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            ‘How Are You Then? Alright?’

          

        

      

    

    
      When he heard that I was writing a book reviewing the songs of Status Quo a good friend of mine quipped, ‘Does that mean you can’t use words with more than three syllables?’ This, for him, is quite funny. But all credit to Graham for his contribution; he has patiently endured, for many years, my endless jibes regarding his fascination with the prog-rock group Marillion, the diet version of Genesis.

      Graham, like many, many others before him, has unwittingly bought into the lazy stereotyping of Quo by a music media that seemed set on savaging them even before they had their hit single breakthrough, ‘Paper Plane’, in 1972. During the first half of the Seventies, Quo produced a stream of inventive, complex blues rock songs which broke the genre’s mould. The second half of the decade, and the early 1980s, saw increasing commercialisation set in to their core sound with some excellent, but mostly dubious, results.

      But make no mistake. Quo were innovators, and deserve an appreciation beyond the default setting of ‘moronic three-chord wonders’. What the hard- of-thinking critics are actually attacking is a genre. Take rock and roll, or blues, or country music. Artists composing in these styles all rely heavily upon three chords (tonic, sub-dominant, and dominant seventh, or I, IV and V as they can also be referred to). What Quo did worked extremely well within their chosen style, whether playing it straight (think ‘Caroline’) or making it shuffle (‘Whatever You Want’). They were as successful as they were creative and influential.

      Chart conquest, both with singles and albums, and thousands of gigs in front of incredibly loyal audiences defined them as a ‘People’s Band’, not beholden to the fleeting nature of musical fashion. Their ‘look’ (tee-shirts, jeans, and trainers) was just a representation of what they truly were, a working class band from South London. They played the music they loved to fans who were just like them. Despite their phenomenal, and virtually unmatched, success, Quo are rarely thought of in the same light as other major bands of the era (Black Sabbath, Queen, Led Zeppelin, Deep Purple et al). Quo made a unique and highly significant contribution to rock music, and yet the critic’s arrows still managed to pierce the public consciousness more effectively.

      It seemed that whilst the work and legacy of other giants of the period was deserving of serious journalistic approval, the press also needed a whipping boy, a scapegoat band, if you will. And Quo, with their unpretentious music and denim-led look, provided the perfect target. From the 1980s onwards, the critics’ comments were on the money. Today the band is a British institution, playing pop-based boogie with a highly commercial edge to an audience that spans entire generations of families. In the Seventies, they were, most definitely, something special.

      Anyhoo, Graham’s version of a joke gave me an idea. How many songs by the ‘Frantic Four’ actually consist of just three chords? What is the average number of chords per song? Which song has the highest total? And which the lowest? I thought an analysis of the default insult could be an interesting exercise. So, armed with a Telecaster (what else?), an amplifier set to squirrel-bothering volumes, and a smattering of musical knowledge, I set to work. Each song review includes a chord count, and the final chapter of this book, ‘The End Of This Road’, contains the surprising conclusions.

      One response to the eternal jibe is, of course, ‘Who cares? It’s great music’. This was the fans’ standpoint whenever confronted with the comment. Quo, and their music, mattered to them; a music critic’s opinion (be they a school friend, drinking buddy, or a music journalist) did not. But this stance implicitly assumes the critic to be correct. As this vital musicologist research will prove, this is not the case. Quo found their sound, stuck to their goals, worked incredibly hard, and deserved all the acclaim a grateful audience could shower on them. Another regular criticism was that they wrote ‘meaningless songs’. Again, the important point is missed; rock records tend to make their impact through the music rather than the lyrics. We tend to notice the words more once we’ve absorbed the sounds. And Quo’s music had the power to move us.

      Just to clarify, when I write about a ‘chord’, I am referring to a group of notes played simultaneously. This is not the same as a ‘riff ’ which is a short, oft- repeated sequence of individual notes. In Quo-land, an example of a riff would be the four-note descending sequence introduction to ‘Paper Plane’, followed by a mixture of A5 and A6 chords. Whilst A5 and A6 are subtly different chords, I file them together under the single tonality of A major, or ‘one chord’. Or, as a slightly longer example, take the introduction to ‘Backwater; the first twenty seconds are a riff, and underpinning this when the phrases are repeated is a chord progression.

      My introduction to Quo was via the three-track live EP, featuring ‘Roll Over Lay Down’, ‘Gerdundula’, and ‘Junior’s Wailing’ released in May 1975. I just loved the sound the band made, and the first album I bought was On The Level, later that year. The first gig I saw was Quo at the now-defunct Granby Halls in Leicester on the Rocking All Over The World tour in December 1977. It was a fantastic night. My ears rang for the next three days. I didn’t care. Quo became my ‘first love’ in a lengthy list of long term relationships with rock music.

      The origins of the band go back to school days. Francis Rossi and Alan Lancaster met at Sedgehill Comprehensive School in Beckenham, South London, playing in the School orchestra as an excuse to avoid lessons. Later they formed a band with Jess Jaworski, an organ player, and drummer Barry Smith calling themselves The Paladins. This was quickly changed to The Scorpions and soon, they became The Spectres. Legend has it that their first gig was at the Samuel Jones Sports Club in Dulwich in May 1962.

      Rehearsals moved out of parent’s houses to the nearby Territorial Army barracks, where a greater noise could be made. This was also used by the local Air Training Corps, and another group, The Cadets, also practised there whose drummer, John Coghlan was quickly persuaded to join The Spectres. Jaworski left the group to continue his school studies, his replacement being Roy Lynes. The band’s part-time manager, Pat Barlow, organised some gigs and managed to land the group a Summer Season contract at Butlins in Minehead, Somerset, in 1965. This was also where Rick Parfitt, working under the name of Ricky Harrison, was appearing as part of a cabaret trio, ‘The Highlights’, with singing twin-sisters Jean and Gloria Harrison. It was at Butlins that Rossi and Parfitt struck up a friendship.

      The Spectres recorded a demo tape which Barlow used to secure a record deal with Piccadilly Records, a subsidiary of Pye Records. Their debut single, a cover of Shirley Bassey’s ‘I Who Have Nothing’, was released in September 1966, and flopped. ‘Hurdy Gurdy Man’, an early writing credit for Alan Lancaster (November 1966), and ‘We Ain’t Got Nothing Yet’ (February 1967), continued the trend. The band threw the dice again with a name change, hoping to court attention, and became ‘The Traffic Jam’.

      As the saying goes, there’s no such thing as bad publicity. Another single, ‘Almost But Not Quite There’ (June 1967), was banned by the BBC for the innuendos in Rossi’s lyrics. Furthermore, Steve Winwood, fresh from The Spencer Davis Group, had a new band, Traffic, who had scored a hit with ‘Paper Sun’ in May 1967. He didn’t care for a similarly titled band being in the public eye, which resulted in another name change, this time to ‘The Status Quo’.

      The continuing persistence of Barlow, and Pye’s ‘in-house’ producer John Schroeder, together with the addition of Rick Parfitt, originally recruited to the band for his singing ability rather than as a guitar player, eventually began to bear fruit. A breakthrough occurred when the Rossi penned, psychedelia- influenced single ‘Pictures Of Matchstick Men’ became a hit in January 1968, reaching number seven in the charts. Rossi admitted to some confusion over the band’s identity and musical direction at the time in the 2014 documentary film Hello Quo!

      

      When we broke we were a rock band with a soul set and a psychedelic single. I didn’t even know what psychedelic meant … I was copying things.

      

      However, the follow-up, ‘Black Veils Of Melancholy’ (March 1968) a virtual facsimile of ‘Matchstick Men’, failed spectacularly. The band’s third single, a zingy, rhythmic cover of ‘Ice In The Sun’ (July 1968), returned them to the charts reaching number eight. Temporary teen-pop stardom seemed to be the band’s future, but it wasn’t a future they desired.

      In September 1968, the album, Picturesque Matchstickable Messages From The Status Quo, was released, and this too failed to chart. A dreadful title but a terrific score in ‘Scrabble’, the album was a compilation of previously released singles and B sides. It lasts 35 minutes (but feels much longer), and, if you were of an unkind nature, you would say it’s the aural equivalent of being water-boarded. A better angel could view the lightweight material as being typical of the pop music of the period. But there was too much evidence of pastiche, or slavish impersonation, of similar music produced by The Beatles, The Kinks, and others; bands who not only did it first but did it better. The track listing was:

      

      ‘Black Veils Of Melancholy’ (Rossi)

      ‘When My Mind Is Not Live’ (Rossi/Parfitt)

      ‘Ice In The Sun’ (Wilde/Scott)

      ‘Elizabeth Dreams’ (Wilde/Scott)

      ‘Gentleman Joe’s Sidewalk Café’ (Young)

      ‘Paradise Flat’ (Wilde/Scott)

      ‘Technicolor Dreams’ (King)

      ‘Spicks And Specks’ (Gibb)

      ‘Sheila’ (Roe)

      ‘Sunny Cellophane Skies’ (Lancaster)

      ‘Green Tambourine’ (Leka/Pinz)

      ‘Pictures Of Matchstick Men’ (Rossi)

      

      Almost exactly a year later, Quo’s second album, Spare Parts, was issued. By now, the ‘The’ had been dropped from the band’s title. There had been a brief flirtation with the shortening of the name still further to S.Quo (hoping to mirror the success of Marc Bolan’s T Rex); an idea which was wisely discarded. Despite such revolutionary steps the band’s chart-dodging trend continued. Pye Records was part of the problem; they focused on hit singles, with albums being seen as a less important by-product. Their roster of artists was distinctly ‘Middle of the Road’, a ‘crooner’s corner’ if you like, and they weren’t a good fit for the ambitious Quo, who were moving with the current thinking. Rock music was becoming serious, the band should look serious, and they wanted to release a serious rock album.

      Spare Parts, whilst better than its predecessor, still wasn’t representative of where Quo wanted to be. The album was neither a collection of commercial hits nor a cool, ‘muso experience’. The songs were poppy, sometimes overly sentimental, and the inclusion of string and brass arrangements did nothing to suggest what lay beneath the façade of the band’s Carnaby Street clothing. The track listing was:

      

      ‘Face Without A Soul’ (Rossi/Parfitt)

      ‘You’re Just What I Was Looking For Today’ (Goffin/King)

      ‘Are You Growing Tired Of My Love’ (King)

      ‘Antique Angelique’ (Lancaster/Young)

      ‘So Ends Another Life’ (Lancaster)

      ‘Poor Old Man’ (Rossi/Parfitt)

      ‘Mr Mind Detector’ (King)

      ‘The Clown’ (Lancaster/Lynes/ Young)

      ‘Velvet Curtains (King)

      ‘Little Miss Nothing’ (Rossi/Parfitt)

      ‘When I Awake’ (Lancaster/Young)

      ‘Nothing At All’ (Lancaster/Lynes/Young)

      

      Despite this, the band’s live shows were always a high energy rock and roll event. Quo had been working with the twelve-bar groove with which they would become synonymous from their earliest gigs, as evidenced by ‘Bloodhound’, an energetic track which appeared on the four-disc set ‘Live At The BBC’ released in 2010. They regularly performed covers of rock and roll songs which made the transition into what they would become, an easy and natural one.

      ‘Are You Growing Tired Of My Love’ was the only single released from ‘Spare Parts’, and managed to scrape to 46 in the charts in April 1969. Quo’s final assault on the Sixties was a cover of The Everly Brothers’ ‘The Price Of Love’ in September 1969. Whilst this was notable for the first appearance of Bob Young’s harmonica playing, even this wasn’t enough to help it chart. Young had been employed as a roadie, and would soon begin to develop as a lyricist with significant results.

      As the new decade dawned, Quo’s fortunes weren’t looking healthy. Psychedelic tinged pop success wasn’t their true leaning, time was moving on, and Pye Records were losing faith in their signing. The band dispensed with the brightly coloured garb of the late Sixties in favour of the ‘day-wear’, faded, scruffy denims. Hair was grown fashionably long, and tee-shirts and jeans were the order of the day and night. Record sales and bookings were in what looked like a permanent decline. But all was not lost. In Status Quo – The Official 40th Anniversary Edition (2006) Parfitt recalls an incident in early 1970 which provided both inspiration and direction for the band:

      

      Me and Francis were out at this club in Germany, we were sort of just sitting there drunk and we saw this couple dancing to the Doors’ ‘Roadhouse Blues’, it had this infectious shuffle beat and the way they were moving their bodies, they were really silky and really smooth – it kind of turned us on. And that’s largely responsible for why we do so many of these shuffle rhythms, it turns us on. We like it and it’s become our trademark, and all that because we were getting drunk and watching this couple dance in that soppy little club.

      

      Another significant event occurred in April 1970 at a gig in South London, as Rossi recalled in The Status Quo Autobiography (2004);

      

      The first real step forward to becoming the band we are now, came unexpectedly one night when we simply decided to go on stage in our normal street wear. We were appearing at the Castle Pub in Tooting supporting Mott The Hoople, and we just couldn’t be bothered to put all the clobber on and go through the same routine again. So we went on as we were, in jeans and tee-shirts, and started belting out some of the blues shuffles that we had been noodling around with at sound-check. I kept waiting for someone to come on and tell us to stop messing about and get back to the proper stuff, nobody came and we ended up going down a storm.

      

      Fate lent a hand when Colin Johnson became their agent and, within a year, manager. Johnson saw potential in the music that Quo wanted to play, and was determined to spread the word far and wide. He insisted that the band should gig anywhere and everywhere they could. Johnson also booked them into Pye Studios in London to record a new single which was more representative of their natural rocking style.

      In March 1970, ‘Down The Dustpipe’ appeared, which is the opening chapter in the ‘true’ Quo story. Thanks to word-of-mouth recommendation from a small but growing base of hardcore fans, and relentless gigging, the song would eventually reach number 12 in the charts. This was followed by ‘In My Chair’, the first Rossi/Young composition, in October 1970, which went to number 21. In August 1970, the band’s third album, the radically different sounding Ma Kelly’s Greasy Spoon, fundamentally the first ‘real’ Quo album, was released, and it was from here the band’s fortunes finally began to change. The sobriquet ‘The Frantic Four’ was borne out of the band’s energetic stage performances, as Rossi surmised in Status Quo – The Authorised Biography (1979):

      

      We’d always had this thing where we rocked a bit on stage. You couldn’t help it really. And you’ve got to remember we were brought up on playing all that Chuck Berry stuff we’re meant to have ripped off. Underneath, it was always natural, always there. It was expected that we’d move a bit. Even as early as 1969, they’d described us ‘as moving across the stage like a pack of hungry panthers’.

      

      This book focuses on the period 1970-84 when, in my opinion, Quo were, mostly, at their best. I have not reviewed the band’s first two albums as that music bears no relation to what emerged during the Seventies. From the start of the decade, Quo progressed rapidly to a peak with the all-conquering Blue For You in 1976. A double live album proved to be an apex for the band, with subsequent releases, whilst still sporadically powerful, showing some unwelcome changes, either in production, arrangements, or song-writing. Sometimes all three elements would combine to create a perfect storm of disappointment.

      By 1982 the ‘Frantic Four’ had shrunk to three with the departure of John Coghlan, and Alan Lancaster’s subsequent exit three years later led to the effective demise of the band. A ‘final’ appearance as opening act at ‘Live Aid’ in July 1985 threw Quo back into the public spotlight. By this time, inter-band relations were at such a low point that the original line-up, what was left of it, couldn’t, wouldn’t, and didn’t want to continue.

      Of course, Rossi and Parfitt revived the name in 1986 and continued for the next four decades as, fundamentally, a good time pop-boogie band. In the penultimate chapter of this book I offer an abridged overview of their substantial output; not because I think it’s any good (most of it just isn’t), but as an acknowledgement of the continuity of the brand.

      But Quo made their name and established their true legacy in the 1970s, and this book is both a celebration and a critique of that. The early significant musical achievements are too easily overshadowed by their commercial drift in the late 1970s and early 1980s, which turned into an tsunami following the 1986 reinvention. By that time, the critics had a point, but before then, they were way, way off base.

      Buckle up Graham, see you in 150 songs’ time…
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            Ma Kelly’s Greasy Spoon

          

        

      

    

    
      Personnel:

      Francis Rossi: lead guitar and vocals

      Rick Parfitt: guitar and vocals

      Alan Lancaster: bass and vocals

      Roy Lynes: organ

      John Coghlan: drums

      Guest musician: Bob Young: harmonica

      Produced by John Schroeder

      Recorded at Pye Records, London

      Released on 28 August 1970

      

      As the 1960s album charts had ignored Status Quo, and, more importantly for their record label, the hit singles had dried up, Pye Records were less and less bothered about the fate of the band. As Parfitt said in a BBC radio interview in July 1979:

      

      We were being told what to do then because in those days we were very young, and somebody said ‘Right, you’re gonna be pop stars lads’, and we went ‘Yeah, great, mister, fantastic’, and he said ‘You’ll wear this, and you will play this’ and we were forced to conform. Then came a time when we were a bit sick of it, and we were going down like a steel balloon in the ballrooms. So we literally came off the road and just sort of started wearing the denim quite naturally.

      

      In Hello Quo!, he added:

      

      And we were missing what we were really, you know, which was jeans. We liked jeans and pumps and tee-shirts, and that’s really kind of how we saw the band.

      

      The transition from pop group to rock band is at its most stark with the cover of the new album. There are no photographs of the band. This reticence, whether deliberate or not, certainly distanced Quo from their former, brightly lit, poppy persona. The 1970s band was clearly going to be a very different animal. The mood of Ma Kelly’s... is sombre and, to a degree, at odds with the music. On the front cover is a bored-looking middle-aged lady with an (unlit) cigarette in her mouth. She may be the owner, or possibly a waitress at a ‘Greasy Spoon’, the colloquial term for the type of establishment where paying as little as possible for food trumps other concerns, like hygiene or comfort. She is the centre of attention. The rear of the sleeve has a separate photo of a café table, replete with an old cup of coffee, a salt cellar, a bottle of tomato ketchup, and an upright piece of paper listing the song titles. Also included on the side is some nonsense ‘poetry’ by Bob Young;

      

      S.Quo. Labelled? Hey Mable, no label. Francis nuff ric cog lib. Working their wot off? Struggle. What isn’t who isn’t. Where are you? Hyde and seek. They can see you. Want to feel you. Inky fingers words saying. Tui! Tui! Moths to butterflies. Can’t be done. Poop! It’s done. And thank Christ for yesterday.

      

      Yeah. Right. On. Man.

      In his 2019 book I Talk Too Much Rossi explained the idea behind the downbeat cover:

      

      Ma Kelly’s Greasy Spoon (was) a reference to the types of places we found ourselves eating in while we were on the road, which we were constantly in those days. Those places all seemed to be run by the same stone-faced middle-aged woman with a cigarette butt dangling from her lips, hence the ‘greasy’ sepia picture on the front of the album sleeve. I’m not sure if we meant this, but looking at the picture now, it’s also quite a good metaphor for the music evolution we were undergoing – from pop dandies to down- and-dirty blues rockers.

      

      Quo knew what they wanted to play and how they wanted to play it. In Hello Quo! Lancaster said of the album:

      

      Although it was a little bit kind of wonky ... there’s some pretty good stuff on there.

      

      And it was during their relentless gigging schedule that the band would write ‘some pretty good stuff ’ and try it out at gigs. If the reaction was positive, the song might make it onto an album. Quo weren’t alone in this approach; the idea of going into a recording studio to write material was not an economic way of working for struggling artists. Songs were written on the road and recorded at a later stage. For example, ‘Caroline’ was played on the tour for Piledriver before it made its appearance on Hello!, and ‘Big Fat Mama’ was similarly bludgeoning audiences around the time of Dog Of Two Head before being released on the band’s first album for their new label, Vertigo.

      This technique was also a secret weapon in fending off the critics’ attacks. The fans experienced the songs live before the reviewers heard the record and the expanding fan-base ‘word-of-mouth’ overrode anything a music journalist could convey by way of persuasion. This by-passing of the traditional formula meant that the ‘new’ band’s first single, ‘Down The Dustpipe’, was a chart success despite a lack of radio airplay, or support from DJs. Quo sold records on the basis of their many live gigs and growing reputation. Rossi acknowledged this in an interview with Melody Maker in November 1975:

      

      This band has not existed by selling product and then going out and playing it. It’s the other way with Quo. We sell so many albums because we play so much on the road. Kids hear us and then go and buy the albums.

      

      Ma Kelly’s... was the first opportunity for the record-buying public to savour the band’s new sound. Essentially their first ‘serious rock’ album was an audio diary of their live set at the turn of the decade, comprising a mix of covers and original compositions. However Ma Kelly’s… is nevertheless still an important stepping stone between the pop sensibilities of their first two long-players and where the band were headed.

      Peculiarly the original vinyl release excluded ‘Down The Dustpipe’. The 2003 CD re-issue features ‘Down The Dustpipe’, and the post-album single ‘In My Chair’, together with alternate versions of some of the album’s tracks. Also included is a new song, ‘Gerdundula’, which had been the B-side to ‘In My Chair’, and had been re-recorded for possible inclusion on the album. No singles from the album itself were issued, although ‘Shy Fly’ was briefly considered.

      Ma Kelly’s... was the last album to feature Roy Lynes, the keyboard player with the haunted look of a man not allowed within 100 metres of his son’s school. Lynes noted the band’s guitar-driven rock direction and decided his own contribution was not fitting in sufficiently. He left prior to the recording of ‘In My Chair’, with his departure only helping to tighten Quo as a musical unit.

      Another interesting facet of the release is the emergence of Rossi and Young as a song-writing team; they contributed four tracks, whilst Lancaster provided three of the album’s heavier numbers.

      I have a lot of affection for Ma Kelly’s. The ‘Quo Shuffle’, even in its early stages, is persuasively effective on tracks like ‘Spinning Wheel Blues’ and ‘Junior’s Wailing’. There is plenty of light and shade with the softer tracks, ‘Everything’ and ‘Lakky Lady’, in-between the burgeoning heaviness of ‘Daughter’ and ‘Need Your Love’. Equally, there is melodic skill in ‘Shy Fly’ and ‘(April), Spring, Summer, and Wednesdays’, which show that the now ‘Frantic Four’ were establishing their true range and sound, with their collective eyes very much set on the future.

      Ma Kelly’s emphasised that Quo’s Sixties past was behind them and that their ‘new direction’ was heartfelt and authentic. And this newfound musical freedom, despite the misgivings of Pye Records, saw them carve out a place in the evolving heavy rock music scene, which they would dominate for the next ten years. The music on Ma Kelly’sis exciting, varied, different, inspired, well written and arranged, and a genuine indicator of what was to come.

      

      ‘Spinning Wheel Blues’ (Rossi/Young) Duration: 3.17 Chord Count: 3

      Setting aside ‘Down The Dustpipe’ temporarily, the opening song of the new era lays down many pointers to the band’s future success. Coghlan’s rock-solid drumming and Lancaster’s throbbing bass underpin Rossi’s reedy vocals in this up-tempo, twelve-bar blues shuffle ode to the perils of gambling. ‘Spinning Wheel Blues’ replicates the archetypal low mood associated with the blues.

      A four-bar introduction with Rossi’s distorted lead fills prominent and Parfitt’s rhythm work well down in the mix, is followed by two verses, the second of which adds harmony vocals and some honky-tonk piano. The first guitar solo, with keyboards supporting in the background, is split into two twelve-bar sequences. The third verse returns to the sparser texture of the first verse, with the keyboards and harmony vocals rejoining for the final verse.

      Bob Young adds a harmonica solo over the final instrumental section which is a single play-through of the twelve-bar chord progression. The band come to a sudden stop on the first beat of the tenth bar of the next section leaving room for a brief lead guitar flourish before the music fades on a repeated strummed G7 chord, as Coghlan rolls around his kit with abandon.

      

      ‘Daughter’ (Lancaster) Duration: 2.59 Chord Count: 4

      Lancaster’s composition highlights his preferred style of song writing. ‘Daughter’ is a relentlessly heavy, riff-driven foot-tapper. The track is based around a C seventh chord for the three verses before modulating into B flat for the chorus (‘Daughter, can you have sons for yourself ’?), where vocal harmonies add a degree of quality. There is an impressive chromatic descending scale into a repeat of this refrain which brings the music back into its original driving groove.

      The lyrics are indistinct due to the over-application of reverb, and the short delay added to the vocals, another link (if not a particularly strong one) to the band’s former psychedelic dalliances. After the second chorus and a repeat of the eight-bar introduction, Lynes throws in a fine organ solo, which he then reprises after the third verse and chorus as the song chugs away happily to a fade.

      

      ‘Everything’ (Rossi/Parfitt) Duration: 2.34 Chord Count: 12

      ‘Everything’ is an astonishing handbrake turn of a song and should be heard by everyone who thought that the new Quo was only about grinding riffs and listener-flattening heaviness. Musically, this sparse ballad features two acoustic guitars, (one nylon strung, one steel strung), together with a cello, played by an uncredited musician, producing some beautiful interweaving melody lines amongst the steady guitar arpeggios.

      Lyrically ‘Everything’ is even more of a surprise as the song deals with a girl losing her virginity, told from the male perspective. Sung by Parfitt with a restrained tone, there is a sense of introspection to this ballad, which is well encapsulated in the coda lyrics ‘And who knows what it’ll mean’. On subsequent albums, the curtain would sometimes be lifted on Parfitt’s image as the quintessential hard rock’n’roller, and this gentle song is the first example.

      Musically the rise and fall in the underlying chord progression neatly parallels the anticipation and then sad reality of the words. ‘Everything’ is closer to the style of composition made popular by singer-songwriters of the period, rather than a pop style of music. Quo offer up an artistic, evocative piece as a contrast to what they are also capable of and, as such, it is an effective ear-opener to new fans.

      

      ‘Shy Fly’ (Rossi/Young) Duration: 3.46 Chord Count: 4

      And the variety keeps coming. ‘Shy Fly’ is a bright, optimistic-sounding pop- rock song with a solid, driving rhythm, decorative bluesy guitar fills, and sly vocals. But there’s more lurking beneath the surface with a clever syncopated twist at the end of the introduction where the music moves into a single bar of 2/4 time before setting up Rossi’s melodic lead phrases, which intersperse the lyrics. Lynes’s organ is prominent, and it’s good to hear Parfitt’s relentless rhythm work sounding more front and centre in the mix.

      Lyrically obscure, Young’s words concern a relationship between a tiger and a fly. Perhaps there was a spider shortage at the time. No doubt it meant something to him. The song is saved, however, by its strong central vocal melody, with effective harmonies in the chorus and a sense of joie de vivre throughout the performance.

      

      ‘(April), Spring, Summer, and Wednesdays’ (Rossi/Young) Duration: 4.10 Chord Count: 9

      This curiously titled, funky little groover is another change of musical direction; there is no hint of twelve-bar blues or up-tempo boogie to be found here. Built around a laid back electric guitar riff with bass and drums joining in, the verse grooves along merrily with Rossi’s giving distinctive voice to Young’s, let’s be kind, occasionally contradictory words, ‘I can’t leave, but I won’t stay here, if I stay, I still won’t be here’. Yeah. Right. On. Man. Again.

      The chorus sound is heavier with the addition of a weighty rhythm guitar before reaching the sing-a-long refrain at 0.44. Lyrically the song has a dark theme; a woman seems to be exerting a metaphysical power over a man’s mind, and this mood is reinforced by the hypnotic feel of the underlying music.

      The second verse, chorus and refrain follow the same sonic pattern until the instrumental section at 2.12, which comprises an unusual and yet still melodic chord progression. There is no guitar or keyboard solo. The sequence is interspersed with a two beats’ rest before reverting to the introduction, which precedes the third verse, chorus and refrain, which are reruns of the first versions. The chord instrumental returns at 3.31 for the song’s coda and the track is rounded off with repeated D and C major chords before some studio trickery manipulates the pitch of a distorted guitar feedback to its close.

      ‘(April), Spring, Summer, and Wednesdays’ shows that, even in this early stage of their development, Quo were more than capable of writing intricate, innovative music grounded in blues rock. The song would be a surprising and welcome addition to the set list for the ‘Frantic Four’ reunion tours in 2013 and 2014.

      

      ‘Junior’s Wailing’ (White/Pugh) Duration: 3.32 Chord Count: 6

      We’re back to the land of the heavy shuffle with Lancaster taking the vocals on the song first released by Steamhammer in 1969. As the album’s first cover version, it fares well and would be a regular gig opener up to and including the release of the double live album, Live in 1977.

      As with ‘Daughter’, the studio treatment of Lancaster’s voice in the heavier aspects of the song does him no favours. The Quo version has a meatier sound than the original, is at a slightly slower tempo, and is sonically less busy. After Rossi’s convincing solo and a third verse, ‘Junior’s Wailing’ drops in volume for two verses, the second being more restrained than the first. Lynes is absent from the mix which is to the song’s benefit, and Rossi finishes proceedings off with another biting, melodic solo, and a surprisingly jazz-like ending of three ninth chords.

      

      ‘Lakky Lady’ (Rossi/Parfitt) Duration: 3.12 Chord Count: 7
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