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            The Story So Far ...

          

        

      

    

    
      In under a decade of recording and touring, Rush established themselves as one of the world’s hardest-working and most interesting rock bands. By 1983, two significant changes to their previous modus operandi were in place: firstly, 1982’s Signals had set the band in a new direction. An increased use of, and apparent reliance on, keyboards, together with a compositional bias away from their previous prog rock style towards a more pop, ska and reggae-based sound, had alienated some of their fan base.

      The second major alteration was the disappearance of long-term producer and unofficial fourth member of the band, Terry Brown. Brown’s contribution to the music of Rush should never be underestimated. From his sonic saving of the debut album, via the fashioning of strange, wonderful, new sound worlds throughout the 1970s, to the major breakthrough of 1981’s Moving Pictures, his skills behind the desk were instrumental to the band’s unique sound. In the band’s ascent up rock’s ladder (no relation), Brown had been integral to the band’s success thus far.

      It was not only some reviewers and fans who were unhappy with Signals; the band had been unimpressed with Brown’s production. For his part, Brown was not keen on Rush’s drift away from their highly individual ‘hard rock with chops’ sound. With Lee and Peart (and, to a lesser extent, Lifeson) wanting to keep in step with the synth-oriented approach, it was inevitable that there would be a parting of the ways. The growing interest in the ever-increasing abilities of keyboard technology and the band’s absorption of the musical trends of the day meant that Brown would not return to the producer’s chair for any of the albums discussed in this book. This factor alone meant that the band’s sound changed dramatically, as did the style, and on occasion, the quality of their songwriting. In Contents Under Pressure, Alex admitted:

      

      Certainly on Signals, there was a conflict, I think, between the guitar and the keyboards we were using. For me, that’s always been a bit of a sore spot, that record. Because I think there’s good material on there, but I think the production on it is lacking. To me, that record doesn’t sound that great, from a guitar point of view. We were just really starting to get into keyboards, and I don’t think we were well-balanced on that record. And I think that’s part of the reason we had decided to move on, in terms of what producer we were going to work with. We wanted to get a little more influence from other people.

      

      In Chemistry, Terry Brown recalled:

      

      It was all becoming very electronic. I had arrived at the point where I couldn’t contribute more; if that was the direction they were going in, it just wasn’t my forte. The keyboard thing was becoming overtly the band sound, which I didn’t think was cool either. There wasn’t a big incident, but I think the writing was on the wall. There were some edgy moments, which were very unusual for us.

      

      At the time, puzzled by the new direction, I became gradually less interested in the trio’s output, despite still buying everything they released. However, this was a new Rush, different in both look and sound, progressing musically, and reflecting the times in which they were living.
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            Grace Under Pressure (1984)

          

        

      

    

    
      Personnel:

      Alex Lifeson: guitars, synthesisers

      Geddy Lee: vocals, bass and synthesisers

      Neil Peart: drums, percussion and electronic percussion

      Recorded at Le Studio, Morin Heights, Quebec, Canada, between November 1983 and March 1984

      Produced by Rush and Peter Henderson

      Released: 12 April 1984

      Label: Mercury Records

      Chart positions: Canada: 4, US: 10, UK: 5

      All music composed by Lee and Lifeson, with lyrics by Peart

      

      To promote Signals, Rush toured from September to December 1982, then took two months off for rest and reconsideration. By the end of the tour, an inter-band agreement had been reached. The synths would still be a part of the sonic arsenal, but to a lesser extent. The guitars would have a fairer share of the mix, and any new producer would be expected to deliver this. 1983 was to be a significant year.

      The band picked Steve Lillywhite, who had worked with U2, XTC, Psychedelic Furs and Big Country (although not simultaneously). Writing sessions had taken place at the Horseshoe Valley rehearsal studios in Southern Ontario. Just before the band decamped again for Morin Heights, Lillywhite withdrew from the project, for reasons which have never become clear. In a ‘Mohr Stories’ podcast interview available on YouTube, Lillywhite said:

      

      Oh God, Rush hate me ... Because I’d said I’d produce them, then I didn’t. The only time I’ve ever almost been threatened with having my legs broken in the music business ... by their manager!’

      

      Perhaps don’t let down one of the biggest rock bands in the world when you agree to become their producer. Just a thought, Steve.

      Pressure was mounting with a deadline date for the album’s release. Many possible replacements were interviewed, with the task finally going to Peter Henderson, who had recorded Supertramp, Jeff Beck and Frank Zappa. In Contents Under Pressure by Martin Popoff, Geddy described the experiences of searching for a new producer and of working with Henderson:

      

      (Peter) had a vast amount of engineering and co-producing experience with Supertramp and various artists. And his taste in music was right up our alley, and he seemed like a good guy. We went into the studio to start making the record, and we realised he couldn’t make a decision. So, it was very frustrating because we had to make all the decisions all of a sudden. And it turned out we had literally hired an engineer who was a brilliant engineer ... but he was not much help in picking material; he was a very indecisive guy, and that became a nightmare for us.

      

      Rush’s determination to move ever forward meant that they were suffering from their need to reinvent themselves, aiming to keep true to the meaning of the word ‘progressive’ in progressive rock. It would have been very easy – following what some saw as the misstep that was Signals – for the band to revert to the progressive and hard rock formula that had given them their big breakthrough, 1981’s Moving Pictures. This was not the ‘Rush Way’.

      Grace Under Pressure was an apt title, reflecting both the mood of the new songs and the atmosphere in the studio. And, obviously, Henderson was not connected to the trio in the intrinsic way Terry Brown had been. The change in recording personnel from a familiar quartet to a trio plus a stranger meant that the usual ways of working were now out of the window. This rebalancing of relationships was akin to starting a new job. Eventually, after five months of gruelling, repetitive work, the record was completed. In Chemistry, Geddy recalled the pressure of the recording sessions:

      

      We had cabin fever by the end. You get to a dangerous state. You want to finish the record because you want to get out of there.

      

      The cover matches the bleak contents and the crisp, sterile production. Syme’s striking painting is an amalgam of details. Grace, denoted by the small ‘g’ on the right-hand side, is symbolised by a large body of calm water. Pressure (a lowercase ‘p’ above the ‘g’) is represented by rolling storm clouds. A granite-like section underneath the band name and the album title includes a jaw line of teeth and a bleeding gum line. A series of striations draws the attention to a small, bird-like eye staring out from the centre of the distant, crushing atmosphere. Three jagged shards of reflective metal are falling towards the water, and a silver-grey android-like figure observes all from the left-hand side.

      The rear cover has a group portrait in black and white by famed photographer Yousef Karsh. The increasingly shorn Lifeson is doing his best ‘boy next door’ impression. Peart looks like someone a girl would definitely not want to take home to meet mother, whilst Lee is regrettably heading towards ‘full mullet’ status. A photograph on the lyric sleeve shows an egg held in an iron clamp. More grace, more pressure.

      The album is a sonic improvement on Signals. There is a better balance between the guitars and the synths, there is space around the instruments and vocals, but it sounds and feels clinical. There is no acoustic guitar, nor any song which could be classified as a ballad. On the whole, the quality of the songwriting is somewhat higher than its predecessor, but conversely, there are no killer tracks of the stature of ‘The Analog Kid’ or ‘New World Man’ to raise the pulse, although ‘Distant Early Warning’, the best of the bunch, comes close. The stronger songs work well, but the overall feeling is one of engineered competence rather than passionate inspiration.

      Peart’s lyrics reflected the state of the world as he saw it, the lyricist largely taking his inspiration from newspapers of the day. Cold and realistic, at times downright dystopian, Peart still manages to convey a lot with an impressive economy. In Chemistry, the lyricist remembered:

      

      The mid-1980s were difficult times, economically, and people were losing jobs, having trouble getting work, having relationship problems and all that. The world looked dark.

      

      ‘Distant Early Warning’ (4.56)

      The title takes its name from the Distant Early Warning Line, a series of radar stations stretching from Alaska to Greenland, the first notification point of a possible nuclear attack.

      A rush of stormy synth, and suddenly the latest version of Rush is upon us. It’s stripped back and, as promised, the synths share rather than suffocate the sound. Notably, Lifeson’s Stratocaster is more prominent; the guitarist uses an overdriven tone to which lashings of reverb, delay and chorus effects (a sound modulation that approximates the chiming sound of a 12-string instrument) are added to varying degrees.

      A brief, impressive section of spectacular proggery occurs at 28 seconds in; a simple church organ melody is added over four bars of 7/8, followed by single bars of 5/8 and 7/8. The music then settles down as Lee’s almost conversational tone gives an unsettling context to some dark lyrics: ‘An ill wind comes arising across the cities of the plain. There’s no swimming in the heavy water, no singing in the acid rain – red alert!’

      The second verse tightens the focus to examine personal relationships (‘It’s so hard to stay together passing through revolving doors’), culminating in a return of the prog organ motif, and – at last – a driving, energy-filled chorus where Lifeson takes his rightful place in the rocking mix.

      The third and fourth verses maintain the tension, climaxing with the proggy organ tune, which moves into an even more powerful second chorus with some additional keyboard decoration. Then, Lifeson is let loose with some squealing, twisty phrases, mixed with upper-pitched chord voicings to produce an intriguing new style of solo, different to his flowing melodic lines we were accustomed to hearing on previous records. The final chorus concludes with an anguished-sounding Lee repeating ‘Absalom’. As the last chord dies away, the sound of a desolate future landscape on a quiet synth is heard.

      The strongest track on the album, ‘Distant Early Warning’ is also, along with ‘Red Sector A’ and ‘Between The Wheels’, one of the few tracks here to appear frequently on the band’s subsequent live albums, which speaks volumes.

      

      ‘Afterimage’ (5.03)

      A song written about the effects of a sudden death on those left behind, ‘Afterimage’ was inspired by the tragic loss of Le Studio recording assistant Robbie Whelan in a car crash in May 1983. He was only 31. This tribute to him is another lyrically powerful piece, but the music doesn’t match the importance of the words.

      The opening is full force, powerful and attacking, with Peart’s excellent couplet (‘Suddenly you were gone, from all the lives you left your mark upon’) having an immediate resonance with anyone who has ever lost someone. Unfortunately, the power tails off as we return to the Signals-style ska rhythms for the verse, with the synth riding high in the mix.

      The power builds in the next section (‘I feel the way you would’) with heartfelt, pain-filled phrases from Lifeson, who maintains his presence with some aggressive mid-range arpeggios. Again, Peart’s words carry weight: ‘Tried to believe but you know it’s no good. This is something that just can’t be understood’. Sadly, the ska style returns until a reprise of the ‘I feel the way you would’ section.

      This leads into a lengthy synth-centric instrumental (2.23 – 3.45), which, whilst suitably melancholic, ultimately robs the song of much of its energy. Lifeson emerges from the sonic mush at 3.16 with another chord-based solo, which lifts interest, although his contribution is far from being his best work.

      The coda of the song repeats the lyrics ‘I feel the way you would, this just can’t be understood’ before coming to a close with a sustained synth chord that strangely just stops rather than fading away to nothing.

      Given the intensely personal and yet universal theme, ‘Afterimage’ deserves to be a better song, either more reflective or much angrier in construction and delivery. The happy-sounding reggae rhythms that permeate much of the mood don’t match the intent or weight of the lyrics.

      

      ‘Red Sector A’ (5.09)

      Set in an unspecified prison camp in an unknown, possibly future time, Peart’s words would carry an immense emotional weight for Lee, whose parents survived the Nazi concentration camps during the Second World War. In an interview with ‘The Jewish News of Northern California’ in June 2004, Geddy said:

      

      I once asked my mother her first thoughts upon being liberated. She didn’t believe (liberation) was possible. She didn’t believe that if there was a society outside the camp, how they could allow this to exist, so she believed society was done in.

      

      Although the title could be the name of such a compound, or one in a major conflict yet to come, ‘Red Sector A’ was actually the name of the area where the band watched the Space Shuttle ‘Columbia’ take off, as documented in ‘Countdown’ (Signals).

      Chiming guitars and sustained synth are supported by a rock-solid 4/4 rhythmic backing, with the absence of a time or a place emphasised in the opening stanza: ‘All that we can do is just survive, all that we can do to help ourselves is stay alive’. This philosophy is neatly reflected in the song’s closing lyrics: ‘Are we the only ones left alive? Are we the only human beings to survive?’

      A heavy synth riff takes over with splashes of guitar adding colour as the aggressive vocals create an oppressive texture to match the evocative words: ‘Ragged lines of ragged grey, skeletons they shuffle away. Shouting guards and smoking guns will cut down the unlucky ones’. The perspective shifts to the personal with the harrowing lyrics: ‘I clutch the wire fence until my fingers bleed, a wound that will not heal, a heart that cannot feel’. No doubt Geddy empathised with what Alex said in a radio interview on Planet Rock in April 2019:

      

      The first time I met Geddy’s Mum, I saw her concentration camp number tattooed on her arm. That stayed with me. My parents came from Yugoslavia, and my father was in a work camp in Austria. The war affected everybody. Both my parents came to Canada as undocumented refugees. So Geddy and I shared a common background, and that really bonded us. Two Canadian-born Eastern Europeans whose parents had been displaced by the war.

      

      What doesn’t work so well here, again, is the counter-intuitive ‘dance’ feel of the electronic backing, which fails to synchronise emotionally with the lyrical intensity. Rather than the synth dominating the soundscape, this is surely the perfect opportunity for Lifeson to grind out some overdriven riffs to match the fear and pain within the narrator. These feelings are well portrayed by Lee’s anguished vocals, none more so than with the couplet ‘For my father and my brother it’s too late, but I must help my mother stand up straight!’

      Again, the busy, over-populated instrumental section sounds more like something that ‘Frankie Goes To Hollywood’ (‘A mid-decade, electronic-based, popular beat combo, m’lud’) would produce, with the prominence of sequencer and keyboard in the mix. Lifeson’s ‘new’-style solo unfortunately lacks the musical passion and expression to match the lyrical images. The song closes with more of the atmospheric instrumental section, concluding again with a fading synth.

      ‘Red Sector A’ is another example of Lifeson and Lee not stepping far enough up to Peart’s lyrical plate. It’s a good song, no doubt, but the definitive rendition can be heard on 2013’s Clockwork Angels Tour triple CD live album. On this version, the throbbing synth, strident guitar and dramatic strings give this song a new maturity and edge with plenty of tension and dramatic colour. Additional elevation is provided by the presence of a string ensemble, adding a further layer to the tragedy of Peart’s lyrics compared to the sterile, glacial tone of the original recording.

      

      ‘The Enemy Within’ (4.34)

      Now we arrive at the first part of the ‘Fear’ trilogy. Whereas the previous two songs (the magnificent ‘Witch Hunt’ – confusingly subtitled, at the time, as ‘Part 3 of ‘Fear’’ on Moving Pictures – and the disappointing and uneven ‘The Weapon’ on Signals, which was designated as ‘Part Two’ of the trilogy in reverse) had dealt with fears of external forces, here Peart is concerned with a person’s paranoia, instilled by the various societal ‘powers that be’.

      The first 14 seconds of the introduction sound like Rush have abandoned their new sound in favour of a return to heavy rock. Then another rapid ska rhythm takes hold, with jagged, chorus-filled guitar stab chords. We are back in ‘Vital Signs’ territory, for better or worse.

      Whilst the verses deal with many aspects of personal fear, the chorus is the first sighting of any lyrical optimism on the album. The music follows suit, adopting a ‘New World Man’- style commitment, with energetic guitars, a full and thrusting bass and drums engaging the volume switch.

      A short, dreamy instrumental (1.14 – 1.26) has a more relaxed feel and is, surprise, surprise, overwhelmingly synthy. Then, we’re back into ska-mode for another unsettling verse and a rocking, upbeat chorus. The instrumental is extended (2.14 – 2.41), then the introduction is repeated.

      The final minute and a half reprises the chorus, the instrumental and, finally, another ska-based race to the fading finish line. In the end, ‘The Enemy Within’ sounds like a collection of previously outcast musical ideas strung together to form a song that emits a strong odour of ‘that will do’.

      

      ‘The Body Electric’ (4.59)

      The title is taken from an episode of The Twilight Zone from 1962, which was itself based on Walt Whitman’s poem ‘I Sing The Body Electric’. Side two opens with a heavy, processed drum rhythm, a high-pitched bassline (the tone instantly placing the track in a mid-1980s time capsule) and then the by-now ‘to-be-expected’ blend of chorused, overdriven guitars and, of course, synth. The energy kicks in after 41 seconds before lapsing back for the unfolding of a tale describing ‘one humanoid escapee, one android on the run, seeking freedom beneath a lonely desert sun’. Is there a place in the world for ‘funk sci-fi’? Sci-funk? Discuss.

      On the surface, this is an almost light-hearted story of a robot trying to break free of its programming. Is the robot seeking sentience, or are the lyrics to be interpreted as something more universal? ‘It replays each of the days a hundred thousand years of routines ...’ This may be a comment on our own existence, the balance between the need for routine and order and the abject boredom which comes from doing the same mind-numbing thing over and over again.

      The chorus melody is catchy and powerful, and there is a frantic bridge section, which builds to a climax where the android ‘bows its head and prays to the mother of all machines’. Step forward, Official Human Lifeson, to deliver another mixed bag of techniques for a solo, his whammy bar receiving much abuse. A reprised chorus and a repeat of the pacy, energetic section culminate in another ‘mother of all machines’ line. A play-out follows where no one instrument dominates, but all are fighting for space. Another power chord and a sustained synth fade ending bring the third good song on the album to a close.

      

      ‘Kid Gloves’ (4.18)

      Another track with a ‘New World Man’ feel to it, ‘Kid Gloves’ opens with an excellent guitar riff in 5/4 time. This is carried over into the vocals, the song descending into another homage to The Police as the music drops into 4/4 at 40 seconds in. Peart observes the challenges of growing up in a world that is ripe for discovery – ‘a world of difference, a world so out of touch. Overwhelmed by everything, but wanting more so much’ – ending with the stylish line, ‘Then you learn the lesson that it’s cool to be so tough’. The chorus is one of the best sections on the album. The music drops in pitch, becoming heavier, with the synth adding much weight to the sound, this time in a good way.

      The second verse (back into 5/4) continues the quality with ‘a world of indifference, heads and hearts too full. Careless of the consequence, of constant push and pull’. Another heavied-up chorus appears, and then it’s time for the sadly predictable-sounding instrumental.

      Lifeson attacks his fretboard with gusto, but the creativity that marked out ‘YYZ’ and ‘Limelight’ (Moving Pictures) as solos of true inspiration and technical genius is absent. There’s nothing actually wrong with what he plays, and, of course, in line with the band’s mantra of always moving forward, he is doing a stellar job. It’s just not to my taste, I guess.

      In all other respects, ‘Kid Gloves’ is a standout track that comes to a hugely satisfying, heavy ending. Disappointingly, it would never feature on the band’s live albums; it deserved better exposure.

      

      ‘red lenses’ (4.43)

      The only Rush song that has its title solely in lowercase letters. The lyrics for all the songs are reproduced on the inner sleeve of the album, and for ‘red lenses’, they, too, are all shown in lowercase, with certain sections printed in red.

      The most skippable track (not in the sense of a little jig) on the album, ‘red lenses’ bores both lyrically and musically. The words are merely a stream of consciousness that drones on around the word ‘red’, the music is unrelentingly mid-tempo and swamped by synth. A song that reeks of filler, the instrumental section is pure 1980s synth pomp-pop built around a repeating, irritating keyboard riff, which does at least have the good grace to grow into something more intense. However, this is neither interesting nor emotionally moving; it’s just something that goes past the ears whilst you’re doing something else.

      In an interview for Guitar For The Practising Musician in October 1986, Peart acknowledged the influence of the poet T. S. Eliot (1888 – 1965) on his writing style.

      

      I can take someone like T.S. Eliot, who has influenced me greatly over the last few years, and realise that what he was doing was just throwing so many images at you all the time that you were left dizzy. But at the same time, you were left with something. You were stepping into another dimension. So I use that idea ... I tried to construct a series of ongoing images that just came at you. The colour red was the theme of it, but I twisted it in so many ways. It was the hardest thing I ever wrote, because I was trying not to say anything, and each line was saying something, but at the same time, it was trying to be so obscure and so oblique about the way I went around saying it, on purpose. It seems confounding, but in the end, you’re left with something. T.S. Eliot’s poetry is the same way to me. At the end of it, I don’t really know what I’ve read, but it comes back to me.

      

      Oh, good, that’s alright then. What I’m left with is five wasted minutes for which no refund is available. Unsatisfying on every single level, ‘red lenses’ is stunningly underwhelming – a morass of poor ideas, lamely executed.

      

      ‘Between The Wheels’ (5.44)

      Luckily, the final track of the record, which was also the first song to be written for the album, has a lot more going for it. From the strident organ chords, via the thunderous drumming, the mother of all guitar chords and anguished lead guitar lines, ‘Between The Wheels’ is powerful.

      Lee rises to the challenge of the lyrics, his voice in a higher register at times. The pace picks up a minute in as we imagine ‘how that rabbit feels, going under your spinning wheels, bright images flying by like windshields towards the fly’. The threat of nuclear war raises its head in the chorus, particularly with the final lines, ‘Brother, can you spare – another war, another lost generation’.

      ‘Between The Wheels’ serves as a timely reminder that Rush, when they got bored with playing around with the then-fashionable music styles, could still deliver the goods in mighty style. The keyboards here sound menacingly foreboding, and they support rather than outweigh the attack of the guitar, bass and drums. Lifeson’s solo cries out, the guitarist putting his heart into his fingertips, and adding much to this intense, passionate, groove-heavy rocker. Lee is in magnificent voice, and the play-out (which reprises the introduction) sounds huge.

      Strangely, elements of an almost jazz-rock style improvisation appear as the music enters the fade, and this spoils the dramatic flow of the coda. The musical pressure should have been maintained right to the end.

    

  


  
    
      
        
          
            Chapter 2

          

          
            Grace Under Pressure – Live (2009)

          

        

      

    

    
      Personnel:

      Alex Lifeson: electric and acoustic guitars

      Geddy Lee: vocals, bass, synthesisers, bass pedals

      Neil Peart: drums, percussion and electronic percussion

      Recorded at Maple Leaf Gardens, Toronto, Ontario, Canada, on 21 September 1984

      Released: 11 August 2009

      Label: Mercury Records

      Chart positions: did not chart

      

      Initially, this live collection was only available as part of the triple DVD package, Replay (which contained the concert videos for Exit – Stage Left, Grace Under Pressure Tour and A Show Of Hands), which was released on 13 June 2006. The album was subsequently released as a CD in its own right three years later. It is an intriguing mixture of mostly recent and some older material.

      With all the live albums reviewed in this volume, I have included comments only where individual points of interest arise. Rush’s commitment to replicating their studio work on stage means that, with the many live albums between 1984 and 2015, there are inevitably a lot of songs that turn up again and again, and sound virtually identical to each other. What always shines through, however, is that the live band consistently sound better live than in the studio, which is quite the achievement.

      Grace Under Pressure – Live is a case in point, showcasing powerful performances and instances of the band clearly enjoying themselves to an ecstatic crowd.

      

      ‘Introduction’ (0.57)

      The theme of ‘The Three Stooges’ is heard above the sound of a very enthusiastic crowd.

      

      ‘The Spirit Of Radio’ (4.54)

      ‘The Enemy Within’ (4.48)

      

      ‘The Weapon’ (7.42)

      We hear the sound effects of werewolves and demonic laughter, which sets up an amusing voice-over introduction by the American actor and comedian Joe Flaherty (1941 – 2024) in the guise of ‘Count Floyd’ over the relentless opening drum rhythm.

      

      ‘Witch Hunt’ (4.40)

      ‘New World Man’ (4.00)

      ‘Distant Early Warning’ (6.11)

      

      ‘Red Sector A’ (5.22)

      Strangely, Geddy introduces this as ‘We’d like to do another ‘red’ song for you’. Another? Has ‘red lenses’ made it onto the set-list? If so, I’m glad it didn’t make the final cut onto this disc.

      

      ‘Closer To The Heart’ (3.36)

      

      ‘YYZ’/‘The Temples Of Syrinx’/‘Tom Sawyer’ (9.40)

      The first time Rush truncated two songs into a mini-medley was ‘Fly By Night’/‘In The Mood’ on All The World’s A Stage. Here, it’s only ‘YYZ’ that gets edited. After his solo, Lifeson continues to add phrases over the subsequent synth section, where the final chord is paused, and at 3.14, ‘The Temples Of Syrinx’ explodes out of the PA system. As with ‘YYZ’, the pace is slightly quicker than the studio version. Another slight pause at the end of all the metallic mightiness, and the trio plunge into ‘Tom Sawyer’ at 5.03, which is played at its familiar tempo.

      

      ‘Vital Signs’ (4.56)

      

      ‘Finding My Way’/‘In The Mood’ (3.35)

      This is a surprise inclusion for both the listener and the crowd. In the earliest days of Peart sitting in the drum seat, Rush would regularly play songs from their debut album for want of newer material. ‘Working Man’ would remain a semi-regular set-list staple, but the rest of the debut was, of course, quickly eclipsed by Lee, Lifeson and Peart’s musical ambitions.

      That said, the band sound like they are having genuine fun as they revitalise the opening track from their debut album. Sadly, the superior ‘Finding My Way’ is cut short after its first chorus and the trio move into the ever-lumpen ‘In The Mood’. Although the reason for this song’s inclusion never fails to perplex me, it is played with pace, attack and no sense of embarrassment.

      Lee substitutes ‘Hey Bully!’ for ‘Hey Baby!’ in the choruses, which are both amusing and confusing, the song powering along into another mahoosive ‘big rock’ ending.
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