JOHV BARRY

WRITING THE BOND MUSIC
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In a sense, Barry came to film music by accident. As leader of the
John Barry Seven, he was a musical star of British beat music during
the late 1950s. He played an important part in the rise to fame of
Adam Faith and it was when he drove Adam to the studios for the screen
test which led to the singers first film, BEAT GIRL, that Barry got
his break. The producer signed him to write the music for the picture.

“I alvays had an ambition to write film music, but I didn't expect the
chance to come like that,” said Barry. "Mind you, coping with my first
film vasn't easy. It had to be dome quickly and I was booked for ¥
variety tour when the time came to start writing. I wrote the score in
two weeks. Most of it was done in the Midland Hotel, Manchester, and
at digs in Glasgow!"
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(JOHN BARRY was talking to DICK TATHAM in SHOWTIME magazine 1965. (C)
Rank Magazines. If any other copyright has been infringed we apologize
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