact that this would be in the form of an acetate record that, at a glance, looked like a record that you might find in the selfsame shops as stocked the product of your rock’n’roll heroes like Elvis or Buddy Holly. It’s doubtful, though, that those two icons encountered the kind of semi-comical conditions as The Travellers did at Radcliffe Recording Services.

         Eddie: “You’d go to this place and you’d give them something like 15 quid – a week’s wages – and you could go in and set all your gear up. This guy was like a Frankenstein bloke, (with) all these knobs and that. It was eerie. It was a proper business but (in) this big old house, like the Addams Family house. Imagine like Igor to open the front door for you.” There was no multi-tracking or overdubbing involved. “You’d record and you’d play it like a gig.” Nor was there opportunity for multiple takes. “Pretty much one hit unless it was something diabolically went wrong.” As with the Bluejacks, there was no thought of using the recording to attract the interest of record companies: “It was just to have. For the buzz of it: you’d made a record. Kids did that then.” The acetate featured two or three 22numbers, amongst which were a Phillips-penned instrumental and (possibly) ‘Pointed Toe Shoes’ by Cliff Richard.

         By ’62, Eddie was looking for another band. “The Travellers slowed down and we decided to pack it in. Ian asked me if I’d like to join the Mark Four. Just went along there with my amp and met the other guys and Kenny turned up in his Mark Two Zodiac, very impressive. Played a couple of hours together and went on from there.” (Dalton remembers him rehearsing “a couple of numbers”. He also recalls that Eddie was now playing a Futurama electric guitar.) “He could be quite jovial at times,” says Dalton of Eddie as a person. “The funniest person in the band was our rhythm guitarist Spud Thompson but Eddie had quite a good sense of humour. Always helps to have a few light-hearted ones like that.”

         Initially, the band’s repertoire remained as cover versions, despite the presence of a rather special guitarist. A prosaic attitude was the key to the era, as Dalton explains: “People say to me now, ‘Was you a mod or a rocker?’ And I say, ‘Well, I was totally different ’cos I was in a band and you went with the times’. In the very early days you were playing rock’n’roll, ‘cos it was all that was around, so you had your quiff in your hair and I suppose you were labelled a rocker. And then you become a mod. We was just playing covers.

         “We really started doing a lot more work,” continues Dalton. “We didn’t have that many days off each month. It was a nightmare at the start though ‘cos we were still working. It weren’t too bad for Eddie ’cos a lot of our work was through a promoter called Billy Smith. He ran a lot of pubs in South London and we did a lot of work for him. Eddie was always the last pick-up on the way down there and we’d go and do the gig in Catford and Lewisham, places like that. He would get dropped off first.” As mentioned, Eddie was then working as a delivery driver. “Kenny was a plumber still,” says Dalton. “I was a carpenter. Spud was a builder. I think Jack was a factory worker.”

         Mark Four manager Ian Swan secured the gigs but the band’s busy schedule did not inspire any particular gratitude on the band’s part. Swan was also the manager of another local band called Group Five, whose lead guitarist Tony Atkins gives an idea of Swan’s abilities. Atkins: “He loved traditional jazz. In fact he used to run trad clubs in the Fifties. That’s when the old pop stuff came out, electric guitar bands, then he booked a couple of them into some of his clubs and moved on to become a promoter. He wasn’t a very active manager. He was acting more like an agent than a manager, to be honest. I don’t really want to knock the man too much – he 23did his best, he really did – but there was quite a few late-night telephone calls where people had been double booked and a fair bit of confusion going on.

         “Poor old June, his wife, used to take the flak a lot of the time. He was harmless inasmuch as he wasn’t a crook, he wasn’t a cheat. He was just inept. He promised a lot and not a lot happened. We used to talk about him a lot, between the two bands. The only thing Ian did for us – and I think the Mark Four were a bit peeved at this – we did a gig with the Beatles in ’63. That was at Salisbury Civic Centre. I suppose we were a better type of band to be with them than the Mark Four were at that time. We were probably a bit lighter, a bit less aggressive – Kenny was a pretty aggressive sort of bloke at times.”

         In early 1964, Kenny Lee and the Mark Four recorded an acetate at the City of London Recording studio consisting of Larry Williams’ ‘Slow Down’ and Johnny Otis’ ‘Crazy Country Hop’. By the same kind of miracle as ensured the survival of the Bluejacks’ and Travellers’ acetates, this record still exists. Both recordings were competent but unspectacular versions but some sources have suggested that this acetate secured the band a deal with Mercury Records. Certainly, both of the tracks would later be re-recorded by the band for Mercury.

         Despite their increasing rhythm and blues orientation, it wasn’t to be ‘Dimples’ or anything so credible that the Mark Four laid down when they achieved every musician’s dream of getting a record deal. The deal, such as it was, was strictly short-term. Although they ended up releasing two singles under Mercury’s aegis, it’s possible that the band were only signed on a record-at-a-time basis. Furthermore, when the band actually turned up at Mercury’s recording studios in March 1964, it was under the impression that they were there only for an audition. “Ian Swan got it,” says Dalton of the audition. “Ian Swan kept applying to people. They hadn’t heard us. They just got us to go in. They said, ‘Well let me hear you’.”

         The man supervising the session was one Dennis Berger. “We run through two or three numbers and he said, ‘Yeah, that’s fine. You got anything to record?’,” recalls Jack. “So we looked at each other, said, ‘Not really’.” Thompson: “We hired the studio for an hour, I think, and after we’d been there about twenty minutes, Ian Swan came in and said, ‘Look, we got another three quarters of an hour – do you fancy doing ‘Rock Around The Clock?’ He used to run a couple of dance places. He said, ‘It’s going well, all the kids keep asking for it.’ I don’t know if he had discussed it with the company or it was his idea.”

         24Jack: “We looked at each other and because we were so thrilled about actually making a record – because we thought we were just going for an audition – we went along of it.” The lack of enthusiasm Jack’s comments imply was understandable. Even only nine years after it was a smash in Britain and despite its status as the record which kicked off the entire rock’n’roll revolution, ‘Rock Around The Clock’ was not only a hoary old chestnut but utterly old-fashioned. (In point of fact, it had become a little old-fashioned just a year after its release, when ‘Heartbreak Hotel’ by Elvis Presley proved there was real musical gravitas behind this new form of music.) In an age where the British beat-group sound had swept all before it, what place was there for a revival of a clunky, slightly characterless and overrated relic from the Fifties? Additionally, there was the issue of it being a song so strongly associated with one artist that anybody else attempting it on record would look absurdly presumptuous. As Eddie puts it, “Who else can do that apart from Bill Haley?”

         However, hope springs eternal for a group of callow youths who, half an hour previously, had merely been hoping that in a few weeks time an envelope might drop through their manager’s door inviting them to record yet had been instantaneously transformed into recording artists. Dalton: “Everybody had heard the number, so we sat down for five minutes and wrote the words down and then just run through it.” The band got the same number of takes its personnel had been allowed when recording acetates for their various previous bands. That one take featured a fluffed drum part. “It’s just awful,” says Dalton. Dalton is too harsh. Nobody would ever be bothered if they never heard the track again, but at the same time it’s a perfectly game (and brisk) run-through of the number. It certainly sounds nothing like a first take. ‘Slow Down’, the other number recorded that day, is also not a disgrace.

         Before the record could be released, another significant development occurred in the career of Kenny Lee and the Mark Four. “Ian Swan phoned us up one day and said, ‘I’ve been offered to open this brand new club in Wilhelmshaven, Germany. Are you interested?’” recalls Dalton. Swan’s question could not have been more rhetorical. A well-known part of the legend of The Beatles – whose career was the fantasy template of every working British band at that time – was that they had learned their chops at Germany’s Star Club. “It was like a dream for us ’cos you’d heard of the Beatles and that in Hamburg,” says Dalton. There was more Stardust fluttering down onto the proposal. Dalton: “He said, ‘The chap who’s opening it is an ex-bouncer from the Star Club, Hamburg – he’s 25opening his own club and he wants you to be the first band on there’.”

         The residency was to be for a month, so if the band were to accept it, maintaining semi-pro status was not an option. Kenny Lee and the Mark Four duly turned professional. “We weren’t that old,” says Dalton. “It was like a dream for us. So we all packed our jobs in and went to do that.” The Wilhelmshaven club in question had a British theme every bit as clichéd as the habitual British portrayal of Germans wearing lederhosen. Titled the Big Ben, the exterior bore a massive painting of the Houses of Parliament. An English band was clearly needed to get the club rolling.

         Kenny Lee and the Mark Four became something of a sensation in the northern German seaport town of Wilhelmshaven, adored for their music – not difficult for an audience who in many cases had never seen a live rock act before – and notorious for their ‘long’ hair (just above average length in Britain for the time) which caused them to be nicknamed The Mushroom Heads by the local newspaper. “They really used to stare in the streets if we walked past,” Eddie told Good  Times  magazine in 1992.

         The Big Ben residency saw the band working harder than they ever had before, performing eight 30-minute sets a night to ever more appreciative audiences. The vocal casualty count for such gruelling conditions was high. “One by one, the voices were going,” says Dalton. “So everybody really had to take a turn in singing because a few nights we went down from a five-piece to a three-piece because two of the members were in bed.” Even the drummer had to muck in, and when he did his colleagues were surprised at what a confident singer Jack turned out to be. Dalton: “He wasn’t that forward. He was a bit quiet and shy. When he decided to start singing, we all thought, ‘Blimey, he’s got quite a good voice’.” Returning to England, the band received a fine send-off from the fans they had galvanised. Though they couldn’t expect as rapturous a reception from residents of their home country – who had far more bands to choose between than did the Wilhelmshaven crowds – they were still kept in work in the UK for almost every day of the month of April 1964.

         Inevitably, they returned to German shows for another residency – this one for around a fortnight – within a month of two. The club’s owner had been disappointed by the performances of The Roadrunners, the Liverpool band who had taken over from Kenny Lee and the Mark Four. Ironically, Mick Thompson credits The Roadrunners for helping to turn the Mark Four into a more substantial, R&B-oriented act. Rhythm and blues was something many musicians (and audiences) of the era turned to 26in desperation at the way the once earthy rock’n’roll had become the domain of pompadoured legions of clean-cut singers seemingly all called Bobby.

         In many ways, the band’s Big Ben residencies was as significant a factor in their development as stints in Germany had been for the Beatles, although memories differ on this. Both Jack and Mick credit the residencies for moving the group into a more hardcore R&B direction. In addition, Jack and Kenny cite Wilhelmshaven as marking the start of Eddie’s experiments with feedback.

         Feedback is the term given to the high, shrieking sound that results when an electric guitar set to a high volume is placed too close to its amplifier and causes the guitar’s sound to enter the guitar and get amplified again (which in turn feeds back in a continuous loop). Though Pete Townshend has received credit for being the first to employ feedback creatively, Eddie Phillips is one of a couple of other candidates for being the true pioneer in this area. “There was a band there (on the second residency) who had two nights to go by the time we got there, so we just hung around,” recalls Jack. “One night we listened to them and the guitarist was a good player – I don’t know his name — and he used to use just a little bit of feedback to lengthen his chords and that. We looked at it and we thought, ‘That’s interesting’ and Eddie started experimenting with it and took it on from there. We liked it and we encouraged him: ‘Open it out, man, really go for it’.”

         Kenny Pickett, talking to Record  Collector  magazine in 1995, had identical memories. “Their guitarist used controlled feedback and his solos sounded like an organ,” Kenny said of the Roadrunners. “We were open-mouthed.” Dalton, though, doubts Kenny’s and Jack’s recollection: “I remember The Roadrunners but apart from accidental feedback I wouldn’t have thought they’d have done it ’cos they were a real crash-bang-wallop outfit. I think he was doing it himself before then. I remember where he needed to do it first. I can remember doing Hertford Corn Exchange and ‘House Of The Rising Sun’ by The Animals had just come out. We didn’t have an organ so Eddie used to play the chords and feed back with it. That’s how I remember it coming into action.”

         ‘The House Of The Rising Sun’ was released in June 1964, several months after the Mark Four’s first Wilhelmshaven engagement, but memories are cloudy as to whether the second residency was pre or post-June. “I remember The Roadrunners,” says Eddie. “I weren’t sure if we were doing that sort of thing then or not. I can’t really recall the sequence 27of things then.” However, his instinctive feeling is that his journey into the world of feedback started by accident. “I used to use a Futurama guitar which was solid-bodied like a Strat, and I used that with a Vox AC30 treble boost (amplifier). Then in the early Mark Four days I bought a Gibson 335. It was a new guitar. They only came out in ‘62, I believe, and I think I was the first British guitarist to use that model.”

         At first, Eddie didn’t like the sound he got from the Gibson with a Vox amplifier: “So I changed my amp and went over to a Marshall, but the 50-watt Marshall wasn’t as loud as the 30-watt Vox so I went on to a 100-watt Marshall with two cabinets. That’s when I first experienced the feedback, the Gibson being a semi-acoustic. First of all, I thought, ‘Oh God – what am I going to do with this? This is like, every time I stand in front of the amp, the guitar starts howling’. But then I figured out that you could actually play a shape and, according to what pick-up you was using, the feedback would be in tune with the shape you’re playing and you could get a note feeding back. I thought, ‘This is quite handy, really’. I figured out how to (use it)…

         “That’s how I first stumbled across it. When The Animals brought out ‘House Of The Rising Sun’, we wanted to play the song so I put this vibrato thing on, then turned the volume up on the guitar after hitting the chord shape – never struck the chord – and got this weird organ sound out of the guitar. That was all done on feedback and sustain from overloading the amp and hammering on the chords. I could play the whole song without ever playing the strings with my right hand. We all went, ‘Yeah! That’s alright’. And from that, we used it here and there.”

         Though a trademark of the Mark Four’s act, the band wouldn’t put this technique onto a record until ‘I’m Leaving’, the B-side of their third single, released in August ‘65. For Eddie, there is an art to feedback of which too many practitioners aren’t aware: “It’s not just a case of turning the guitar up and just standing in front of the amp. I’ve seen people do that and it’s just a racket. Sometimes it’s a bit hit-and-miss but if you really work at it you can actually use it to a degree where it (fits) in with what you’re doing.” As to who invented feedback – or, rather, turned it from a technical drawback into a form of artistic expression – Eddie points out, “It was probably some old blues player in the Forties. Probably got too near his amp and went ‘I don’t like that!’”

         In modern pop terms, the first record to feature feedback was The Beatles’ ‘I Feel Fine’ (November 1964), although nobody claims that the Fab Four were doing anything other than putting on vinyl a technique that 28others had been doing before on stage. The question is, who was the first? At the time, Eddie thought he was the only guitarist on the scene utilising this strange new feature he’d discovered about his instrument. Unbeknown to him, across London, another guitarist in a group uncannily similar to the Mark Four was doing the same thing. This group was the High Numbers and their guitarist was one Pete Townshend. “It is ironic the way it worked out,” says Eddie. “We worked mainly in the Mark Four in north London and east London and the High Numbers were doing a similar kind of thing in west London and we never really knew about it until someone said to me one day, ‘There’s this band called the High Numbers and they do all that sort of thing that you do.’

         “I felt really pissed off at the time ’cos I didn’t think nobody else was doing it Didn’t think that much more of it really ‘cos then we wasn’t really aspiring to anything, we was just doing our thing really. But history shows that was that and that was that.” He adds, “It was ironic that we ended up with a producer who previously recorded The Who.” Townshend himself says, “I know for a fact that Dave Davies, Eric C (lapton) and Jeff Beck all happened on feedback at the same time. I have never claimed to be first. My claim is that I was the loudest.”

         “I did see the High Numbers as well so it was something we knew about,” says fan Rod Siebke. Interestingly, asked who had greater mastery of feedback out of Townshend and Phillips, Siebke opines, “Eddie, definitely. His control was better.” However, it didn’t seem to Siebke that the Mark Four and the High Numbers had any other similarities: “I don’t know about later on, I don’t know about the ’66 band. I would imagine maybe things got a little bit more Who-ish then but really I would say the ‘64-65 band were a rhythm and blues band really.”

         The similarity of the guitar styles of Townshend and Phillips would increase when the Mark Four became a four-piece in late ’65. With Eddie now covering both rhythm and lead parts, he developed a similar rhythm-lead style to the one for which Townshend would become famous when The Who achieved commercial success. The similarity between the two didn’t stop there. Eddie observed to Dave Barnes of <Sixtiespop.com>, “The weird thing was with Pete we actually did a couple of gigs together and I don’t suppose he realised, but I did, how alike we were in off-stage things. I remember at the time we were both into slot-car racing and things like that.”

         Nor did it end there: footage from the Sixties shows Phillips and Townshend were both skinny, black-haired axe-wielders with a similarity 29in the nose department. The two bands into which the High Numbers and Kenny Lee and the Mark Four respectively mutated– The Who and The Creation – were also comparable, each featuring a four man line-up with a non-playing singer purveying explosive but melodic music that has come to be termed Pop Art, a nascent form of psychedelia inflected with performance art usually associated with the mod movement.

         Because the Who secured a record deal before The Creation, they were generally perceived to be the originals and The Creation the copyists. Perhaps because of this, journalists drawing parallels between the groups was something that infuriated Kenny Pickett. In his interview with Blitz  in 1982, he said, “The only thing that the press used to do that I didn’t like was compare us to The Who. We weren’t anything like The Who. We were a totally different band. We did the same circuits and I suppose we made the same sounds. But we’d get to a gig and the adverts said, ‘The band with the Who sound’ and people didn’t come because of that.”

         Even as late as 1995, interviewed by Record  Collector,  when asked if The Creation were influenced by The Who, Kenny spat “No, we weren’t” and did so – according to interviewer John Reed – “angrily”. “He used to get really pissed off about it, ‘cos he knew where we came from,” says Eddie. “It all started from the Mark Four and the Mark Four really did their own thing and didn’t even know about The Who – what was then the High Numbers.” Nonetheless, Eddie acknowledges that of all the guitarists he has seen, Townshend is the one with the closest style to his own and that there were similarities between The Creation and The Who: “That was really – I say that to this day – a strange kind of fluky coincidence.”

         If the story of the Roadrunners putting the idea of feedback in Eddie’s head is true, they would seem to have made quite an impact – at least on Kenny Lee and the Mark Four – for a band who achieved precisely nothing in commercial terms. Dalton, too, recalls the Roadrunners as being the catalyst for a change of style which saw his band move over to music with a bit more grit. “When we first went over there we was playing all Beatles numbers,” Dalton recalls. “We went from the Beatles (to) R&B – totally different band. When we saw The Roadrunners, they went down so well we thought, ‘Oh well, we better change a bit’ and did Jimmy Reed stuff and stuff like that. If you listen to the track we made called ‘Try It Baby’, that’s an R&B number we copied.”

         Not that the Roadrunners were the only band to be credited with influencing the Mark Four in an R&B direction. Kenny Pickett, speaking 30to Blitz, said, “The one biggest influence on our band was a north London band nobody had ever heard of called Four Plus One… Steve Howe was one of their players. We were doing a gig at the Club Noreik in North London and Four Plus One came on, doing American rhythm and blues. We’d never in our lives seen a band like this because they were so loud! All they did was Chuck Berry and Bo Diddley, but they did it their own way. They were leaping around the stage and going absolutely bananas! That night, we dropped everything we’d ever done and we didn’t do any gigs for a month of two. Then we totally changed and became a rhythm and blues band.”

         “We was influenced a bit,” Jack says of Four Plus One, “because at the time we were doing rhythm and blues by now, moving into that style of stuff, but we were still basically a band, we just stood there and played our stuff.” He recalls the venue for the first night the Mark Four shared the bill with Four Plus One not as Club Noreik but as Watford Town Hall. However, his other recollections chime with Kenny’s: “They had all these movements and really were quite a good band, a good show and everything. Their movements were weird for a start A couple of them were racing around the stage – it was probably a throwback to the old rock’n’roll stuff – and jumped up in the air, all this stuff. They sold themselves to their audience rather than just standing there and saying, ‘This is the music’. Nobby then decided he was going to move around like that a bit and somehow the band just seemed to wake up after that. We seemed to have a bit more movement, a bit more vitality.”

         Tony Atkins of Group Five recalls a marked difference in the abilities of the band after their German sojourns. “When they came back they were much, much tighter and they really had evolved,” he says. “They were doing fairly similar stuff to us – pop stuff, cover versions and not too much R&B – and they changed their image quite a lot. There was a lot more leaping around on stage as well.” The band were obviously proud of their Wilhelmshaven stint as the group’s van – to be seen parked outside John Dalton’s house – was emblazoned with a handwritten sign declaring ‘The Big Ben Club, Wilhelmshaven, Germany’. Through the windows, incidentally, could be discerned the gold lamé suits they wore on stage.

         “We was looking for things other than the pop-chart stuff of the time,” says Eddie. “That’s how we got on to our version of rhythm and blues, the Jimmy Reed stuff. I picked up the harmonica and learnt how to play that a bit ’cos we wanted to do stuff like ‘Dimples’, the John Lee Hooker song.” Not that any musical style was set in concrete for a band who, then, were 31fundamentally populist. Dalton: “We was even at one time going through a stage of playing Tamla Motown. We went through different stages so we were never just an R&B band. We just used to alter with the swing. Whatever was in at the time.”

         On their second visit to Germany, the group had their minds projected further forward. Their debut single had been scheduled for a May release by Mercury, so stardom was therefore possibly just around the corner. “It was going to be released while we were away,” laughs Dalton, “so we said to Ian Swan, ‘We better not take any gigs for when we get back because obviously if it’s a hit record, the money goes up a hell of a lot’.” It was on this second German trip that the band dropped their Kenny Lee prefix because, for a very brief period, he was slung out for deserting his comrades. “He actually went into Hamburg with the governor, the bloke who owned the club,” recalls Dalton. “Without saying a word, they just disappeared. We were having to do eight sets a night, and for your lead singer just to go missing without telling you was really hard.”

         However, Kenny was almost immediately given a reprieve. “We needed him, to be quite honest,” says Dalton. “Although we all did a small piece of singing, he was the lead singer.” However, the band insisted that the shortened name they had adopted be retained. It no longer made sense – Kenny Lee and the Mark Four had added up to five, reflecting the number of personnel – but a gesture had to be made. (Jack also suggests another reason for the shortened name: “While we were out there, The Beatles and the Mersey stuff was really starting to happen and we decided we’d be better off with one name. That would have been a bit dated then, that style of name. So we just dropped the Kenny Lee bit and called it the Mark Four, ’cos we couldn’t think of anything else.”)

         Kenny would always have an somewhat uneasy relationship with his colleagues in the Mark Four and The Creation. “I think he was always a little bit aloof from the rest of the band,” says Rod Siebke. “Even in more recent times, just before he died, he was one on his own, as such. Even on stage, he was the frontman, the band was the backing band. Kenny was that little bit older which probably made him a little bit more aloof. He’d already been out there working with other bands and been a roadie.”

         ‘Rock Around The Clock’ b/w Larry Williams’ ‘Slow Down’ appeared in May 1964. Perhaps due to the fact of the sheer novelty – or, in some eyes, impertinence – of them covering the song, it actually received some media exposure. Not only was it advertised in the music press – with the band wearing the black leather waistcoats and black trousers they had adopted 32around this time in place of the gold lamé image – but at least one music paper reviewed it. “Sooner or later, someone had to revive ‘Rock Around The Clock’,” said the New  Musical  Express.  “In fact, I’m surprised it’s taken so long! New Mercury group the Mark Four are the ones to do it, but regrettably they make no attempt to change or modernise the original styling. The treatment is just the same as Bill Haley’s. Still, if you’re too young to remember Mr Haley, this won’t bother you. In any case, you’ll have a ball to the swinging, rocking beat. The title ‘Slow Down’ is rather inapt for this medium-twist ditty, with its insistent driving beat. Again, good material for dancers.”

         The band were also treated to the thrill of hearing themselves on radio for the first time. “They tried,” Dalton says of Mercury’s promotion department. “I think they got it played on Family  Favourites  on Sunday morning.” However, the riches the band had envisaged as rolling in from their new status as recording artists did not materialise. “I don’t think it sold anything at all,” says Dalton.

         Sometime in the middle of 1964, the Mark Four were supervised at a recording session by Bobby Graham, producer of one of the sensations of the moment, the Dave Clark Five. The connection was made because both the Mark Four and Graham were clients of the Starlight Artists agency. The Five’s chart smashes ‘Glad All Over’ and ‘Bits And Pieces’ had been propelled by a colossal rhythm track and it would seem that Graham was trying to reproduce that big beat with the Mark Four when they entered the familiar environs of Regent Sound. Jack: “I noticed that Bobby put a lot of emphasis on the drums and he kept sitting down and saying, ‘Do it this way Jack, do it that way Jack, bang bang bang’, and I was just looking at him thinking, ‘That’s awful’. It was very difficult to equate what he wanted to do and what I wanted to do.”

         The tracks the Mark Four were recording were Ray Charles’ ‘You Be My Baby’ and Fats Domino’s ‘Sick and Tired’ (written by Dave Bartholomew and Chris Kenner). “That was just one of my whims I had,” says Dalton. “Funny enough I got the idea from The Kinks, ’cos I’d heard ‘You Really Got Me’ so I thought, ‘That’s what we want to do: something like that’. I’d heard this Ray Charles number, a very similar sort of thing.” There is a certain resemblance in ‘You Be My Baby’ to the Dave Clark Five, though more in the hoarseness of the vocals than the rhythm track. ‘Sick And Tired’ is an adequate uptempo 12-bar blues. The tracks were never released. “It was pretty crappy, what I remember of it,” says Jack, “and we weren’t happy at all. We thought about going in the studio and trying 33something on it but in the end it was dropped.”

         Instead, it was Marvin Gaye’s ‘Try It Baby’ that became the Mark Four’s second single, a suggestion by a band friend named John Nutt (who had also been the first to introduce them to the record’s B-side, ‘Crazy Country Hop’). “That’s when we was just heading a bit more towards Tamla Motown (which was) just hitting the charts so we said ‘Let’s try something different’,” says Dalton. “We heard that one and we thought ‘Ooh, that’s a good one to cover’. Totally different for us.”

         ‘Try It Baby’ b/w ‘Crazy Country Hop’ appeared on Mercury in August 1964. Though both tracks have that archaic patina that afflicts so many records of their era, they are both perfectly easy on the ear. ‘Try It Baby’ was a strange hybrid of old-style rock’n’roll and what would soon be widely known as soul and had a sweet and forgiving air. Meanwhile, the continuing advance in the group’s abilities was underlined by ‘Crazy Country Hop’, a far more knowing and confident rendition of the song than was heard on their acetate with a lot more bite, if a lesser velocity. Despite the advances, though, the record, like its predecessor, went nowhere.

         Sometime around either the end of 1964 or the beginning of 1965, Eddie Phillips added another string to his bow. Or, rather, he added a bow to his repertoire. Long before Jimmy Page made a bowed electric guitar famous with Led Zeppelin, Eddie was experimenting with a violin bow on the strings of his Gibson. Dalton: “I remember Jack getting the idea from somewhere and saying, ‘Ed, why don’t you try it?’. Obviously at first, ’cos violin strings are curved where guitar strings are flat, it was awful. But as far as I can remember it was Jack Jones’ idea but Eddie perfected it.” Kenny told Ugly  Things  magazine in 1997, “Jack got the idea of playing the guitar with a hacksaw& then he said, ‘Why not use a violin bow?’ and Eddie said, ‘Oh no, that’ll never work’. So that’s how that came about, all Jack’s idea really, although Eddie gets credit for being the first exponent of it.”

         Eddie recalls that he got the idea for the violin bow on his own through browsing in a music store in Leytonstone but also admits, as with other subjects, he has problems recalling the sequence of events and ideas. Eddie: “When I first got the Gibson 335, that was pre-fuzzbox. I just had this idea in mind of having a long, sustained note and the first idea I had was playing a sustained note on the bottom E but with something and then being able to play pull-offs on the E and the D while that’s going on. I never really achieved that but then I thought, ‘Well how do I get this long sustained note?’ And I first got a hacksaw and I took the blade out of this 34hacksaw and put a guitar string in it – it was an E string, with the thick windings – with the idea that the windings going opposite ways to the string on the guitar would create a kind of rasping effect. It didn’t really work that good and the end of the hacksaw was catching on the guitar as I was playing it. I always remember these kids pointing at my guitar and having a laugh. While I was playing I seen these bits of sawdust flying off it. I’d virtually worn a hole through the bottom cutaway of the guitar. I hadn’t even started paying for it: 250 guineas, which was really expensive, the equivalent of a two grand guitar these days.”

         Neither was the violin bow a success until, Eddie recalls, “Someone said, ‘You’ve got to put this rosin stuff on it’.” Rosin – a hard, pine-tree resin – is applied by violinists to their bow’s horsehair strings in order to increase sliding friction. “I got the rosin and it really worked well…you could actually be a little bit musical with it,” says Eddie. “We used it through the Mark Four. By the time it got to The Creation, I’d been doing it for quite a while but never actually put it on record.” Eddie’s new accessory became a fundamental part of his guitarist’s psyche, and would become even more important when The Creation started: “It was always in my guitar case. As important as the guitar strap or a plectrum. I couldn’t do a gig without it.”

         A gig’s end would see multiple strands of broken horse-hair hanging untidily from the bow he held: “Used to be more like a whip than a violin bow at the end; I might get through two or three violin bows in one evening.” Eddie had to make a sacrifice for his adventurism. “It used to really dull the strings, the rosin,” he laments. “I had to live with that. It’s nice when you get new strings on a guitar and they sound really crisp and clean, but rosin kills that. It’s just one of those things.” Tony Atkins recalls, “I thought it was more visual than it was from a sound point of view to be honest. It didn’t over-impress me musically. A gimmick innovation that looked good.”

         Thompson disagrees. “Absolutely brilliant,” he says of his colleague’s new gift. “Such a novelty. He’s such an adaptable man. He’ll pick an accordion up, pick a mouth organ up, he’ll play a banjo and then he’ll play a piano. He’s quite an accomplished musician. He didn’t seem to struggle with it at all. On stage it was brilliant. There were no fluffs. He just done the business and that was it. Very exciting.”

         Though the violin bow was not as fundamental a part of the Mark Four’s act as it would be The Creation’s, it was used on a lengthy version of Bo Diddley’s ‘Mona (I Need You Baby)’, which became the centrepiece 35of their set. Dalton: “Eddie used to get the bow out, I used to get the guitar, do a big thing where I’d hold it above my head, then throw it off stage and hope the road manager was there to catch it. Then I used to jump on the drums with Jack. While Eddie was feeding back, Jack and I used to do a double drum solo. There was all this feedback thing going on with two drummers. It was just part of our act that we were trying to perfect and it ended up we had to do it every night. That’s what we got known for. Used to go down a storm.”

         In the autumn of 1964, the Mark Four appeared on television for the first time. Recalls Mick, “We’d just come back from Germany for the last time and we done a gig and they was doing a play and they said, ‘Would you mind if we filmed you’? So we said, ‘Okay’. We did ‘Glad All Over’ by Dave Clark Five and they filmed us. We asked ’em when the play was coming on, which was like the end of the year time. We obviously watched the play and they didn’t show us playing, just the music in the background. As the two actors come into the hall, you saw ‘em dance a bit and talk a little bit and you heard us but you didn’t actually see us. We were a little bit choked. We were filmed while we was doing it, with close-ups and all the lights and everything but perhaps we was too ugly, I don’t know.”

         The failure of the Mark Four’s second single ensured that Mercury did not ask them for another record and there was a gap of an entire year before their next release. Asked if the band started to worry that their recording career seemed to be faltering, Jack says no: “There’s such emphasis these days, band gets together and they immediately go into the studio. Now in them days you basically went out and you got work and you could work five or six nights a week, just playing the gigs, earning a living. The recording bit, that was the second part. We wouldn’t have been too concerned there was a big gap between releases.”

         Eddie, too, wasn’t worried. “We were probably a bit frustrated about it. It’s hard to think now what you felt then. I think we were probably a bit pissed off because nothing sort of fantastic happened to that band. Mark Four was a good band and it deserved success. We used to have a good stage show as well. But there again that’s not the sole criteria of success. Success is good management, good investment, having the right song at the right time, the right producer. All those things falling into place. And if one of those things is not present then success is very hard to find. But we didn’t know that then.” All members agree that the Mark Four were a fine live act. A couple of the more notable gigs they played in this period were their 9 October 1964 appearance at the Pill Social Centre, Milford 36Haven where they were one of the acts supporting Little Eva (of ‘Loco-Motion’ hit fame) and their 19 May 1965 appearance at the Ritz, Potter’s Bar where they were on the same bill as Them, who had hit big with both ‘Baby Please Don’t Go’ and ‘Here Comes The Night’ that year. (Screaming Lord Sutch also appeared).

         The excitement of the Mark Four’s stage presentation is, for Dalton, underlined by the fact that their appearances on the same bill as The Who were a meeting of equals: “Used to support The Who a lot. They never used to blow us off stage, although we were just an unknown support band. The good thing about it is we’d still go down ever so well, so that was very encouraging. We (worked with) a lot of bands at the time: Spencer Davis and people like that and never once got shown up.” Dalton remembers the Mark Four having a “big argument” with The Who one night when the two bands were playing a ballroom above Burtons in Uxbridge “They was trying to get rid of Roger Daltrey,” he says. “They were saying, ‘What do you think? He’s a right arrogant bloke. He’s this and that.’ We didn’t know him. All we could say is, ‘Yeah, he’s a bloody good singer, though, isn’t he?’ His stage presence was faultless.”

         The Mark Four began to unravel when they decided they would like the Starlight Agency to take over from Ian Swan. “They got us a lot of work, and we said, ‘Would you take us over, management side?’,” says Thompson. “They said, ‘If he agrees’. So we asked Ian Swan. He said, ‘No, no, no, no, I’m keeping you’. And I think we’d just signed to (him) for another year or 18 months.” Following this incident, the band noticed they seemed to more and more be playing the kind of venues from which they thought they’d graduated. Thompson: “We’d done all the hard gigs, doing a full month of gigs every night, and then doing records, going to Germany. We thought we’d done out apprenticeship. After we asked Ian Swan if we could go to the others and he said no, he just seemed to put us in pubs then, the pubs we done when we first started. We thought, ‘We’ve done all this’. As if to say, ‘Well I’ll teach you, try and get away’, that sort of attitude. Probably wasn’t but that’s what you felt. We was getting disillusioned then.”

         Dalton dismisses Ian Swan as “a liar and bullshitter”. He recalls, “I think we could have done better and I think our manager held us back. The gigs weren’t as plentiful as before. Our manager had lost a bit of interest in us, so it was hard. That was half of our thing. I thought, ‘I just can’t live on this so I am gonna actually have to go back to work’.” Dalton became so disillusioned that he may have made up his mind to leave the 37group – and music – even after the band secured another record deal, one which would result in their third single, ‘Hurt Me If You Will’. For Dalton, the fact that the single would be released on a different label to the first two was symptomatic of Swan’s deficiencies: “He’d keep telling you that things were happening and things like that and nothing was. I don’t think he pushed us hard enough or anything so we didn’t really know what was going on or why.”

         Though Jack admits that the band were stumbling from record company to record company (a third different label would release the band’s fourth single), he is more forgiving. “Ian operated from his house in Wanstead,” says Jack. “He was a solid working bloke all around north London but he wasn’t a national manager. Of course, when the Mark Four broke up and we found Stratton-Smith, that was a whole different ballgame.” ‘Hurt Me If You Will’ – and the number that would be its B-side, ‘I’m Leaving’ – marked another milestone for the band: the first self-composed Mark Four numbers. “Up to that point no-one even thought about writing,” says Dalton. “It was just doing covers.” The band members who decided they would have a crack at devising their own material were Eddie and Kenny. This bespeaks an ambition that Dalton admits he and the others didn’t possess: “Spud and I, once we finished playing, preferred to spend the weekend down the pub with our mates. They would do a bit of work on the music.”

         Thompson: “None of us really wanted to do anything like that apart from them two. They had an idea and they just got together. I was quite envious. You’ve got to have a bit of talent to write songs. Eddie was definitely the driving force, although John Dalton was the man who got the bookings and took the money.” “Pretty quick,” is how Eddie recalls his and Kenny’s writing gelling. “I don’t know to this day why it was Ken and I that got together as writers, ‘cos there was five in the band. It was probably a natural thing. I knew I could probably write melodies and things and put chord sequences together. Ken was really artistic with the lyrics. I can’t remember how we got started on that but we just did it one day. Got together and had a go.”

         In all probability, the song started in the way all Pickett/Phillips collaborations began. Eddie: “I would kick the thing off with a melody and perhaps half of a chorus and I’d say to Ken, ‘Well, it goes something like this and you need to do this and this’ and he’d get the outline of it. A couple of days later he’d come up with a lyric. I don’t think I could write with lyrics first. I had to work out the chords. All of a sudden you 38see the song in your mind and you know what it’s got to be like – then Ken filled it all in, sort of painted a picture.”

         The melancholy picture Kenny painted on this occasion about the end of a love affair was set against a musical backdrop provided by the band that was typical of British R&B of the day, especially the generic thin, echoey guitar. However the wistful and poppy middle eight indicated something more going on here than merely the common ability amongst UK musicians to create accurate rhythm and blues pastiches. There is also something arresting about the utter resignation of the song from beginning to end. “You just thought to yourself, ‘Well give it a go’,” recalls Dalton. Referring to The Kinks, of whom he was later a member, he says, “It’s like any new number: ’til you’ve played it a few times, you’ve got no idea what you’re doing. Like with Ray Davies: he knew what it was in his head but all we were doing at first was playing some chords and notes and trying to work something round it.”

         By the time the Mark Four booked into a studio, ‘Hurt Me If You Will’ had been worked through many times and was sounding substantial. The same could not quite be said for the song that appeared on the flip. “We done the other one just ’cos we needed a B-side,” says Dalton of ‘I’m Leaving’. “We come up with the idea from that Them number ‘Baby Please Don’t Go’. That’s what I was trying to do on the bass. We thought it was such a good number, so we just changed the bass very slightly!” The fact the Mark Four were ‘Inspired’ by the gritty composition that had been a hit for Them in January ‘65 was not just made transparent by Dalton copping the track’s descending, rumbling riff almost note for note: even the Mark Four’s song title seemed a nod to the part of the Them record where vocalist Van Morrison declares “My baby, leaving on that midnight train”.

         Nonetheless, even this blatant piece of plagiarism contained a significant artistic step forward. During the instrumental break, Eddie put on record the controlled feedback with which he had now been experimenting on stage for many months. “It was part of the stage show, our trademark, so you put it in to remind the fans what we do,” explains Dalton. Mick: “Eddie just come out and done it. There was no talk about it.”

         Although Pete Townshend had already put The Who’s feedback proclivities on vinyl on ‘Anyway Anyhow Anywhere’ the previous May, the notion was still alien to engineers. Memories are mixed as to the reaction of the studio staff to the feedback that Eddie induced. “I don’t think it got 39anywhere near what it should have sounded like,” says Dalton. “The engineers thought, ‘What the hell you doing?’” However, Thompson insists, “I can remember them saying what a great sound it was. They were all for it.” Whatever the truth, neither dispute that what resulted was in reality a rather puny approximation of the howling that had made the Mark Four such a compelling live spectacle. Yet, there is still something revolutionary about it. The extraordinarily long for the time (more than a minute and 20 seconds) instrumental break features Eddie coaxing gentle feedback like a snake charmer and creating a murky, subterranean atmosphere that must have been bewildering to the very few who would ultimately buy the disc.

         ‘Hurt Me If You Will’ b/w ‘I’m Leaving’ appeared on Decca in August 1965. Dalton: “Once we recorded it, I thought to myself, ‘Let’s see how it goes’.” At first, things looked promising, the single acquiring a healthy amount of play on the pirate stations then proliferating in response to the monopoly the BBC had of domestic pop broadcasting. The group were championed by Tony Windsor, a DJ at pirate Radio London. Dalton recalls, “He used to come down to Cheshunt and see us, have a drink with us. He liked it but it never really done anything… A lot of people were interested in it but it didn’t make major waves.”

         It was the final nail in the coffin for Dalton. “Nobby had had enough,” says Jack. “We were skint and somebody pinched his car or something and he was so browned off, he’d had enough. He wanted to get married as well, so he said, ‘I’ve got to put some money together.’ We were getting crap money and basically going nowhere.” When Dalton announced his resignation, Thompson – the colleague to whom he was closest – decided that he too had had his fill. Dalton and Thompson played their last gig with the Mark Four on 31 October 1965 at the Witchdoctor Club, Hastings. “I think he may have had a change of heart shortly afterwards,” says Dalton of Thompson, “but it was all too late then. The wheels in motion had gone. They went a different way with no rhythm guitar at all and just made a more basic sound, like The Who were doing.”

         “I thought, ‘Well perhaps I was a bit hasty’, confirms Thompson, who subsequently became a roofer. “After being professional for about 18 months, I thought, ‘I don’t really want to go back working’. I did regret it for a while. Not immediately. A few months after.” He also confirms he did ask if he could come back. Thompson: “At one time, they was playing in London and I did sort of mention it but I think they said they was quite happy how they were.” Dalton, though, never had cause to regret his 40decision. When he became the bassist for The Kinks in June 1966, he was joining one of the most successful chart acts in Britain. Furthermore, it was a gig that lasted – with one break – for a decade.

         Of the Mark Four, Dalton says, “The records are bad and the band was a live band – something to watch, rather than just listen to.” The something to watch though was something special. Dalton: “It’s just a shame that we never made it a bit bigger than we did ‘cos it was a well respected band. Everybody said we were absolutely brilliant. I can’t say it ’cos I didn’t really watch us! But so many reports afterwards.” Kenny, Eddie and Jack filled the vacant bass player’s slot with one Tony Cook, an acquaintance of Eddie who was a veteran of a band named The Leroys.

         As indicated by Dalton’s comments above, the rhythm guitarist’s role was only filled insofar as Eddie now opted to cover both roles. Jack: “Eddie had expanded his style a lot. When he joined the band he was very much a lead guitarist, playing Chuck Berry solos and this sort of thing. But as we moved along, Eddie started bringing in big chords and using a bit of feedback and this and we found that we had a good sound and we didn’t need anybody else. Also, it left Eddie free-er in a funny sort of way to expand on what he was doing. We just sat down, the three of us, and decided we just needed a bass guitar.”

         “It was different and, at first, a little bit strange,” says Eddie of the change in technique necessitated by his new dual role. “But that was about the time when amplifiers were getting bigger and better. You began to realise you could cover two things. If the bass player had a good, fat sound and you were all loud enough – not deafening but loud enough – you could cover it. That’s from a sound point of view. From a technique point of view it did feel a little bit strange at first when you were playing rhythm and had to break off for the guitar break but I got used to it and was fairly happy with that.”

         Eddie’s style changed as a result of these responsibilities. In order to create a bigger sound – and so as to not leave a gaping hole in the music when he broke off to go into a song’s solo – he had to abandon the classic lead guitar picking style. “You started figuring out other ways of doing a solo,” he says. “You’d sometimes play it within chords. A lot of those Creation songs were chord shapes rather than individual notes. Like ‘Making Time’: the main thing is a chord shape and I was playing big chords but then I’d break off and do some kind of a solo.”

         Having mastered that rhythm-lead style, Eddie never went back. “A couple of times in the last 10, 20 years I’ve sat in with bands that have got 41a rhythm guitar player,” he reveals. “I found it really hard. Found myself covering too much ground. It’s a lot easier for me really to play the rhythm and lead style. I’m happy with that.” Dalton went to see the new-look, slimmed down Mark Four a couple of times after his departure and was impressed. “Doing totally different types of music,” he says. “Very good. You could tell they had rehearsed at it. It takes something like that. It takes a new project to give a band a kick up the bum and say, ‘Right, come on, let’s get our fingers out and sort something out here’.” Asked if he was surprised at how the Mark Four then developed into something that sounded as radically different to its own past as The Creation, he says, “No not really. It’s just completely something else. Although the Mark Four was a good stepping stone for them, taught them all to play together properly, they just put finer touches on it and turned into a good band.”

         New boy Tony Cook must have imagined that he’d secured his lucky break for February 1966 saw him appearing on a single. ‘Work All Day (Sleep All Night)’ b/w ‘Going Down Fast’ appeared on Fontana. The A-side was a gritty cry of class solidarity – albeit with a slightly unfocused lyric – in the mould of The Animals’ similarly proletarian hits ‘We’ve Gotta Get Out Of This Place’ and ‘It’s My Life’. “That was my Eric Burdon phase,” Kenny later admitted to Record  Collector.  Eddie’s musical backdrop was an appropriately anthemic affair. “That record weren’t bad,” says Jack. “Kenny wrote that and he based it a bit on one of The Animals’ numbers ‘cos he’d written it originally with them in mind. He said, ‘We can do this, this will suit us’.” The B-side was possibly even better and certainly more articulate in its denunciation of the lot of the workers.

         As is something of a tradition for these types of songs, in ‘Going Down Fast’ Kenny seems to have as much contempt for the ambitionless oppressed as for their uncaring oppressors. Overall, it was a powerful single and an indicator of a band who were truly developing a personality (such social commentary then being still relatively rare in popular music). This subject matter would become something of a theme for Kenny’s songs right into the Nineties. In the Sixties, it was utterly in tune with the social climate in the UK As Glen Colson, Kenny’s lifelong friend, notes, “Basically they’re all very classic English kind of (songs) – like L-Shaped Room,  plays and films, Billy  Liar.  He loved that English sort of thing.”

         The band even secured a prestigious appearance on TV’s Thank  Your Lucky  Stars  to promote the record, lining up alongside such luminaries as Billy Fury, Lulu and, ironically, The Animals (who would probably have 42been promoting their current single ‘Inside Looking Out’). The Mark Four dressed up for the occasion, sporting suits with alternate black and white arms and legs. “We were on our way to a gig when it was being broadcast,” recalls Eddie, “pulled in at this radio and TV shop and asked the man if he could put the television on so we could watch it! And he did. That was in South London somewhere. We thought we looked great then. We probably looked a bunch of idiots.”

         Though this single again failed to chart, it certainly seemed the Mark Four were gathering some sort of momentum, both artistically and – if media exposure was any barometer of future prospects – commercially. However, the Mark Four as a band would shortly be finished. Some time in the first quarter of 1964 – possibly as soon as March, the month after the release of ‘Work All Day…’ – the Mark Four’s road manager Bill Fowler recommended the band to Tony Stratton-Smith, with whom he was sharing an office. Stratton-Smith would shortly become the Mark Four’s manager, tweak their personnel, oversee a change of name and administer a transmogrification into The Creation.

         
             

         

         Tony Stratton-Smith was born in 1933. A native of Birmingham, his first career was that of a sports reporter, a job he practiced for 11 years. He had done well enough at that profession to have retired by the early Sixties, despite still being in his late twenties. His initial foray into the music business saw him try his hand at being a publisher but he was unsuccessful in this field. He returned briefly to writing before deciding – after an inspirational meeting with Brian Epstein – to be a pop manager. He signed Paddy, Klaus and Gibson, The Koobas and Beryl Marsden, Liverpool natives all.

         Like many pop managers of the time, Stratton-Smith was gay. However, as with people like Simon Napier-Bell and Brian Epstein, this manifested itself not so much in camp behaviour but in a certain suaveness. Indeed, this led to many people with whom he interacted on a day-to-day basis not even being certain he was homosexual. “None of us were really sure,” says Eddie. “There was this thing between being gay and camp. You could ‘camp it up’ and that was a way of being a bit over the top in terms of dress and attitude. We used to do it all the time in The Creation and the Mark Four. It was a way of being extravagant in dress and attitude but it wasn’t a gay thing. I never really knew if Tony was gay or just really liked to camp it up. But it was never a problem whatever it was. None of us ever thought twice about it.”

         43“He certainly didn’t come on to any of us, I don’t think,” says Bob Garner, shortly to join The Creation. “When you see the different amount of types of presenting yourself as a gay person, it wasn’t noticeable. He wasn’t camp. He never said anything. ‘cos if he had, one of the others would have said, ‘Hang on, he’s just come onto me’ and I never heard that in any conversation. The only hint of anything – and whether it’s true or not I’ve no idea – I think he had a thing for the bass player with The Koobas. That was the one they wanted to replace and they asked me to join but Tony Stratton-Smith said no and maybe that was one of the things on the line there. That was the only thing I can remember that gave any hint.”

         Jack says, “We never see him with a girlfriend or anything. I remember once he came out to Germany with us, spent the night with some bird and was sort of bragging about it. I don’t know whether he was gay or he was just shy of women but I never really thought of Tony as gay. There was never any vibes. Gay guys never fancied me anyway. A few of ’em used to go after Bob ‘cos he was a pretty boy. But if Tony was gay I’d be surprised. I thought he was just one of these guys who’s a bit shy of women, but of course back in the Sixties being gay was a bit harder than it is today ’cos if you started putting it about you’d have the police after you. It wouldn’t have mattered anyway – take people as you find them.”

         Almost hilariously, while the men-of-the-world who comprised The Creation were not quite sure as to the true nature of Stratton-Smith’s sexuality, June Clark – a teenage schoolgirl who befriended the band in their early days and eventually became their fan club secretary – was fully aware of his homosexuality. “Strat managed The Thoughts,” Clark recalls. “I knew The Thoughts really well. (Guitarist) Pete Beckett and I were quite close friends and Strat was really heavily after Pete and Pete was quite frightened of it. I saw that quite easily as a naive teenager. Because homosexuality wasn’t spoken of back then very much, it was still quite Victorian in the way it was thought of.”

         She adds, “I think Strat was well respected by the guys in the band and I don’t think he really made a pass at any of them. I think if he liked any of them it would have been Eddie because Eddie was very youthful, so friendly and the most outgoing of all of them – apart from Kenny, but Kenny had an arrogance about him that was offensive.” Jack: “We’d never heard of Tony Stratton-Smith before then but we went and went over and met the guy and we liked him.” The Mark Four, of course, already had a management contract with Ian Swan. “We had to break the contract,” says 44Jack, “but what I gather was that they worked out an agreement and I think Ian ended up with a little percentage. It was just to keep it nice.”

         However, Stratton-Smith did not agree to simply sign the group wholesale. At the same time as he informed them (or perhaps their representative: Jack remembers Kenny as being the one most involved in discussions) that he wanted to manage them, Stratton-Smith also dropped something of a bombshell: he wanted them to get rid of Tony Cook and had a bassist in mind to replace him named Bob Garner. The reason that Stratton-Smith gave was somewhat brutal: Cook wasn’t good-looking enough to be in a band who he saw as chart prospects. It is one of the moral dilemmas with which many rock bands are faced: cutting loose a fellow human being and comrade-in-arms like so much ballast in order to effect a move upwards.

         Usually, the reason for this is musical deficiencies. Sometimes it is because the rest of the group find the individual objectionable as a person. In either case, dismissing the member doesn’t usually present a huge psychological obstacle: musicians know the score about getting sacked if they can’t cut it and nobody is going to agonise too much about getting rid of a personality they find obnoxious. But when that person is well liked and technically proficient and has been deemed superfluous because of his looks, this presents an entirely different scenario.

         “We were all tall and skinny and Tony was a lot shorter than us,” recalls Eddie. “Visually, I suppose you could say it didn’t fit. In those days that was really, really important, Tony (Stratton-Smith) saw that and that’s why we had to make the change. Tony (Cook) was a really good bass player. Great singer as well. I can’t imagine these days in a band someone had to leave it because they’re too short but in those days that’s how it was.” Jack: “Tony was a really good bass player and he sung great falsetto and I liked him as a man. Trouble is, he was a small dumpy guy and he didn’t have a good image. Which for me didn’t matter, ’cos I just worried about the music. But at the time image seemed to be everything with a lot of these people and (Stratton-Smith) had seen Bob Garner over in Germany playing with his band. He thought Bob was great and he’d fit our band perfectly, even to the point where we were all brunette and Bob was blonde, all this sort of stuff that comes into it.

         “He said, ‘If I’m going to manage the band, you’re going to have to let me manage it’ and he said, ‘I want this Bob in the band because I think that it’ll set the four of you off perfectly: different characters and all this stuff’. Stratton-Smith insisted on it and we thought, ‘Well we’re going to go now 45or never’. So we went along with it, which was a bit tough on Tony ‘cos he hadn’t done nothing wrong.” Cook seems to have taken the decision with a stoicism that would probably be beyond the average person. Jack: “We just sat down, had a chat, explained exactly to him what was going on and he said, ‘That’s okay, I understand’. He was that sort of guy. He knew showbusiness. He’d been in the Leroys a long time and he knew what the game was all about. One of the little regrets I have, because he was such a nice guy.”

         Robert Anthony Garner was born on 15 May 1946. Although he had served as an apprentice engineer upon leaving school at the age of 15, he had ultimately embarked on a career as a jobbing musician and had already built up quite an impressive CV by the time the Mark Four’s new manager informed him his services were required. “I’m from Warrington, which is bang in the middle of Liverpool and Manchester,” says Bob, the only child of a wire-drawer father and a mother who did various jobs including usherette and public baths employee before taking up nursing. “So that’s where I grew up: Coronation  Street…  I got into music when I was 15. I left school at fifteen and I just liked Little Richard, Chuck Berry kind of stuff. A friend of mine, who I suppose (was) the equivalent of Jimmy Savile of the day – I don’t think they were called DJs then – he managed to get hold of all the American stuff which I liked and that’s how I got into it.”

         Unlike many bassists, Bob was never a frustrated lead guitarist forced onto the instrument because, in the time-honoured fashion of rock bands, he was the least able of a band’s three guitar players: “I always played bass when I started. I saved up and I went for some guitar lessons but the man who was teaching the guitar lessons, he was teaching classical Spanish guitar. That wasn’t of interest to me and I said, ‘Well could you teach me how to play the bass parts?’ I took my Play  In  A  Day  bass guitar book and he taught me from that book. I did eight half-hour lessons and went on from there. I enjoyed doing that.”

         Though not a Merseysider, Bob was located close enough to Liverpool to sample the throbbingly healthy Merseybeat scene: “We went and saw up in Liverpool groups then, which would be the Undertakers, the Swinging Blue Jeans and Rory Storm And The Hurricanes. They were playing out-and-out British rock’n’roll really. I saw the Beatles at The Cavern. Then I met the Beatles in Warrington – because I was in a little local group called The Brokers. 1961 or ‘62 that would be – and I think they were on 25 quid and we was on six. The Brokers was preceded by 46Seth and the Sounds. That was exactly the same (line-up) apart from the drummer. That was Seth. Seth left.”

         Inevitably Bob became part of the Merseybeat scene. In 1964, he replaced founder member Billy Kinsley in the Merseybeats. “I went down to The Cavern on a lunchtime and the Merseybeats were appearing there,” he recollects. “They had a bass player on stage with them. He was a lead guitar player with a Widnes band and he didn’t want the job. When I went round the back it was like a doctor’s surgery: there was about another 10 lads all there waiting to see if they could have the job as well. They came back and went ‘Eeny, meeny, miny, mo’, looked at me and said ‘Do you fancy coming with us tonight?’ I got in the van, went to my house, picked me guitar up and that was it. They then informed me that they was getting Johnny Gustafson in later – he was over in Germany – so I stayed ‘til Johnny joined.” Bob’s brief stint in the Merseybeats saw him performing on Top  Of  The  Pops  and playing on the group’s live EP ‘On Stage’.

         After his stint with the Merseybeats ended, Bob was invited to play with the Shubdubs, a band led by Jimmy Nicol who, for a few fleeting weeks, was one of the most well known drummers on the planet when he replaced a hospitalised Ringo Starr on a Beatles foreign tour. Nicol received a similar stroke of a luck when Dave Clark of the Dave Clark Five was taken ill and the Blackpool Opera House, where his band had a residency, urgently required a fill-in ensemble. Bob: “Harold Davison – the impresario of the time – got in touch with me and said would I go down to London. That was on the Thursday night and on the Friday me father drove me down to London, we got kitted out at Cecil Gee’s with suits.”

         Bob admits he has no idea of how or how Harold Davison had heard of him. “I’d left The Merseybeats and it was creating something of a band from people who’d been with other people,” he says. “Just somebody’s inspiration.” He continues the story: “So the five of us got to Blackpool on the Friday evening, met on the Saturday morning, rehearsed and were top of the bill at the Opera House on the Saturday. We did about three weeks, maybe a month, to replace Dave Clark Five. There was Red Price, a lad from Lancashire called Tony Allen, great singer, and a couple of other musicians. And no guitars. It was like two brass sections, Hammond organ, bass guitar and drums. I was completely out of my depth. I only knew about three guitars and drums.”

         In a friendly gesture, the Beatles invited The Shubdubs to support them on their late 1964 UK Tour. “That’s when I met the Beatles properly 47and we did a few dates on that tour,” recalls Bob. “I remember McCartney standing at the side, coming up and talking. Everything was just ordinary. There was no sort of, ‘We are, we are.’ It was just, ‘How you doing?’, one thing and another. The amazing thing was, each venue that we went to, at least three or four streets before you got to the theatre, all the fans were waiting for any sort of vehicle that might be carrying the Beatles. I remember sitting in the back of the van and the whole thing was rocking and rolling. It was frightening. It’s not an exaggeration: it was swarming with people trying to get access to whoever might be inside.”

         After the Nicol gig came to an end, Bob took his anecdotes about sharing a bill with the world’s four most famous musicians back to Blackpool where he was offered a job with the Midnighters, house band of the Ciador Club. Their drummer was future bandleader Keef Hartley, while their frontman was Freddie Starr, who would become famous in the Seventies as an anarchic stand-up comedian and television personality. After the season ended, the Midnighters backed Starr for several months on his UK gigs. “But that was horrendous because you never know which side of the bed he gets out on. He’s crazy now, he was crazy then. We got an invitation to go to Germany in December ’64. We did a month in Kiel as the Ice Blues. That was my first trip to Germany.

         “Lee Curtis, who was resident in Hamburg, came to the club to do three nights just by the Christmas period. The music was changing from out and out rock’n’roll and getting a little bit more bluesy-jazzy, and that’s what we were doing. We didn’t have a guitar player, we just had a tenor sax, keyboard, bass and drums, and when he heard us he said ‘Would you like to join me? I’m gonna change me backing band’. (I said) ‘We’re going home at the end of the month’, which we did.” Upon his return home, Bob had a spare six or seven weeks in the early part of ’65. During this period he was offered a job in the Kinsleys, a spin-off of former band The Merseybeats who featured a powerhouse drummer called Dave Preston, someone who would pop up in an acrimonious episode in the story of Bob’s future band The Creation. “We did do about two gigs I think,” says Bob of the Kinsleys.

         In the first couple of months of 1965, Bob and saxophone player Dave McShane took up Lee Curtis’ offer to join his band, the All Stars, in Hamburg: “I played with just about all those sort of Hamburg names that crop up: Tony Sheridan, people like that. Then there’s the visiting artists again: Chuck Berry, Little Richard, and all that kind of thing – it was great.” Bob appeared on the Lee Curtis and the All Stars album ‘It’s Lee’, released in 1965.

         48His next musical adventure was playing in the backing band of the aforementioned Sheridan, like Nicol another name familiar through his connection to the Beatles. Sheridan had been the man the Fab Four had backed on ‘My Bonnie’ (1961), their first appearance on a commercially available record. Things didn’t go too well. “We were in Switzerland, Zurich, and the man who had organised the tour disappeared,” recalls Bob. “We did a venue in like a cafe restaurant and they had a stage. We said, ‘We’re a bit stuck for cash here, we’ll just play the week out and if you give us accommodation and food we’ll do it for that, ’til we sort ourselves out’. He agreed, because we was filling the place every night.”

         While playing these dates, Bob was approached by the manager of a Swiss group called The Slaves, now revered in some quarters as great lost freakbeaters. Bob: “They were on tour in Switzerland and their bass player was ill. They came into the cafe – I remember we was having our meal – and said, ‘Could you play with us tonight?’ I looked at the other lads and they said, ‘Yeah, okay’. So I left my instrument with them – the guitarist probably played bass – and I went with them on this show. It was almost like a Beatles-type hysteria for this group. I finished the gig and they said, ‘Would you like to join us?’ The Tony Sheridan thing had come to an end so I asked the lads. They said, ‘Carry on, do what’s best’. So I joined them. I was with them for three months when I got a letter off a friend of mine saying, ‘There’s a little advert in the Melody  Maker  and it says ‘Will Bob Garner contact this number?’.”

         The ad had been placed by Tony Stratton-Smith shortly after having had his first meeting with the Mark Four. Bob and Stratton-Smith had never met but Stratton-Smith was aware of him through The Koobas, who had tried to recruit him to replace their bassist/vocalist Keith Ellis when The Koobas had been playing in Hamburg at the same time as Lee Curtis and The All Stars. “They came there for a month,” recalls Bob. “We were the resident house band and The Koobas saw me and we made friends for the month, like you usually do. But I had no idea (that) when they got back they said to Tony Stratton-Smith, ‘Could we get Bob Garner?’ He said ‘No’, because this lad’s voice was on the single – ‘Any Day Now’ – and they had the Beatles tour (December 1965) in the bag and everything. So that was in the back of Tony Stratton’s memory. When he saw the Mark Four, he said, ‘Yes, I’ll take you on but change your bass player. I’ve got a bass player somewhere.’

         “I rang up and was on the plane the next day. Got to London and I went into an office in Denmark Street and that was the first meeting I had with 49Tony-Stratton-Smith and the three left out of the Mark Four. I met them and the first thing I said was, ‘You’re not one of those Who groups, are you?’ (Laughs) Which I don’t think went down really well. I’d been playing Ray Charles and Georgie Fame stuff, that was my thing. But they said, ‘We’re just trying to be a little bit different.’ So I said, ‘Okay, I’ve not been at home for over 12 months. Would you mind if I had a few days home and come back?’ So I did.” Bob’s recruitment to the band was announced in the issue of Record  Mirror  cover-dated 21 May 1966.

         Before his return home, Bob took the opportunity to see the Mark Four live. “A bit naughty, really, because the original bass player was there with them on stage,” he admits. Nothing Bob saw that evening – or at the one gig he played with the band before their first recording session – made him think that the group he was joining was anything other than another of the conventional, journeyman covers merchants he’d played with in his career thus far. Bob: “They said, ‘Do you think you can do that?’ Well when I got there, they wasn’t doing the psychedelic thing at all. They were doing songs like ‘Barefootin”, regular numbers. I said, ‘Yeah, that’s not a problem’. But the first tune that we rehearsed was ‘Making Time’. Went into the studio with them and we did ‘Making Time’ and ‘Try And Stop Me’ within the first week or two weeks of me joining.”

         For Bob, Stratton-Smith was an enabler of the band’s music rather than an influence, and an only semi-interested enabler at that: “When I first met him, he had The Koobas, he had The Krew and a few others. Beryl Marsden. He’d had a little bit of experience but not a lot. I think he was fascinated with showbusiness, wanted to get into it but he only knew about the publicity side of things. I think he was interested in young people being progressive in an art form, whatever art form it was. He liked people who were prepared to move boundaries and things and help them along. He could see that somebody was trying to strive away from the norm and I think that’s what he was into. I don’t think he was a melodic sort of a person, he couldn’t clap his hands in time. Tony really just let it free-flow. I think he liked what he saw.” And was he a rock consumer, the kind of person who would go out and buy, for instance, the latest Beatles record? Bob: “No, not at all.”

         Stratton-Smith’s placement of Bob within the band, purely it seems for the sake of image, was ironically the crucial piece of the musical jigsaw which made The Creation the band they were. Bob’s Merseybeat bass style and Eddie’s Southern powerchord playing created a unique noise. “The mish-mash came in when I joined because – just by the style I was 50playing and what Eddie was playing – it worked out that little Creation thing,” says Bob. He elucidates: “The style I grew up with was playing along with the bass drum. Just simple really: whatever the bass drum did, the bass guitar would play most the same thing so there’s a thicker sort of thump. If you listen to ‘Love Me Do’, I think that sort of just about says it really. The London sort of thing was perhaps a little more melody on the bass, more riffs if you like. They didn’t really thump the beat out. Mine was more like one-note type rhythms.

         “The thing is, it was always a problem for a lead guitar to play the individual notes and not have a rhythm guitar there. I think this is what happened with the powerchord-type thing, and the distortion helped to fill out that sort of gap, but the thing which helped it even more was the simple bass line. The single notes. Two notes at the most and a chord. Status Quo do it quite well: filling out of the bass, just: thump, thump, thump. The Brokers was just three and that was the same thing, it helped to fill that out.”

         The sobriquet ‘The Creation’ seems to have been adopted before Bob joined. Bob recalls, “I think it was decided that that’s what they were going to be called as from that day I arrived.” A reference to the band as the Creation in the 16 April issue of Record  Mirror – almost certainly weeks before Bob joined – supports that recollection.

         Whenever he was asked about the origin of the name The Creation, Kenny always insisted that he was responsible for it. For example, talking to Jud Cost in 1994 for an interview that would be published in Ugly  Things magazine in 1997, the vocalist said, “I was going through a book of Russian poetry and saw a poem called ‘The Creation’. I thought that looked good written down, especially for a band that was trying to be totally new.” However, none of the other members remember it that way.

         Jack: “The Mark Four wasn’t a good name. There was actually a Scottish band called the Mark Five so the name had to be changed. Tony Stratton-Smith come up with the name The Creation. We said, ‘It’s a bit bible, innit?’ And he said, ‘That’s alright. The Creation – we’ll create’. So we went with it.” Eddie: “I think it was Tony Stratton-Smith. I think it was there was this name which conjured up something new and with the style of the music we was into at the time – ‘Making Time’ was a little bit off the wall – and it all fitted.”

         Bob: “That was Tony Stratton-Smith as far as I remember.” Of course, it could be the case that Kenny did come up with the idea in the way he suggested and then recommended it to Stratton-Smith and the other 51members simply assumed it was Stratton-Smith’s own idea when he in turn mentioned it to them. Certainly, while Kenny seems to have had a healthy ego and an intensely self-justifying nature, nothing about him seems to suggest the capacity or propensity to come up with elaborate falsehoods, which the Russian poem would be if Stratton-Smith had devised the name. Whatever, we will now probably never know. The name certainly captured the way a relatively staid (if developing) R&B act with its roots in the Fifties blossomed overnight into something that was altogether more adventurous and modern. As Mike Stax of Ugly  Things superbly summed it up, “The Mark Four was a staunch, traditional rock ‘n’ roll type name& The Creation reeked of art, intellect and modernism.”

         Stratton-Smith’s patronage of Merseyside musicians had caused Bill Harry – founder of the Mersey Beat  newspaper – to dub him an “honorary Liverpudlian” in Record  Mirror,  so it was appropriate that what was almost certainly the first ever mention of The Creation in print was in Harry’s Up North column in that paper’s 16 April 1966 issue. Harry reported: “Tony Stratton-Smith, manager of several Liverpool groups, tells me – “I’ve taken on a brand new group, nothing to do with Liverpool, called The Creation.” The last line of this short piece was an illustration of just how different a league Stratton-Smith operated in compared to Ian Swan. Mentioning a name that was already responsible for overseeing several hit singles, some classic songs and more than one journey from obscurity to stardom, Stratton-Smith casually added, “They’ll be recording with Shel Talmy.”
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