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      In 1973, spiralling inflation and an oil crisis in the Middle East resulted in economic turmoil on a global scale. America had its distractions with the end of the Vietnam Wara, the Watergate scandal and the opening of New York’s World Trade Center. To combat inflation in Britain, the Conservative government introduced a wage freeze and in response, 1.6 million workers went on strike. To conserve fuel, the notorious ‘three-day week’ was introduced at the end of the year. More worryingly, the ongoing troubles in Northern Ireland spread to the streets of England with bombs in London and Manchester. In the Eastern Bloc countries, rock itself was under threat from the authorities, which they deemed subversive, forcing many bands underground.

      On the sporting front, it being an odd – as opposed to an even – number year, there were no Olympics or World Cup, but in January, the Miami Dolphins won the American Super Bowl VII, Sunderland beat Leeds in the English FA Cup and, in July, Billie Jean King triumphed at Wimbledon. A trip to the cinema was also a welcome diversion and although multiplexes were in their infancy, there were plenty of choices. American Graffiti was a nostalgic homage to 1960s Americana, while The Exorcist was scaring the audience and introducing them to the delights of Tubular Bells at the same time. On the action front, Roger Moore was making his Bond debut in Live and Let Die aided by Paul McCartney’s title song, while Bruce Lee achieved legendary status in Enter the Dragon before his untimely death on 20 July that year.

      If you stayed at home in the UK, you had just three TV channels to choose from, but it did include Monty Python’s Flying Circus and The Old Grey Whistle Test, essential viewing for those of a certain age and disposition. For the less discriminating viewer, the annual Eurovision Song Contest took place in Luxembourg, where typically the host country received the most votes. If reading was more your thing, Richard Bach’s Jonathan Livingston Seagull was a best seller in 1973 and the film version, along with Neil Diamond’s excellent soundtrack album, was released the same year. J. R. R. Tolkien’s The Lord of the Rings was more popular than when it was first published in 1954.

      Unlike FM radio in the USA, the daytime airwaves in the UK provided little in the way of credible entertainment, with bland MOR, glam-pop, and Osmond- mania dominating the singles chart. In the weekday evenings, Radio One DJs Bob Harris and John Peel played more palatable fare as did progressive rock enthusiast Alan Freeman on Saturday afternoons. For insomniacs, Kid Jensen’s Dimensions show on Radio Luxembourg specialised in prog although reception in the UK was very much hit and miss. With the internet and social media several decades away, the UK rock music press, including Melody Maker, NME and Sounds, were vital sources of information for the dedicated music lover.

      Given the political and economic turmoil, 1973 was a year that some may wish to forget, but not your author. I was in my late teens, enjoying a vibrant music scene in the company of like-minded friends. Over the course of the year, I purchased around 80 LPs and I was fortunate enough to see many of the bands live. The average ticket price in the UK was £1, which, allowing for inflation, works out at around £10 today. Compare this with Genesis’ 2021- 2022 The Last Domino? tour where tickets began at around £150 and spiralled significantly higher. Vinyl LPs cost somewhere between £2 and £3 but housed in the ubiquitous gatefold sleeve; they were desirable items that provided 40 minutes of escapism.

      Progressive rock faced stiff competition in 1973 with landmark albums coming from every corner of popular music, including David Bowie’s Aladdin Sane, Steely Dan’s Countdown To Ecstasy, The Eagles’ Desperado, Alice Cooper’s Billion Dollar Babies, The Wailers’ Catch a Fire, Marvin Gaye’s Let’s Get It On, The Rolling Stones’ Goats Head Soup, The Allman Brothers Band’s Brothers and Sisters, The Beach Boys’ Holland, Paul Simon’s There Goes Rhymin’ Simon, Van Morrison’s Hard Nose the Highway and Bruce Springsteen’s debut Greetings from Asbury Park, N.J.

      Prog rock held its own and bands like Yes, ELP, Jethro Tull and Pink Floyd enjoyed album and concert sales that rivalled populist acts like The Who and The Rolling Stones. It was that rare instance where unprecedented artistic credibility went hand in hand with commercial success, achieved with little in the way of radio or TV exposure.

      The long-playing record had evolved from a collection of unrelated songs to a work of artistic expression. Although concept albums would become synonymous with progressive rock, seemingly everyone in 1973, from The Osmonds to The Carpenters to The Who had an ambitious song cycle up their sleeve. For the discerning music lover, it was possible to journey to the dark side of the moon, take a dip in topographic oceans and encounter pixies from a distant planet in a flying teapot and still be home in time for larks’ tongues in aspic.

      

      Geoffrey Feakes, October 31st 2021
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      Before delving into the music of 1973, let’s wind the clock back a further three years to one lunchtime in early 1970. Here, you will find the author sitting in an empty classroom during my final year at school. Aware of my love of The Beach Boys, The Moody Blues, John Barry, Ennio Morricone, Dvořák and Sibelius, my music teacher played a record which she felt would appeal to my eclectic – some would say eccentric – tastes. It was unlike anything I had heard before and the final track blew my adolescent mind. I was entranced by the grandiose orchestral strings – which I later discovered to be a keyboard – vibrant rhythms and the male singer’s untypically angelic tones. It was neither rock nor classical but somehow a fusion of both. The record in question was In the Court of the Crimson King, which not only defined my musical tastes over the next ten years, it arguably kick-started a genre.

      It’s worth noting that King Crimson’s 1969 debut masterpiece was – with the exception of its successor In the Wake of Poseidon – unlike subsequent releases by them or any other band for that matter. It stands as a unique achievement, and that’s true of progressive rock itself; a vast and diverse musical subject consisting of many styles that’s almost impossible to categorise.

      While ‘progressive rock’ is not, as I recall, a term that I or my friends commonly used in the early 1970s, it was certainly in use at the beginning of the decade, as evidenced by the Bath Festival of Blues & Progressive Music staged in June 1970. There was, however, a tendency to use it as a catch-all term for bands and musicians that played a variety of rock, whether it be heavy, folk, blues or symphonic. The UK music weekly Melody Maker, on the other hand, was still regularly applying the term ‘pop’ in 1970 to a wide variety of acts regardless of styles.

      Everyone familiar with the genre will have an opinion on what defines a progressive rock record, but the chances are it will be different from the next person’s interpretation. In an article I wrote in 2015, I posed the following as a possible definition. It’s by no means definitive and perhaps a little too wordy, but here it is anyway:

      

      It’s a form of rock music, often structured in long, complex passages that’s primarily not intended for dancing and therefore largely avoids the standard beat with timbre and texture more important. Performed by highly skilled musicians, it requires significantly more commitment by the listener to fully appreciate than is typical of most popular music.

      

      Born out of pop-rock, jazz, folk, psychedelic, classical and blues, progressive rock is a hybrid that encompasses numerous strands that are as varied as the practitioners themselves. When prog is mentioned, symphonic rock usually springs to mind, as exemplified by bands like Yes and Genesis. There is, however, a multitude of subgenres, related styles and regional variations with bands from the UK, North America, South America, Italy, Germany, France, Ireland, the Netherlands, Scandinavia, Japan, Russia and Australia bringing with them their own distinct take on the genre. As an example, in 1973, The Enid and Journey formed in London and San Francisco respectively and two bands more contrasting it would be hard to find. It’s arguable that progressive rock is not, in fact, a genre at all but a collective term for a variety of related musical styles that strive to be more adventurous than the pop-rock mainstream.

      Without wishing to dismiss the vast and excellent body of music that has been released from the late 1970s to the present day, the golden age of progressive rock is generally regarded to be 1969 to 1976. The most influential bands were active during this period and the most pivotal albums released. 1971 to 1974 was an especially creative period and any one of these years would have been a suitable subject for this book. In 1973, many of the bands that had formed in the late ‘60s were at their peak, while others were making impressive debuts. Prog rock’s so-called ‘Big Six’ – Yes, Genesis, ELP, Jethro Tull, King Crimson and Pink Floyd – all released milestone albums in 1973, two of which would court controversy. In short, it was the year the genre truly came of age.

      If you need further convincing, then hold this thought; over the 1973 Christmas holiday, Yes’ Tales from Topographic Oceans and ELP’s Brain Salad Surgery were the highest-selling albums in the UK. Prog was in its prime, and as a teenager with an insatiable musical appetite, I awaited each new album and concert with the anticipation of an expectant father.

      Not everyone shared my enthusiasm, as certain factions of the music press demonstrated. Even the critics that had greeted prog rock with open arms were showing signs of discontent and when the backlash came, two of the biggest bands were on the receiving end. It was also a strange state of affairs in the UK where, despite huge album sales and sell-out concerts, even the more popular prog acts were little known to the general public whose exposure to popular music was limited to daytime radio and the weekly TV show Top of the Pops. Even in 1973, progressive rock was considered to be part of the counterculture.

      To put 1973 into its musical perspective, this book is divided into two main parts, with the first providing a detailed overview of the year. This is broken down into subheadings, beginning with a brief history of prog prior to 1973. The subsequent sections discuss related aspects of the genre, including symphonic, the Canterbury scene, Krautrock, fusion, prog folk, art rock, space rock, hard rock, live work, critical reception and album artwork. Unless stated otherwise, all albums discussed will be 1973 releases, and – if known – the title will be followed by the month of release in the UK, e.g. Genesis Live (July).

      Many of the bands and artists discussed will be familiar names, some unknown and some will surprise, but such was prog’s widespread appeal in 1973, acts not normally associated with the genre displayed distinct progressive traits. Prog rock was popular – and believe it or not, fashionable – in the early 1970s and consciously or not, artists absorbed, recycled and fed back in a process of cross-pollination that blurred the musical boundaries. Although the term ‘progressive rock’ was not in common parlance at the time and the musical divides – if any – were not so obvious to consumers like myself, critics were quick to pigeonhole. Yes, Genesis and ELP, for example, were often collectively exalted – or dismissed – in a single sentence, despite their distinct musical styles.

      The second part of the book examines in detail twenty key studio albums. If you have read any of the books in the On Track series from Sonicbond Publishing, then you will be familiar with the format. I should add that this is not intended as a ‘Best of 1973’ nor is it my twenty favourite albums of the year, even though many of those discussed I purchased in 1973 and remain in my vinyl collection to this day. Hopefully, it provides a broad representation of the rich and diverse prog-related releases that year, ranging from the melodic and symphonic to the complex and challenging with a good deal in between. The book concludes with an ‘Epilogue’ which provides an overview of post- 1973 activities, including the influence of the early 1970s on subsequent and contemporary progressive rock.

      As an avid rock fan in 1973, my experiences and recollections are no doubt reflected in the book. Almost inevitably, I will disappoint some by my omissions while others may question my inclusions. In truth, attempting to define what is a progressive rock band or indeed a progressive rock album is arbitrary, as is deciding if said band and their labour of love is good or bad. No opinion is final, and one person’s masterpiece is likely to be someone else’s overrated dirge. To quote the old saying, you can’t please all of the people all of the time, and in my experience, progressive rock fans – like the music itself – can be very demanding. Long may it remain so.

    

  


  
    
      
        
          
            Part 1

          

          
            In the Beginning

          

        

      

    

    
      The original plan was for Peter Knight to do the real Dvořák stuff in between our rock Dvořák bits, and I just knew we’d be crap at that.

      Justin Hayward discussing The Moody Blues’ Days of Future Passed – Rock Society magazine, 2013.

      

      The origin of progressive rock has long been a source of debate with The Beatles’ 1967 masterwork Sgt. Pepper’s Lonely Hearts Club Band regularly cited as the catalyst. Although its status as the first prog rock – or indeed a concept – album is debatable, there’s no denying that The Beatles encouraged other artists to follow in their creative footsteps. The commercial success also gave record companies the confidence to support this unprecedented artistic freedom that would continue into the 1970s. Songs became more ambitious (breaking the accepted three-minute barrier), subject matter more diverse (beyond simplistic personal relationships), less formal patterns (verse- chorus-verse), richer textures, less rigid time signatures and more complex arrangements. This shift from formulaic pop-rock saw many bands and songwriters take the folk and blues rock routes – the latter spawning hard rock and heavy metal – while others experimented with psychedelic, jazz, avant- garde and classical music forms, often referred to as proto-prog.

      The Moody Blues’ ambitious concept Days of Future Passed followed Sgt. Pepper by less than six months and linked pop and psychedelic rock songs with sweeping orchestral interludes. Other UK groups like Pink Floyd, The Zombies, Traffic, Procol Harum, Tomorrow, The Gods, Clouds, Family, Soft Machine, The Incredible String Band and The Nice were also shaping the beginnings of progressive rock and, significantly, in 1968, albums outsold singles for the first time.

      The late 1960s saw the advent of song cycles, including the Small Faces’ Ogden’s’ Nut Gone Flake, Pretty Things’ S.F. Sorrow, The Kinks Are the Village Green Preservation Society (all 1968) and The Who’s Tommy (1969). While musically, these were more mainstream than prog, they – along with Days of Future Passed – paved the way for the concept albums that would become associated with the genre. Thematic LPs, however, are as old as the format itself. In the 1950s, popular singers such as Frank Sinatra released albums with a linking theme or mood and recordings of musicals such as South Pacific and West Side Story where the songs drive the narrative, were hugely popular in the 1950s and early 1960s.

      Many bands at the forefront of prog rock in the 1970s released their debut albums in 1969 and 1970, including King Crimson, Yes, Van der Graaf Generator, Renaissance, Genesis, Emerson Lake & Palmer, Barclay James Harvest and Gentle Giant. Meanwhile, established acts like Jethro Tull and Pink Floyd adapted their blues and psychedelic styles to this burgeoning musical trend.

      When it came to influences, many of these bands cast their net far and wide. In Yes’ case, for example, it included The Nice, US rockers Vanilla Fudge and the vocal harmonies of Simon & Garfunkel and The 5th Dimension. Keith Emerson, on the other hand, had a penchant for jazz virtuosos Dizzy Gillespie and Oscar Peterson. Like many bands when starting out, Yes’ repertoire included cover versions, although in their hands, these became extended, instrumentally dense workouts.

      The established media were slow to recognise the shift in public tastes, and in 1970, album centred – as opposed to singles biased – rock was still commonly referred to as ‘Underground’. Although mainstream radio and television all but ignored rock groups unless they had a hit single, the UK weekly music papers – Melody Maker, NME, Sounds – and ZigZag magazine championed the new breed of adventurous musicians. The Old Grey Whistle Test rock show (launched on BBC TV in 1971), late-night BBC radio and Radio Luxembourg were especially supportive and essential viewing and listening for prog fans.

      As progressive rock developed, then so did the musicians themselves as instrumentation became more diverse. Along with rock music’s familiar guitars, bass and drums, keyboardists expanded their scope with multiple instruments at their fingertips, including organ, piano, electric piano, synthesizers and the ubiquitous Mellotron. More traditional instruments also found a home in progressive rock. By the time Gentle Giant came to record their Octopus album in 1972, for example, their sonic palette included trumpet, saxophone, clavinet, harpsichord, violin, cello and xylophone; all played by the band members themselves.

      Virtuoso musicianship, developing technology – especially keyboards, sound systems and recording facilities – and the desire to write longer-form songs all contributed to the prog rock explosion. Although some bands, such as Procol Harum, Barclay James Harvest and Yes, recorded with orchestras, it was possible to create a richer – often symphonic – soundscape without the need to engage additional musicians.

      1971 and 72 saw a succession of groundbreaking releases, including the classic trio from Yes – The Yes Album, Fragile and Close to the Edge – the latter being perhaps the quintessential prog rock album. It was not without its rivals in 1972, which included Jethro Tull’s Thick as a Brick, Genesis’ Foxtrot, ELP’s Trilogy, Focus 3, The Moody Blues’ Seventh Sojourn and Wishbone Ash’s Argus to name but a few. In just a few short years, progressive rock had already established an impressive legacy. Could 1973 maintain the momentum?

      Symphony to Synths

      Symphonic rock; it sounds like ‘strawberry bricks’, it doesn’t make any real sense.

      Jon Anderson, 1972.

      

      The Yes frontman’s scepticism is understandable. Artists do not like being pigeonholed and, as such, are wary of labels, however well-intended. Conventional wisdom has it that the terms ‘symphonic’ and ‘progressive’ are synonymous, although arguably, they are not interchangeable. If progressive rock is an all-encompassing genre, then symphonic is its most accessible strand and, unsurprisingly, in the early 1970s, the associated acts proved to be the most popular and enduring. By 1973, bands like Gentle Giant, Van der Graaf Generator, Focus, Gentle Giant, Barclay James Harvest, Curved Air and Wishbone Ash were already familiar to genre fans while others such as Camel and Greenslade were just starting out. In this chapter, while not exhaustive, we will examine the rich diversity of symphonic album releases and band activities in 1973.

      Although concept albums became commonplace and tracks grew longer, songs were not extended simply to fill the space available on a vinyl LP. The songwriters and musicians developed material with a dynamic range that required more than the average three to five minutes to be emotionally effective. Typically, symphonic songs consist of multiple sections and intricate time signatures and while the emphasis is usually on melody, aggressive playing is common to emphasise light and shade. These long-form song structures often reveal classical influences, particularly the Baroque period of composers like Bach, the Romantic era of Sibelius and Ralph Vaughan Williams and the early 20th-century neoclassicism of Stravinsky and Bartok. Side long – if not album-length – pieces soon became the norm. It’s a common myth, however, that the classical repertoire was regularly plundered in the 1970s. True, musicians like Keith Emerson covered classical pieces with ELP – as he had done with The Nice – and bands such as Renaissance occasionally incorporated uncredited classical themes into their songs, but this was the exception rather than the rule. Both ELP and Yes were pivotal in adopting the sonata form in their extended works from 1971 onwards.

      1973 was a particularly prolific year for Yes, releasing an unprecedented five LP’s worth of music. Although poorly recorded, the triple live opus Yessongs (May) showcased Yes in their prime and was a top ten hit in many countries, while the double studio offering Tales from Topographic Oceans (December) took Yes to the top of the UK chart. Genesis also released live and studio albums, although Genesis Live (July) and Selling England by the Pound (October) were more modest affairs – in volume at least. ELP would attempt to outdo Yes the following year with their live triple Welcome Back, My Friends, to the Show That Never Ends – Ladies and Gentlemen, but in the meantime, they settled for their fourth studio album, Brain Salad Surgery (November).

      Wishbone Ash also pulled off the studio and live double punch in 1973 with Wishbone Four (May) and Live Dates (December). The former was a disappointment for many fans, while the latter includes songs from the pivotal Argus released the previous year, including a rousing version of the live favourite ‘Blowin’ Free’. Manfred Mann’s Earth Band released Messin’ (June) and Solar Fire (November), but just as significantly, they brought symphonic prog to the masses with their single ‘Joybringer’ based on ‘Jupiter’ from Holst’s Planets Suite. On the subject of hit singles, when The Moody Blues’ ‘I’m Just a Singer (In a Rock and Roll Band)’ was released in January, it climbed to number twelve on the Billboard chart and a reissue of the seminal ‘Nights in White Satin’ was more successful in 1973 in many regions including the UK and USA than it had been in 1967. Otherwise, the Moodies were inconspicuous album wise in 1973, as was Van der Graaf Generator, Barclay James Harvest, Supertramp and Jade Warrior.

      VdGG folded the previous year, but lead singer and principal songwriter Peter Hammill kept the flame burning with his second solo album Chameleon in the Shadow of the Night (May). Musically, it maintains the spirit of VdGG and the band members are all present. They regrouped in 1975, but in the meantime, their excellent version of George Martin’s ‘Theme One’ appeared on the Charisma Records sampler One More Chance, released in 1973. BJH were dropped by EMI’s prog label Harvest Records due to poor record sales and spiralling costs – they often toured with an orchestra – so they were between labels in 1973. Jade Warrior were also without a record contract and temporarily disbanded while Supertramp spent a good deal of 1973 recruiting new members.

      Yes keyboardist Rick Wakeman released his debut album The Six Wives of Henry VIII (January), while the band’s refugees also had a busy year. One Live Badger featuring Wakeman’s predecessor Tony Kaye was recorded during a show opening for Yes at London’s Rainbow Theatre the previous year. It features some fine songs, including ‘Wind of Change’ sung by David Foster, who along with Jon Anderson, had been a member of 1960s pop group the Warriors. Badger released just one further album, the disappointing White Lady in 1974, before calling it a day. Out of Our Hands was the third and final album from Flash, the band formed by ex-Yes guitarist Peter Banks. Musically, Flash continued from where Yes’ second album Time and a Word left off and were a fine showcase for Banks’ underrated guitar talents. Unfortunately, the band folded following Banks’ abrupt departure in the midst of an American tour. His debut solo album Two Sides of Peter Banks followed in 1973, a jam-fest with an impressive line-up of guests including Jan Akkerman, Steve Hackett, John Wetton and Phil Collins. To round off a prolific year, Jon Anderson, Steve Howe and Alan White guested on Johnny Harris’ All To Bring You Morning album, an incongruous combination of lush strings and jazz- rock, although the near fifteen-minute title track featuring the Yes men has an undeniable grandeur.

      Another ex-Yes man, drummer Bill Bruford was recruited by Robert Fripp for a revamped King Crimson, resulting in the album Larks’ Tongues in Aspic (March). Fripp also collaborated with Brian Eno for No Pussyfooting (November), influenced by the minimalist style of composer Steve Reich. Meanwhile, ex-Crimson lyricist Pete Sinfield – who had been recently working with ELP and PFM – surprised everyone with the enigmatic Still album featuring a lead vocal from Greg Lake on the uplifting title song. Speaking of ELP, Keith Emerson was credited with Moog programming on Bump ‘n’ Grind, the fourth and final album from Jackson Heights, fronted by his ex-The Nice bandmate Lee Jackson. Later in 1973, Jackson formed Refugee – basically The Nice mark two – with drummer Brian Davison and Yes keyboardist in waiting, Patrick Moraz.

      Jethro Tull’s sixth studio album A Passion Play (July) was popular with the band’s worldwide fan base, although it was shunned by critics, especially in Britain and America. For Gentle Giant’s fifth album In a Glass House (September), it was almost the opposite reaction. It’s regarded as one of their finest and, although they had a strong following in the USA, Canada and Italy, it failed to pique the interest of UK record buyers and was rejected outright by their American record company. They had an original sound with medieval folk and classical influences, although their choppy vocal and instrumental arrangements are not too removed from that of Jethro Tull.

      Compared with folk, pop and mainstream rock in the 1970s, as well as the contemporary prog and symphonic metal scene, female-fronted prog bands were a rarity in 1973. The exceptions included the classically trained Annie Haslam, whose impressive five-octave vocal range featured on Ashes Are Burning (October), the fourth album by Renaissance. When Curved Air released their fourth album Air Cut (April), charismatic singer Sonja Kristina was the only remaining founding member, but it did feature the debut of seventeen-year-old violinist/keyboardist Eddie Jobson. Air Cut has its moments, but unlike the first three albums, it failed to chart in the UK and Jobson moved on to replace Brain Eno in Roxy Music. His Curved Air predecessor formed Darryl Way’s Wolf and released two albums in 1973, Canis Lupus and Saturation Point. Both feature impressive instrumental interplay with Way’s violin to the fore, alongside future Marillion drummer Ian Mosley. Curved Air disbanded in 1973 and reformed the following year with Way returning for a reunion tour. Although small in stature, American Jenny Haan of Babe Ruth had a fiery stage presence and a voice to match. Her English bandmates included talented guitarist – and later successful producer – Alan Shacklock, who gave the band their proggy edge, evident on the near ten-minute title track of the second album Amar Caballero.

      While British prog bands were popular in America in 1973, especially in the northeastern States, homegrown acts were beginning to make waves of their own. Although they were not released until March the following year, both Kansas and Rush recorded their self-titled debut albums in 1973. The name Kansas had been around since 1970, but it was in early 1973 that the line-up combined the talents of Phil Ehart, Steve Walsh and Kerry Livgren. Rush were a hard-rocking power trio from Toronto, Canada as was evident on the first album. Their prog rock qualities would evolve on later releases following the arrival of the incomparable Neil Peart in 1974. Hailing from Virginia and influenced by Genesis and Gentle Giant, Happy The Man had formed the previous year and although they spent a good deal of 1973 in the studio, it would be another four years before their eponymous debut saw the light of day.

      Chicago band Styx also formed in 1972, but they had a more productive year, releasing two albums in 1973. Like Rush, they favoured hard rock riffs, but Styx II (July) and The Serpent Is Rising (October) also established the band’s progressive rock credentials. The latter, in particular, showcases their vocal and instrumental talents, closing with a version of Handel’s ‘Hallelujah Chorus’, which may very well have influenced ‘Bohemian Rhapsody’.

      Todd Rundgren is another singer, songwriter and musician that had a busy year. In addition to releasing the genre-hopping solo album A Wizard, a True Star (March), he fulfilled his prog rock aspirations with the formation of Utopia. Although the Todd Rundgren’s Utopia album wasn’t released until 1974, the bombastic fifteen-minute opener ‘Utopia’ was recorded live during their 1973 – 1974 American tour. A less familiar name, songwriter, keyboardist Michael – brother of Suzi – Quatro was briefly promoted as America’s answer to Rick Wakeman. His 1973 album Look Deeply into the Mirror was more glam rock than prog rock, but it had its moments, especially the Keith Emerson- inspired ‘Prelude In Ab Crazy’.

      Back in the UK, 1960s veterans, Procol Harum were still going strong and although Grand Hotel (March) didn’t chart at home, it did respectable business in most other countries, especially America and mainland Europe. Critical reception was mixed, as is the blend of pop and prog although the title song, in particular with its soaring orchestrations and choir, has a stately grandeur. Unlike Grand Hotel, Argent’s In Deep released the same month boasted a hit single in the shape of ‘God Gave Rock and Roll to You’. It was also a finely honed balance between Russ Ballard’s tuneful pop-rock sensibilities and ex-Zombies Rod Argent’s piano and Hammond led excursions.

      1973 was not without its low points and several bands that had been otherwise productive since the late 1960s unveiled some of their least inspired prog-light recordings. In no particular order, these include Atomic Rooster – Nice ‘n’ Greasy (September), Spooky Tooth – Witness (November), Gravy Train – Second Birth, Rare Bird – Somebody’s Watching and Beggars Opera – Get Your Dog Off Me! The saving grace on the latter is an excellent, Moog driven version of Mason Williams’ celebrated instrumental ‘Classical Gas’, which was also released as a single.

      At the opposite end of the spectrum, several bands released very promising debuts in 1973. The eponymous Camel (February) introduced the considerable talents of Andrew Latimer, Peter Bardens, Doug Ferguson and Andy Ward, who would develop into one of the most respected and influential prog bands of their era. The memorable six-and-half-minute song ‘Never Let Go’ became a live favourite and signposted greater things to come on albums like Music Inspired by The Snow Goose. Released the same month, the self-titled debut from Greenslade boasted two keyboardists and was followed by the equally impressive Bedside Manners Are Extra (November), unified by Roger Dean’s excellent artwork. Taking their name from a King Crimson song, Cirkus hailed from the northeast of England and debuted One, although the album is best remembered for its rarity value and the fact that the belated follow up did not appear until 21 years later.

      From Northern Ireland, Fruupp brought with them Future Legends (October), featuring orchestral arrangements with a distinct classical baroque influence and Beethoven references. There are also shades of Yes, King Crimson and Genesis and It was the first of four excellent albums over a period of fewer than eighteen months before their untimely demise in 1976. Although multi-national, the core members of the equally short-lived ensemble Esperanto were Belgian and Esperanto Rock Orchestra was the first of three albums that revealed a style and presentation, not unlike the Electric Light Orchestra. Carmen were an Anglo-American collective and their debut album Fandangos in Space is – as the title suggests – a genuine prog rock curio and they went down a storm live. From Wales, Sassafras was one of the hardest working – and rocking – bands on the gig circuit but their debut Expecting Company failed to capture the energy of their live performance.

      For other bands, 1973 was their swansong year as far as studio albums were concerned. Fronted by the gravel-voiced Roger Chapman, Family – who had formed in 1966 – left us It’s Only a Movie (September) before their final gig at Leicester Polytechnic – a regular Saturday night haunt for the author – the following month. Appropriately, the album’s closing song is entitled ‘Check Out’, although it’s no sad farewell, being a funky, upbeat rocker. The aptly titled Voice was the second of only two albums from Capability Brown, who disbanded the following year. Side two features the impressive 21-minute ‘Circumstances’, one of the great, unsung prog epics of the 1970s and boasts some of the finest vocal harmonies committed to vinyl.

      Jonesy released two albums in 1973, Growing and Keeping Up but were unable to capitalise on their obvious talents and disbanded soon after. For King Crimson and Mellotron fans in particular, both albums are worthy of investigation. On the other side of the world, Australian prog band Spectrum called it a day in April 1973, and as a parting shot, they left the studio recording Testimonial (July) and double live album Terminal Buzz (December). Despite a number 1 hit single in 1971 – ‘I’ll Be Gone’ – and the patronage of Harvest Records, they remained little known outside their home country. Australia, however, was a strong market for British and European prog rock in the 1970s and many of the albums discussed charted there.

      The European Alliance

      Double Dutch! Focus crash charts with two hit singles and two albums.

      Melody Maker front-page headline, 10 February 1973.

      

      On 1 January 1973, Britain, along with Ireland and Denmark, entered the European Economic Community. By then, however, popular music had already demonstrated the spirit of European harmony with progressive rock at the forefront of the cultural exchange.

      Focus was undoubtedly one of the most successful continental exports in the early 1970s and 1973 was a particularly high profile year for the Dutch quartet. Following a legendary TV appearance on BBC2’s The Old Grey Whistle Test the previous December, they released the infectious ‘Sylvia’ in January, which reached number four in the UK singles chart. A re-recording of the 1971 single ‘Hocus Pocus’ also breached the UK top 20 in January and climbed to number nine on the Billboard chart. The two previous studio albums Focus II – Moving Waves (October 1971) and Focus 3 (November 1972), also charted higher in 1973 than they had done on their initial release. Although tracks were recorded in May – and eventually released on the Ship of Memories compilation in 1976 – a planned fourth studio album was abandoned and At the Rainbow (October) released instead. Recorded at London’s Rainbow Theatre on 5 May 1973, it’s a live ‘best of ’ notable for the fluid guitar playing of maestro Jan Akkerman and Thijs van Leer’s scat yodelling during a typically extended ‘Hocus Pocus’. Akkerman’s showpiece ‘Tommy’ was composed by fellow Dutch band Solution and featured on their 1972 album Divergence.

      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
      
    




















































  



OEBPS/toc.xhtml

  
    Contents


    
      		Cover


      		
        Title Page
      


      		
        Contents
      


      		
        Dedication
      


      		
        Prologue
      


      		
        Introduction
      


      		
        I. In the Beginning
      


      		
        Full Page Image
      


      		
        Full Page Image
      


      		
        Full Page Image
      


      		
        Full Page Image
      


      		
        II. 20 Key Albums
        
          		
            1. Mahavishnu Orchestra – Birds of Fire
          


          		
            2. Rick Wakeman – The Six Wives of Henry VIII
          


          		
            3. Greenslade – Greenslade
          


          		
            Full Page Image
          


          		
            Full Page Image
          


          		
            4. King Crimson – Larks’ Tongues in Aspic
          


          		
            5. Gong – Flying Teapot
          


          		
            6. Le Orme – Felona E Sorona
          


          		
            7. Jethro Tull – A Passion Play
          


          		
            Full Page Image
          


          		
            Full Page Image
          


          		
            Full Page Image
          


          		
            Full Page Image
          


          		
            8. Can – Future Days
          


          		
            9. Kayak – See See the Sun
          


          		
            10. Gentle Giant – In A Glass House
          


          		
            11. Premiata Forneria Marconi – Photos of Ghosts
          


          		
            12. Renaissance – Ashes Are Burning
          


          		
            13. Caravan – For Girls Who Grow Plump in the Night
          


          		
            Full Page Image
          


          		
            Full Page Image
          


          		
            Full Page Image
          


          		
            Full Page Image
          


          		
            14. Genesis – Selling England by the Pound
          


          		
            15. Emerson Lake & Palmer – Brain Salad Surgery
          


          		
            16. Nektar – Remember the Future
          


          		
            17. Manfred Mann’s Earth Band – Solar Fire
          


          		
            18. Electric Light Orchestra – On the Third Day
          


          		
            Full Page Image
          


          		
            Full Page Image
          


          		
            19. Magma – Mekanïk Destruktïẁ Kommandöh
          


          		
            20. Yes – Tales from Topographic Oceans
          


        


      


      		
        Epilogue
      


    


  
  
    
      		Cover


      		Title Page


      		Contents


      		Beginning


    


  



This Font Software is licensed under the SIL Open Font License, Version 1.1.
This license is copied below, and is also available with a FAQ at:
http://scripts.sil.org/OFL


-----------------------------------------------------------
SIL OPEN FONT LICENSE Version 1.1 - 26 February 2007
-----------------------------------------------------------

PREAMBLE
The goals of the Open Font License (OFL) are to stimulate worldwide
development of collaborative font projects, to support the font creation
efforts of academic and linguistic communities, and to provide a free and
open framework in which fonts may be shared and improved in partnership
with others.

The OFL allows the licensed fonts to be used, studied, modified and
redistributed freely as long as they are not sold by themselves. The
fonts, including any derivative works, can be bundled, embedded, 
redistributed and/or sold with any software provided that any reserved
names are not used by derivative works. The fonts and derivatives,
however, cannot be released under any other type of license. The
requirement for fonts to remain under this license does not apply
to any document created using the fonts or their derivatives.

DEFINITIONS
"Font Software" refers to the set of files released by the Copyright
Holder(s) under this license and clearly marked as such. This may
include source files, build scripts and documentation.

"Reserved Font Name" refers to any names specified as such after the
copyright statement(s).

"Original Version" refers to the collection of Font Software components as
distributed by the Copyright Holder(s).

"Modified Version" refers to any derivative made by adding to, deleting,
or substituting -- in part or in whole -- any of the components of the
Original Version, by changing formats or by porting the Font Software to a
new environment.

"Author" refers to any designer, engineer, programmer, technical
writer or other person who contributed to the Font Software.

PERMISSION & CONDITIONS
Permission is hereby granted, free of charge, to any person obtaining
a copy of the Font Software, to use, study, copy, merge, embed, modify,
redistribute, and sell modified and unmodified copies of the Font
Software, subject to the following conditions:

1) Neither the Font Software nor any of its individual components,
in Original or Modified Versions, may be sold by itself.

2) Original or Modified Versions of the Font Software may be bundled,
redistributed and/or sold with any software, provided that each copy
contains the above copyright notice and this license. These can be
included either as stand-alone text files, human-readable headers or
in the appropriate machine-readable metadata fields within text or
binary files as long as those fields can be easily viewed by the user.

3) No Modified Version of the Font Software may use the Reserved Font
Name(s) unless explicit written permission is granted by the corresponding
Copyright Holder. This restriction only applies to the primary font name as
presented to the users.

4) The name(s) of the Copyright Holder(s) or the Author(s) of the Font
Software shall not be used to promote, endorse or advertise any
Modified Version, except to acknowledge the contribution(s) of the
Copyright Holder(s) and the Author(s) or with their explicit written
permission.

5) The Font Software, modified or unmodified, in part or in whole,
must be distributed entirely under this license, and must not be
distributed under any other license. The requirement for fonts to
remain under this license does not apply to any document created
using the Font Software.

TERMINATION
This license becomes null and void if any of the above conditions are
not met.

DISCLAIMER
THE FONT SOFTWARE IS PROVIDED "AS IS", WITHOUT WARRANTY OF ANY KIND,
EXPRESS OR IMPLIED, INCLUDING BUT NOT LIMITED TO ANY WARRANTIES OF
MERCHANTABILITY, FITNESS FOR A PARTICULAR PURPOSE AND NONINFRINGEMENT
OF COPYRIGHT, PATENT, TRADEMARK, OR OTHER RIGHT. IN NO EVENT SHALL THE
COPYRIGHT HOLDER BE LIABLE FOR ANY CLAIM, DAMAGES OR OTHER LIABILITY,
INCLUDING ANY GENERAL, SPECIAL, INDIRECT, INCIDENTAL, OR CONSEQUENTIAL
DAMAGES, WHETHER IN AN ACTION OF CONTRACT, TORT OR OTHERWISE, ARISING
FROM, OUT OF THE USE OR INABILITY TO USE THE FONT SOFTWARE OR FROM
OTHER DEALINGS IN THE FONT SOFTWARE.



OEBPS/images/cover.jpg






