with unusual banjo-piclzing running
thro1.1g11 it an(l an intercsting]y
]ayererl chorus. The album ends with
‘Full C)"CIE', nent]y summarising the
album’s strengths and weaknesses.
Starting with a beautiful bassline and
spiclery guitar ]iclz, the song is
granlual]y swar::pe(] ];y over-lleavy
harmonies and a somewhat
Ponr]erous mix. But for these
sethacks it would be a wonc]er{uny
c]mwsy, downbeat closer. Tllough the
uulsiuiausl:ip is Lt.-_vond reproac]l, the
song must be called another
r]is.lppnin;‘ment overall. It's hard not
to conclude that, had the band been
given more encouragement and time
l:»y \Wilson, and been party to the mix,
tl-aey could have sl:arpened up a
number of these performances and
p[or‘lucccl one of the very finest
a]lJums of t]le period. As it is, we must

merely be gratefu] that it came to be
recorded at all.

Unfortunately, the gmup’s troubles
did not end in the recortiing studio.
The s]eeve, true to form, turned out
to be what Richard calls ‘a sad story'.
TI'IE g'l"{)UP ]"u'lfl a cover mOCLPfI HP l]}"
a Boston co]]age artist whose work
they were enthusiastic about. ‘He had
a (lesign tl‘xat was an amazing
construction of images from
magazines and other print sources.
He came out to the studio in New
York to show it to Wilson and malze
a Jea], but left the meeting in shock
because Wilson insisted that he’d
have to get clearances for all the
scores of individual images!” In its
place, the group was obliged to obey
Wilson’s instructions to attend a
plwto session in a New York loft
studio one frozen winter's day in
1968. ‘We were miserable with the
cold’, Richard recalls, ‘and we even
look it in the photo. The
p}wtograpl'uers cmmplerl up some
black p]wto Lacl:d:op paper so as to
make it look like we were in the
mif]dle of a Lwa ﬂow, and they ran a
fog machine. Wilson told us the
image would be processcd to look all
swir]y and psyclledelic, but instead it
was just used straight.” The results
are indeed unpromising — a group of
tme wasted—]ooleing beatniks pose
l-u'ppie threads,
surrounded By vague puffs of
theatrical smoke. As if that wasn't
bad enough, the
p}mtagraplls on the back cover
‘looked great in the original, but when
the cover was prinf:ecl it was too da rle,
so the result looked like a set of black

rectangles’.

mooc[ily in

solarised

Not content with their blunders so
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far, on the label the song titles are in
the wrong order, and (to add a final
insult to the group’s cata}ogue of
injuries) the sleeve credits the group
as The Ill Wiuc]‘, I.Iwug]: Elu:y never
used the article themselves. The most
clwastaling sethack of a]], lxowewer,
only became apparent when the
album had been pnessecl and sl'xipped,
On 'High Flying Bird’, a second of
silence intrudes at the most intense
point in the song, and then the
crescendo is repeated three times,
much diminishing its impact. “The
mastering error is a true mystery”,
says Richard. “I cannot imagine such
a t}iing happening by accident — it
seems more like someone’s (Img-
induced erliting brainstorm.” Either
way, the band lm(l no means cf
intervening, and all of the initial
10,000 copies went out like that. The
glitcla is very annoying and it is to be
laoped that those who pay top money
for originals get luclzy -a subsequent
and much smaller pressing of 2000

copies corrects the fault.

Despite the group’s numerous
clisappointments thus far, tltey had
much to focus on in the run-up to
the album’s release. A well-organised
pu]:licity campaign could well have
been the lzey to the record’s success,
but it was not to be. A {ul]-page
promotiona] ad was taken out in
Billboard {advertising ‘Flashes’
alongside two other Rasputin
relea.ﬂes), a few other minor ads
appeare(l in rock pulJIications, and

pmmol‘iona] CDPiB‘S were sent to raclw

stations. Mysteriously, three singles
were extracted (‘Wa“aing and
Singing’ b/w ‘High Flying Bird,
‘Dark World' b/w ‘Walking and
Singing' and finally ‘Dark World’ b/
w (Higlx F]ying Bird'}, but l}arely
released. No
organised, no airp|a}' was arrangec]
and to the best of Richard’s
knowledge, absolutely no reviews
appeared anywhere. As he wryly puts
it, “there was a cover story on Tom
Wilson in the New York Times
magazine, and we were mentioned in
passing. That was about the height

media

interviews were

of our exposure.” A
pmmoticnal tour had been organisccl,
but the pitiful circumstances that had
so far conspire& against the band
again intervened. “Tom Frankel and
Wilson worked at cross purposes a lot
of the time”, remembers Richard.
“Wilson had a”ege(uy booked a tour
for us, but he cancelled it at the last
minute without letting Tom know.
As a result Tom didn’t book any new
ones, so we were out of work for a
month, during which Carey quit and
we had to hirea rep]acement, Michael

Walsh.”

Richard also attributes a good part
of this fiasco to the notorious
‘Bosstown Sound’ lly'pe, ijpped up
by producer Alan Lorber in an
attempt to cash in on the San
by
presenting Boston as the next Lig
scene. The first records to be released
under this banner (by Ultimate
Spinach, Beacon Street Union,

Francisco pl‘lenumenon

Chamaeleon Church and olllem) were
met with pre-p:epatecl critical scorn,
and the critical backlash was well
under way before ‘Flashes’ appeared.
Inpa tticular, a scornful article by Jon
Landau in Ru“iug Stone damned tile
Bosstown pul:licify. “By the time our
record was released there wasn’t much
of a market for rock music from New
England”, says Richard. “Perhaps
Wilson felt it wasn't worthwhile to
market us in such unfavourable
circumstances.”

Many bands would have quit
altogether in the face of this barrage
o[:incompetence and mis[orltme, but
Il Wind persevered. Though their
fnray into the remr({ing studio had
been a debacle in many ways (they
were never given any sales figures, and
wild rumours that one of the sing]es
had hit the top 20 in a couple of mid-
Western cities are still un{:onfirmed] ,
their live experiences were more
rewarding. “We gigged from the fall
of 1966 to the end of 1968", says
Richard. “We a[wa}rs played a mixture
shorter
arrangements and songs with
extended instrumental jams. For
example, our version of ‘Satisfaction’
geneml]y turned into a lecture on the
Vietnam War and the sorry state of
American Society!” The band 0pene<‘].
for many artists of the era — Chuck
Berry, Fleetwood Mac, Moby Grape,
Van Morrison, and even the W}]O,
the last of which still provides Richard

of cmwentiona[,
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with happy memories.




