
   The new Give Me Strength: The ’74/’75 Recordings box set focuses on a period of Eric Clapton’s ca-
reer that is often overlooked: the 1974-’75 run that produced the 461 Ocean Boulevard and There’s One 
In Every Crowd studio albums, along with the live E.C. Was Here. Coming on the heels of Clapton’s 
heroin-fueled, three-year, self-imposed post-Layla exile, the 461/Every Crowd/E.C. trilogy is truly the 
soundtrack of Clapton’s reemergence. 
   While 461 Ocean Boulevard  received its share of attention over the years (just the cover of Bob Marley’s 
“I Shot the Sheriff” alone was enough to ensure its status as a classic FM radio album), There’s One In 
Every Crowd and E.C. Was Here frequently fell through the cracks  – until now. 
   Produced by Bill Levenson (whose impressive list of accomplishments includes the recent historic 
Duane Allman Skydog box set), Give Me Strength digs deep in the vaults and proves its point with a 
wealth of treasures. The collection explores the relationship between Clapton and the “Tulsa Gang” 
(bassist Carl Radle, Jamie Oldaker on drums, and Dick Sims on keys), along with keyboardist Albhy 
Galuten and guitarist George Terry – one of E.C.’s all-time best picking partners. Packed with numerous 
previously-unreleased tracks and full, unedited performances, Give Me Strength sheds long-overdue 
light on this point in Clapton history.
   Bill Levenson was kind enough to take HTN behind the curtain, providing a look at the birthing process of 
Give Me Strength … which was, as we will see, a true labor of love.

by Brian Robbins

Hittin’ the Note:  Bill, did you feel at all a need to 
vindicate this period of Clapton’s music? Once you’ve 
been labeled “God” – as Clapton was in what began as 
graffi ti on a London subway wall and grew into an ev-
erlasting cultural statement – everything you do from 
that moment is viewed under a microscope. It seems, 
though, that this particular chapter of Eric’s story has 
taken some critical heat over the years.

Bill Levenson: I think what I came up against right from 
the start wasn’t a vindication of the music or the artist − it 
was the vindication of the There’s One In Every Crowd and 
E.C. Was Here albums. When people talk about this era, 
they invariably talk about 461 Ocean Boulevard – it was 
a hit record. It’s part of the trilogy of that era: Layla, 461 
and Slowhand – those are the three that keep getting refo-
cused on, and for good reason. They have hits on them, and 
they’re really good records. 

So when you were approached about doing this … 

I was asked to do a 40th anniversary version of 461 Ocean 
Boulevard. I said I’d love to do the project. I love the era, 
but I didn’t think just looking at 461 was going to be nour-
ishing enough. That’s where the concept of the 1974-’75 
recordings came about. Once I started it, I realized we were 
on the right path – it was fun to do, it felt good, the music 
was willing, the tapes sounded great and it never felt forced. 
You know, you have to edit yourself: you have a palette to 
work with – but as long as you acknowledge that palette, it’s 
actually a lot of fun to do … short of making deadlines and 
budgets! (laughs)
   Sometimes the records that fall in between don’t get the 
attention that they deserve, however. The “vindication” − or 
the concept going forward once we started − was to use 461 
Ocean Boulevard as the anchor. It was the starting point 
of Eric reclaiming his career after a couple of years on the 
sidelines. 461 didn’t need an argument other than making a 
good transfer of it and fi nding a few more interesting, viable 
pieces that would raise the understanding of the record to 
another level.
   From there the idea was to present There’s One In Ev-
ery Crowd and E.C. Was Here in their best light – to have 
people hear them as a unit of three albums, to have a better 
understanding of this ’74-’75 arc. Arcs are strange things – 
these days, arcs are 10 years long, you know? Artists release 
records in much longer cycles – they’re not in the studio 
like Eric was in ’74-’75: a record in April/May; a record in 
September; a record in June – bang-bang-bang. You don’t 
see that kind of prolifi c activity anymore. Or rarely, anyway.
   What this project gave me was the ability to take the focus 
off of 461. Obviously, that’s the draw – and 2014 will be 
the 40th anniversary of its release – but we were able to step 
right into There’s One In Every Crowd, which is my favorite 
of the three records. That sounds like blasphemy, doesn’t it?

It’s OK; you’re safe with me! 

Well, I actually happen to like There’s One in Every Crowd 
a lot. I understand why it’s overlooked – there’s no big hit 
on there, and the cover was probably not the most striking. I 
think most people don’t realize the business of the business 
– There’s One In Every Crowd and E.C. Was Here were cut 
out in 1976 because RSO Records left Atlantic and went to 
Polydor. There was a housecleaning of product, and when 
those records got cut out, they didn’t come into print again 
for a decade. People think that they were cut out because 
they weren’t good or they weren’t selling, but they were cut 
out because distribution stopped on the Atlantic side. When 
RSO reintroduced 461 back into the market in 1976, they 
jerry-rigged it by adding “Better Make It Through Today” 
because they felt it was the only song off There’s One In 
Every Crowd worth salvaging – leaving that album and 
E.C. Was Here on the shelf until the mid-80s. This was my 
chance to settle that score and to put the focus back on these 
two records.
   The beauty of the There’s One In Every Crowd exploration 
was we were able to reintroduce every single outtake from 
the sessions for that record. And the live E.C. Was Here was 
an interesting process, because the original album only had 
six tracks. 

To tell you the truth, it always felt to me that there had 
to be more music from that tour that deserved to be 
heard.

It’s a record that people have always really liked when 
they listened to it. They love the guitar tone. They love the 
interplay. They love the choice of material − but the record 
was rushed. It was actually issued twice, back-to-back − 
fi rst with “The Sky Is Crying” on it, which was withdrawn 
almost immediately and replaced with “Further On Up the 
Road,” and “Further On” became one of the benchmark 
songs on the record. The original E.C. Was Here is won-
derful, but it’s brief. This time was a good opportunity to 
revisit those six concerts and draw out of it an expansive 
two-CD set that, I think, tells a much more thorough story. It 
gives you the full arc from July ’74 to June ’75 for those six 
shows.
   And then just to add something to the soup, we have the 
full set of multi-tracks from the Freddie King sessions that 
Eric and the band recorded in August of ’74. Plus, we were 
able to include a previously-unreleased Surround Sound 
mix of 461 Ocean Boulevard by Elliot Scheiner in the pack-
age, along with the original quadraphonic mixes of 461 and 
There’s One In Every Crowd that were done back in ’74 and 
’75. I think it’s as complete a project as we could do, given 
the time, the budget and the practicality of keeping it to fi ve 
discs.
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I think a lot of people are going to be slapping their 
foreheads when they hear this music and saying, “How 
did I miss this the fi rst time around?” – aside from all 
the archival material that no one has heard prior to 
this.

I agree, I agree. And you know what really makes this 
package hold together? John Lynskey’s liner notes. John 
had some wonderful interviews with band members Albhy 
Galuten, Jamie Oldaker and George Terry, along with en-
gineer Karl Richardson. The fi nal result was a great essay 
that ties together everything we tried to accomplish, touch-
ing on things so that if you’re not sure why something is 
there, John puts it into perspective.
   Couple that with the imagery from David Gahr’s 461 
photo shoot − which quite honestly was the only signifi -
cant photo shoot from that era – and I think it’s a really 
nice package. When someone takes this home for Christ-
mas and sits down with it for however long it takes, I think 
they’re going to get a lot out of it. 

This period of Eric’s music is often referred to as him 
embracing JJ Cale’s sound – which is accurate – but 
to me it’s more a case of the Tulsa gang’s presence and 
about them wrapping themselves around him.

That expresses itself on the “Getting Acquainted” bonus 
tracks on 461. That’s exactly what they were: the guys 
came into Miami from Tulsa, set up in Criteria Studios and 
said, “Let’s see what we’ve got.” And they would jam – 
but they weren’t blues jams − they were Tulsa jams. They 
had riffs, they had rhythms and if you listen to the “Get-
ting Acquainted” tracks, you can probably spot the genesis 
of songs like “Motherless Children” – that’s where the 
riffs came from. Those tracks are the perfect example of 
what you just mentioned: they wrapped themselves around 
Eric − he gave them room, they gave him room, and you 
can hear it.

Absolutely – and they’re not cutting on each other. 
There are no egos, no sharp edges. 

And it was all recorded in a very short period of time. 
For 461 they started in the studio on April 18th and by 
May 10th they were done. In three weeks, they went from 
“Let’s get acquainted and see how we feel” to having a 
10-track record.

How would you describe Tom Dowd’s production style 
as far as knowing when to let things roll and when to 
reach in and nudge the rudder?

Tom was happy to just sit back and capture the moment, 
but he also was smart enough to know when to speak up 
and give direction. I think Tom had Eric’s respect and 

the other players’ respect … I don’t think he ever played 
it hard-handed, but when he did speak up and directed, I 
think people listened. Tom was a musician himself and he 
was very comfortable in the musical language, so I think 
he had ideas about arrangements and was able to commu-
nicate them. If you look at Tom’s record from that period, 
all of his albums are very musical; he brought a musicality 
to his projects.

Even though the vibe of 461 and There’s One In Every 
Crowd is much more laid-back than Layla, the music 
itself almost feels raw in terms of live takes and fewer 
overdubs.

And there are imperfections in there, too, because Tom 
was OK with imperfections. He was more about the feel 
… and that’s old-school producing from the ’50s and ’60s. 
Those great old records that he worked on aren’t immacu-
late (laughs). But they certainly are musical and they sure 
do feel good – and the same can be said for these records. 
There are things that, if we were doing this today, we’d 
fi x this or re-do that – but it all adds to the fl avor. And it 
makes them very real.

Yvonne Elliman’s presence − and later on, Marcy 
Levy’s – break up that “boys club” vibe that Layla 
had. Layla was focused on a woman – Eric’s aching 
love for Pattie Boyd – but it was constructed by men. 

These albums are different that way.

You know, I’d forgotten how close together Layla 
and 461 Ocean Boulevard were done: three years 
and change, which is a hiccup nowadays – but 
back then it was an eternity in many ways. The two 
records were recorded in the same studio and had 
the same producer, but as close as they are, they’re 
very different as well. It’s an interesting dichotomy. 
And one of the reasons is just what you said: having 
Yvonne − and then Marcy − changed it up a little bit.

Do you think it’s fair to say that – next to Duane 
Allman − George Terry was one of Eric’s best 
co-pilots as far as blending and weaving and chal-
lenging Eric in a good way?

Oh, I’d agree with that whole-heartedly. On songs 
like “Gambling Woman Blues” – the Freddie King 
track − where you have George in the left channel, 
Eric in the right and Freddie in the center, you can 
really hear the interplay between them. The way we 
spread it out gave everybody room – you can get a 
sense of what George Terry was capable of doing.
   Technically, he was probably as good a guitarist as 
anyone who’s played with Eric. George’s intonation, tech-
nique and creativity are pretty unbelievable … but because 
he’s playing with Eric Clapton, he knew where the line 
was, even though he was given the room.
   On the studio records, George’s contributions are un-
believable, but they’re just short of stealing the spotlight. 
George Terry played a really good role for Eric. I think 
Eric needed the support early on – but by the time the arc 
closes, I think he had gathered all of his strength and all 
of his abilities that were put on the back burner in ’72 and 
’73. Eric comes out of this era a much better guitarist for 
playing with George Terry.

After 461 Ocean Boulevard the setting moves to Kings-
ton, Jamaica, for There’s One in Every Crowd. Marcy 
comes in, but we have the same core band on hand.

That’s right − and we still have Tom and Karl. Think what 
changes, however: the studio, the environment; and now 
they were on top of the world with a hit record.
   I suspect that Atlantic wanted another record, so they went 
in and made the most of it. It’s an interesting mix of materi-
al. It didn’t come together the same way that 461 did, where 
you had the “Getting Acquainted” jams and growing from 
there – they had songs. They went in with songs to work 
on. It’s a much more straightforward session: they tracked 
down in Jamaica; they came back to Criteria and mixed … 
and they mixed right up until the end of the year. According 
to Albhy, the last song was “Opposites,” and they actually 
mixed it on New Year’s Eve.

I love the interplay between the guitars on “High.” 

“High” was originally an outtake from the sessions for the 
second Dominos record that never happened. They made 
a song out of it for There’s One In Every Crowd. I sort of 
liken it to the way that Jimmy Page would put together 
a Led Zeppelin track – where every guitar part had its 
place. They were sort of doing that on “High,” only not 
as layered – it’s more organic. Every note counts on these 
records.

Next comes the live album, E.C. Was Here − and for 
anyone jonesing for the guitar hero Eric, here you go. 
I sense so much confi dence in the band listening to 
the tracks on the Give Me Strength collection. There’s 
a difference between confi dence and cockiness, which 
I think is best summed up by Eric’s yelling out the 
key changes as they work their way up the neck on 
the “Ramblin’ On My Mind/Have You Ever Loved 
a Woman” jam. Not everyone would be comfortable 
enough with themselves and each other to call out 
“D!” “E!” in that setting.

I think you have to take into consideration, too, that they 
went out on the road in July of ’74 with no expecta-
tions – they were just happy to be out there. It got bigger 
than any of them anticipated, and by the end of June 
’75, there’s a whole different dynamic going on. They’re 
slicker, they’re more well-rehearsed – they’re playing at 
a different level. They coalesced into a great band within 
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a year, and you can feel the confi dence growing show-
by-show.

Were there any surprises for you as you put together 
the bonus tracks?

I’d actually visited these tapes twice before – once many 
years ago and then again in 1995 for the Crossroads II 
box. This time around, I wanted to fi nd more material 
that sort of rounded us out a bit.
   We were reviewing the tapes from July 20th and there 
was this natural progression of “Presence of the Lord” 
into “Crossroads” and “I Shot the Sheriff” into “Layla” 
and “Little Wing” − and they were fabulous. I said, 
“Wow – how did we miss those last time? That’s exactly 
what we’re looking for!” “Sheriff” was stunning to me 
because it’s molded off the album version, but it’s better: 
they’re building on it – they’re excited to be playing it 
and you can hear it. Those tracks made everything else 
work.

I’m embarrassed to admit this, but I’d never heard 
anything from the Freddie King Burglar sessions with 
Eric, Tom, and the band prior to this.

Freddie King is interesting: he had three records on RSO, 
the fi rst of which was Burglar,  and only the song “Sugar 
Sweet” was issued while Freddy was alive − if you 

blinked you missed it. “Keep Me Mama” and an edited 
version of “Gambling Woman” Blues” were revisited 
after Freddy died, mixed for the 1934-1976 compilation. 
Here you have the full 22-minute version of “Gambling 
Woman Blues” and you hear it as a fl y on the wall, just 
the way it went down. And for reasons I don’t know, 
“Boogie Funk” just never got used at all until now. So 
the fact that these are all together is really the fi rst time 
that speaks to these as a session rather than spread over 
different records.

That’s another example of what this collection is. 
This isn’t just a repackaging – it’s bringing some lost 
music to light. Or maybe I should say misunderstood 
music.

You know, the term “Southern rock” is sort of overused 
… but if you are going to use the term, this record fi ts 
right in there. It’s not a “British blues record” or an 
“American blues record” or a “superstar guitar record.” 
It’s a good musical record that you could put right there 
alongside of Lynyrd Skynyrd, Allman Brothers, Marshall 
Tucker … anything of its day. Give Me Strength is right 
in there at the top of the heap, and it was an enjoyable 
project to be a part of.
  
(www.ericclapton.com)
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