
		
			[image: image-32X7SECV.jpg]
		

	
		
			[image: image-32X7SECV.jpg]
		

		

		

		
			[image: Tilte Page]
		

		

		

		DEVIL TAKE THE HINDMOST

		The Otherworldly Music of

		Allan Holdsworth

		

		Loose Cog Edition

		

		
			[image: Loose Cog]
		

		

		Ed Chang

		

		

		© Ed Chang, 2020. All rights reserved.

		

		Cover photo: Nancy Clendaniel (Allan Holdsworth, The Beverly Theatre, Beverly Hills, CA, December 29, 1983)

		

		Author photo: Philip Vukelich (NYC 2018)

		

		A portion of this material was originally published in web form in 2017 as “A Thread of Lunacy” at https://threadoflunacy.blogspot.com/.

		

		An earlier print edition of this book was published in April 2020 as Devil Take the Hindmost, The Otherworldly Music of Allan Holdsworth, Jazz in Britain Ltd. (U.K.).

		

		This digital edition, Devil Take the Hindmost, The Otherworldly Music of Allan Holdsworth, Loose Cog Edition, is published July 2020, Ed Chang at Smashwords.

		

		Smashwords Edition, License Notes

		This ebook is licensed for your personal enjoyment only. This ebook may not be re-sold or given away to other people. If you would like to share this book with another person, please purchase an additional copy for each recipient. If you’re reading this book and did not purchase it, or it was not purchased for your use only, then please return to your favorite ebook retailer and purchase your own copy. Thank you for respecting the hard work of this author.

		

		

		

		Contents

		

		

		

		Album Breakdowns

		

		
			Preface
		

		

		
			Acknowledgements
		

		

		
			Introduction: The Front Desk
		

		

		
			Prelude
		

		

		
			Early Days with Debussy and Coltrane
		

		

		
			I “Some sort of ‘crucial’ music…”
		

		

		
			1: 'Igginbottom
		

		
			2: Ian Carr
		

		
			3: Tempest
		

		

		
			II “Let’s attack!”
		

		

		
			4: Soft Machine
		

		
			5: Tony Williams
		

		
			6: Darkness and Legs
		

		
			7: Gong
		

		

		
			III  The Stuka Handle and Other Tricky Dick Parts
		

		

		
			8: Jean-Luc Ponty
		

		
			9: Feels Good To Me
		

		
			10: U.K.
		

		
			11: One of a Kind
		

		

		
			IV All That Jazz
		

		

		
			12: Touching On with John Stevens
		

		
			13: With Gordon Beck in Paris
		

		
			14. The BBC Jazz Sessions (1972-81)
		

		

		
			V The Richter Scale
		

		

		
			15: To I.O.U.
		

		
			16: Road Games
		

		
			17: Metal Fatigue
		

		
			18: Atavachron
		

		

		
			VI Changing Landscapes
		

		

		
			19: Sand
		

		
			20: Secrets
		

		
			21: With Gordon Beck in America
		

		

		
			interlude i: sessions 1984-1989
		

		

		
			VII Portrait of a Six-String Gunslinger
		

		

		
			22: Chad Wackerman
		

		
			23: Shredding Machinery
		

		
			24: Wardenclyffe Tower and THEN!
		

		
			25: Hard Hat Curiosity
		

		

		
			interlude ii: sessions 1990-1997
		

		

		
			VIII Shave and A Haircut
		

		

		
			26: None Too Soon
		

		
			27: The Sixteen Men Of Tain
		

		
			28: Flat Tire and Piano
		

		
			29: On Piano
		

		

		
			interlude iii: sessions 2003-2019
		

		

		
			IX 21st Century Schizoid Prog
		

		

		
			30: All Night Wrong
		

		
			31: Magic and Blues
		

		
			32: Opening The Vault
		

		

		
			X Postlude
		

		

		
			Legacy
		

		

		
			Afterword
		

		

		
			Appendix A Secrets
		

		

		
			Discography
		

		
			Chronology
		

		
			A Note On Analysis Terminology
		

		
			Musical Style
		

		
			Just For the Curious
		

		
			Bibliography
		

		

		
			Appendix B Interviews and Additional Analysis
		

		

		
			1991: The Mike Pachelli Show Interview (Secrets Tour)
		

		
			2000: Interview with Paul Harvey,  Dutch Public Radio 4
		

		

		
			The BBC Jazz Sessions: Breakdowns and Analysis
		

		

		
			Index
		

		

		
			Albums
		

		
			Songs
		

		
			People, Bands
		

		
			General
		

		
			About the Author
		

		

		

		

		Album Breakdowns

		

		

		

		
			'Igginbottom: 'Igginbottom's Wrench (1969)
		

		

		
			Ian Carr's Nucleus: Belladonna (1972)
		

		

		
			Tempest: Tempest (1973)
		

		

		
			Tempest: Under The Blossom (2005)
		

		

		
			Soft Machine: Bundles (1975)
		

		

		
			Soft Machine: Switzerland 1974 (2015)
		

		

		
			Soft Machine: BBC Radio 1971-1974 (2003)
		

		

		
			Soft Machine: Floating World Live (2006)
		

		

		
			Tony Williams: The Stockholm Wildlife Sessions
		

		

		
			The New Tony Williams Lifetime: Believe It (1975/2004)
		

		

		
			Allan Holdsworth: Velvet Darkness (1976/1990)
		

		

		
			The New Tony Williams Lifetime: Million Dollar Legs (1976)
		

		

		
			Gong: Gazeuse! (1976)
		

		

		
			Gong: Expresso II (1978)
		

		

		
			Jean-Luc Ponty: Enigmatic Ocean (1977)
		

		

		
			Jean-Luc Ponty: Individual Choice (1983)
		

		

		
			Bruford: Feels Good To Me (1978)
		

		

		
			U.K.: U.K. (1978)
		

		

		
			U.K.: The Ultimate Collector's Edition: Live in Boston
		

		

		
			U.K.: The Ultimate Collector's Edition: Live in Philadelphia
		

		

		
			U.K.: The Ultimate Collector's Edition: Live in Cleveland, Ohio
		

		

		
			“The Abingdon Chasp“
		

		

		
			Bruford: One of a Kind (1979)
		

		

		
			Bruford: Rock Goes to College (2009)
		

		

		
			John Stevens (Holdsworth, Young, Mathewson, Stevens): Touching On (1977)
		

		

		
			John Stevens (Holdsworth, Young, Guy, Mathewson, Stevens): Re-touch (1983)
		

		

		
			Gordon Beck/Allan Holdsworth/Jeff Clyne/John Stevens: Conversation Piece (1980)
		

		

		
			Danny Thompson, Allan Holdsworth, John Stevens: Propensity (2009)
		

		

		
			Holdsworth, Warleigh, Mathewson, Spring: Warleigh Manor (2020)
		

		

		
			Gordon Beck: Sunbird (1979)
		

		

		
			Allan Holdsworth / Gordon Beck: The Things You See (1981)
		

		

		
			Holdsworth, Bruce, Hiseman: The Sherwood Forest Demos (unreleased)
		

		

		
			Allan Holdsworth: I.O.U. (1982)
		

		

		
			Allan Holdsworth: Road Games (1983)
		

		

		
			Allan Holdsworth: Metal Fatigue (1985)
		

		

		
			Allan Holdsworth: I.O.U. - Live in Japan 1984 (2018)
		

		

		
			Allan Holdsworth: Atavachron (1986)
		

		

		
			Allan Holdsworth: Frankfurt ‘86 (2020)
		

		

		
			Allan Holdsworth: Sand (1987)
		

		

		
			Allan Holdsworth: Secrets (1989)
		

		

		
			Gordon Beck: With A Heart In My Song (1988)
		

		

		
			Chad Wackerman: Forty Reasons (1991)
		

		

		
			Chad Wackerman: The View (1993)
		

		

		
			Chad Wackerman: Dreams Nightmares And Improvisations (2012)
		

		

		
			MVP: The Mark Varney Project: Truth In Shredding (1991)
		

		

		
			Anders Johansson, Jens Johansson & Allan Holdsworth: Heavy Machinery (1996)
		

		

		
			Allan Holdsworth: Wardenclyffe Tower (1992)
		

		

		
			Allan Holdsworth: Then! (2003)
		

		

		
			Allan Holdsworth: Hard Hat Area (1994)
		

		

		
			Allan Holdsworth: Just For the Curious (1993)
		

		

		
			Allan Holdsworth: None Too Soon (1996)
		

		

		
			Allan Holdsworth: Warsaw Summer Jazz Days '98 (2019)
		

		

		
			Allan Holdsworth: The Sixteen Men of Tain (2000)
		

		

		
			Allan Holdsworth: Flat Tire (2001)
		

		

		
			Gary Husband: The Things I See (2001)
		

		

		
			Gary Husband: Dirty And Beautiful Vol. 1 (2010)
		

		

		
			Allan Holdsworth: All Night Wrong (2002)
		

		

		
			Allan Holdsworth: Against The Clock (2005)
		

		

		
			Soft Works: Abracadabra (2003)
		

		

		
			Holdsworth, Pasqua, Haslip, Wackerman: Blues For Tony (2009)
		

		

		
			Allan Holdsworth: Tales From The Vault (2016)
		

		

		
			1972.06.12: The Pat Smythe Quartet (Jazz Club)
		

		

		
			1972.11.19: Ian Carr’s Nucleus
		

		

		
			1974.06.06: The Tony Coe Quintet (Jazz in Britain)
		

		

		
			1974.06.09: The Allan Holdsworth/Ray Warleigh Quintet (Sounds of Jazz)
		

		

		
			1974.06.10: The Soft Machine (Jazz in Britain)
		

		

		
			1975.02.02: The Pat Smythe Quartet (Sounds of Jazz)
		

		

		
			1977.11.14: The Pat Smythe and Allan Holdsworth Quartet (Sounds of Jazz)
		

		

		
			1977.12.26: The John Stevens Quartet (Jazz In Britain)
		

		

		
			1978.11.26: The Pat Smythe and Allan Holdsworth Quartet (Sounds of Jazz)
		

		

		
			1980.01.08: Holdsworth & Co. (Jazz In Britain)
		

		

		
			1980.03.17: Ian Carr with Nucleus+ (Jazz In Britain)
		

		

		
			1980.05.25: The Pat Smythe Quintet (Sounds of Jazz)
		

		

		
			1981.03.30: PAZ with the Singing Bowls of Tibet (Jazz in Britain)
		

		

		
			1981.10.20: Allan Holdsworth’s I.O.U. (Jazz In Britain)
		

		

		
			1981.12.02: The Gordon Beck Quartet with Allan Holdsworth (Jazz In Britain)
		

		

		

		To Chef and Fireball.

		

		

		I like lots of melody and I try to be harmonically creative with lines. But, I also like to use some dissonance, unusual and sometimes impolite notes. They are quite all right by me. I like to hear it from other players. It's like adding other colours, another dimension. I love that ‘what the hell was that’ thing.

		

		However, some people/musicians hear an unusual note and think it's some kind of mistake. A shame, there is a colossal difference between a chosen note and a clam. But the difference is simple. Did you hear it? Do you want it? Did you mean it? If you did and it sounds good to you, it is good. Use it! Isn't that what it's all about? Finding the truth for one's self. Harmonic sensibility is a very personal individual thing. Don't be afraid to dig, the most important people/musicians in my life always have. The most important lessons to me have been learned by trial and error. Unfortunately, mostly by the latter.

		

		Please do not misunderstand, I truly appreciate all the things the world's greatest musicians have achieved and given to us; joy, wonder, beauty, spirit. All I'm trying to say is 'try to find yourself', as they have. ⁵¹

		

		Allan Holdsworth

		

	
		

		
			Preface
		

		

		

		

		If Yoda had played guitar he would have sounded like Allan Holdsworth. Similarly revered by his legendary peers, Holdsworth seems to exist as the sole member of an ageless, mysterious race, speaking in strangely-formed sentences which yet somehow impart a mystical aura of truth about them. And like fine wine or poetry, once one acquires the taste, the music of Allan Holdsworth becomes a never-ending obsession - and even a dependable friend.

		

		The book you are holding is an updated version of “A Thread of Lunacy” (https://threadoflunacy.blogspot.com/), an online resource which I put together at the end of 2017 devoted to the “appreciation and analysis of the Otherworldly Music of Allan Holdsworth”. The original introduction (included in the following pages) gives a good overview of how this book works and what it tries to do.

		

		If you page through this book, you will see that this is not a biography of Allan’s life (no fan refers to the guy as “Holdsworth”, it’s just “Allan”). Instead, the purpose and aim of this book is to take a musical look at each record in Allan’s varied discography (60 releases and counting) to hopefully share some new ways of appreciating his music for existing fans, and to provide a gateway into Allan’s sound world for those new to his music. After describing the making of each record (using the words of the musicians themselves wherever possible), I provide analyses of individual songs in order to break down the compositional structures of the songs and to highlight how Allan’s lead solos function within their contexts. In this way, I hope listeners can further appreciate the beauty of each song’s musical framework and the melodic stories told within those frames.

		

		Because this book is designed mostly for listeners (as opposed to being an instructional text for students) there are no transcriptions within and I avoid musical terminology for the most part. My hope is that all music-lovers (not necessarily just trained musicians) can use this book to enrich their experiences with Allan’s music. In other words, these album breakdowns are travel guides which try to point out the exotic animals and hidden landmarks along the path of each sonic journey.

		

		In general, I also try to keep the proceedings fairly objective and try to point out where things seem to work and where they might not. However, since this merely a Preface, I will break my own rule and “gush” a bit over a few random nuggets pulled from Allan’s colorful career for the “tl;dr” crowd (“Too long; didn’t read”).

		

		“Hector’s House” (from Ian Carr’s Belladonna, 1972):

		After a few brass stabs from nowhere, this tune gets right down to business with a nasty little riff that would fit on a 70s police drama like “Starsky & Hutch” or “Streets of San Francisco”. Just before hitting the minute mark it turns left into a more laid-back groove, implying downtown hijinks of a decidedly illicit flavor. Brian Smith reels off some spiffy soprano sax choruses as the song spirals through some side streets. Finally, after a couple minutes Allan’s starts his own free-wheeling solo, letting guitar melodies cascade over bassist Roy Babbington and drummer Clive Thacker’s funk stew. Allan rides the ups and downs of the modulations with ease, stopping here and there to apply a few bluesy phrases during the 3rd minute of the song. Around the 4-minute mark Allan tosses out a “spinning top” melody which allows the harmony to change underneath while still maintaining the electric momentum of a skidding Cadillac. Although relatively conservative harmonically, this tune already shows that Allan’s fretboard skills hardly had any limits.

		

		“Where Is One” (from Allan Holdsworth’s I.O.U., 1981)

		While laying down unearthly guitar solos for more well-established artists, at home Allan was rewriting the rule book on what a rock song could sound like. Although “Where Is One” absolutely rocks, at its heart this tune has a lot in common with a Debussy piano prelude. It starts off with some classic “glassy” Holdsworth chords, but this texture is soon visited by (in order): a heavy metal fuzz riff, a whammy-bar take on pedal steel guitar, and a short solo that seems inspired more by Béla Bartók than Eric Clapton. Another thing that this first minute does is inform the listener that, from a rhythmic standpoint, expect the unexpected. When the solo arrives, it surfaces like a mysterious beast rising out of the primordial depths, after which it sways back and forth a bit while getting its bearings. It soon begins to get its footing, and after some playful melodicism it soon heads towards some more enigmatic, questioning figures. Compared to the almost constant freneticism of “Hector’s House”, this solo takes its time, building up energy through a variety of moods and exploratory gestures. Leading up to the 4-minute mark are some thorny, troubling shapes, but then Allan lets some ringing notes hang out there a bit, allowing them to bask in the major key harmony flowing around it. It’s a virtuosic performance - yet brought off with seeming ease. This one song has more moods and colors than most entire albums.

		

		“0274” (from Allan Holdsworth’s Sixteen Men of Tain, 1999)

		Here we have an example of Allan’s “autumnal” music, which exhibits a more emotionally mature vibe, sometimes tinged with melancholy and sometimes with nobility. Although some might say that the opening portrays the wide-open spaces of frontier America, it also has the intimacy of a bedtime story for children. However, right after this prelude section it goes into a very confident, determined groove, carried along by an equally assured rhythm section. The solo starts off in fond remembrance of the “good old days”, but soon gets into some serious deep-thinking. Its patient melodies and razor-sharp melodic turns have a more reflective nature than those of the brashly youthful solo in “Hector’s House”. At the same time, Allan shows that he knows how to shape a grand story, rather than just “play through” a few repeated choruses. The sense of drama in this solo rises and falls with the keenly-sensitive accompaniment of the rhythm section - there’s much more of a dialogue happening here. It does get into some stratospheric moments, but around the 5-minute mark Allan skillfully brings it all back down to Earth with some perfectly “human” phrases. In the very end, Allan leaves off with a mysterious question, still asking “Where Is One?” Walt Fowler’s trumpet then appears, offering a finely-balanced counter-argument, as Allan’s ghostly fretboard comping frames out the harmonies without being obtrusive. The ending looks back on wide open spaces one last time.

		

		“It Must Be Jazz” (from Allan Holdsworth and Alan Pasqua’s Blues For Tony, 2007)

		In this live cut with Allan’s Tony Williams “tribute” band (also featuring Williams bandmate Alan Pasqua), things seem to have come full circle, but on another level. Starting out in cosmic funk mode, the entire band has fun throwing in weird spaceship blasts and alien landscape textures. When Allan comes in on his digitally-harmonized lead guitar, he sounds as if he’s wearing some kind of foil spacesuit, but soon takes the gloves off and gets down to business. Because the groove is so friendly, here Allan can be a bit more “off-color” with his storytelling and he goes into some very alien territory indeed - however it never stops swinging. He is rhythmically in total control, yet allows himself to be more adventurous melodically. Alan Pasqua then contributes a space-blues in the only way he can, sounding like he’s having the time of his life. After the band cruises over some “landscape textures” at high altitude Allan takes a second solo, but in contrast to his first this one is much sweeter, and celebrates light, spirit and life. Although this tune is essentially a jamming vehicle, the musicians carry it through with an incredibly high level of shared intuition, taking it through a virtual space-time journey in sound.

		

		These are just 4 tunes picked out of a hat. I have to restrain myself from writing about “Devil Take the Hindmost”, otherwise this would be 10 more pages (although it is of course examined in some detail in Chapter 17 within). Inside are about a thousand more songs to explore, but there I try to keep the adjectives at bay and present “just the facts” so that the listener can create their own journey.

		

		Although most of the material in this book has existed for some time as an online resource, this new edition has been updated to include several new Holdsworth releases arriving after 2017, and has an expanded chapter on Allan’s British jazz years with a sessionography (analysis breakdowns are placed in the Appendix). Additionally, two previously unpublished, unedited interviews (transcribed from rare video and radio broadcasts) are included. Both are unusually excellent, in-depth interviews which allow Allan plenty of room to muse on his career and thought processes (and display his eternal humility).

		

		Much of the best content here comes from Allan’s own words (as well as the words of his gifted collaborators). It really strikes me how poetic Allan could be in his interviews and writing. He was not only a brilliant musician and composer, but his words reveal him to have had a keen eye for aesthetic beauty and an unwavering dedication to further the boundaries of music - on his own terms.

		

		Addendum to the Loose Cog Edition:

		Only a few short months ago, Jazz In Britain initially approached me about turning my Holdsworth blog “Thread of Lunacy” into a physical book. Thanks to fans from around the world (20 different countries!), this edition sold out within a month. In order to meet further demand (and make it more affordable to the casual fan), I have reformatted it as a newly-refurbished “Loose Cog Edition.” In addition to various editorial improvements, I have been able to make room for some additional text and analysis which I could not include in the initial edition. These include analyses of the 2020 release Frankfurt ’86 and analyses of Allan’s BBC radio recordings.

		

		Ed Chang

		January/July 2020

		

	
		

		Acknowledgements

		

		

		

		Thanks to Alan Pasqua, Steve Hunt, Tony Newton, Gary Husband, Guitar World magazine, Guitar Player magazine, Innerviews (Anil Prasad), Eric Miller (Pods and Sods), Paul Harvey, Mike Pachelli, and Chris Hoard for their generosity in allowing this book to include their quotes, interview fragments and testimonials.

		

		Thanks to John Thurlow and Matt Parker of Jazz In Britain for publishing the first edition of this book. Thanks to William Wallace for additional proofing assistance on this edition. Thanks to Motoko Shimizu and James Fischetti for assistance on the cover.

		

		Thanks to Eddie M. Coralnick, Nancy Clendaniel, Ana Gracey, Gary Husband, Steve Hunt, Dave Freeman, Graham Hepworth, Manuel Cebada, Uli Rohde, Ron Casey, Mike Pachelli, Paul Harvey, Jim Kilburn, Naoju Nakamura, Leonardo Pavkovik, Jesco Bressum and Philip Vukelich for their photo contributions.

		

		Thanks to the following for use of their wonderful online and private Holdsworth reference resources. Their contributions to the body of Allan Holdsworth archival material online were the primary sources of the quoted material, as well as the source of factual dates and other historical errata of that nature.

		

		Per Stornes

		
			http://fingerprintsweb.net/ahwiki/index.php
		

		Olivier Feuillerat

		
			http://ofeuillerat.free.fr
		

		Aymeric Leroy

		
			http://www.calyx-canterbury.fr/bands/chrono/holdsworth.html
		

		Christophe Coureau

		

		Thanks also to: The Holdsworth family, Steve Robinson, Dave Freeman, Michael Skelly, Patrick Schroeder, Marie Takahashi, Chip Flynn, Nick Stefanakis, Graham Hepworth, Manning Bartlett, James G. Fischetti, Bill DeLap, René Yedema, Scott Nuckles, Jim Bonanno, my wife and first critic Motoko Shimizu, and members of the Unreal Allan Holdsworth Facebook Group (whose encouragement helped keep the original blog project alive when I was sometimes getting burned out on this major undertaking).

		

		To those artists and magazines I was unable to contact for specific permission for use of brief quotes (because addresses were inadequate or unknown) my apologies and, I hope, their understanding in return.

		

		Astronomical photos courtesy of NASA Visual Archive:

		

		East Limb View of Earth Moon, from the Clementine Spacecraft.

		Galileo view of Moon orbiting the Earth taken from 3.9 million miles.

		A solar eruption on April 21, 2015, NASA’s Solar Dynamics Observatory.

		Saturn, Voyager 1, Nov. 16, 1980.

		Aorounga impact crater, International Space Station/Expedition 12.

		“A New Year for Jupiter and Io” (NASA/JPL/University of Arizona).

		Venus - 3-D Perspective View of Estla Regio, 1996.

		“Black Holes: Monsters in Space” Artist Concept.

		Saturn’s moon Dione, featuring craters Italus and Caieta, 2015.

		Martian Landscape, Mars Reconnaissance Orbiter (MRO).

		Comet Tempel 1 after collision with a NASA Deep Impact impactor spacecraft.

		Star cluster NGC 3603, Hubble 2010.

		Whirlpool Galaxy, Hubble 1999.

		Paperback cover: Cepheus C and Cepheus B Region,  Infrared Array Camera (IRAC), Multiband Imaging Photometer (MIPS), 2009.

		

		
			https://www.nasa.gov/multimedia/guidelines/index.html
		

		

		Thanks also to those patrons who bought the original Jazz In Britain edition of this book, including Adin Feaster, Al Garcia, Alan Marshall, Alasdair MacLullich, Alwin Strohmaier, Andrew Munro, Andy Moore, Antonio Millaruelo, Barb Koester, Brian Gibson, Charlie Hollis, Colin Henson, Dale Stump, Dan Bobrowski, Daniel Mongrain, David Cabrera, David Levesque, David Mellinas Teixidó, Dean Pascarella, Dirk Verschaeve, Dustin Wall, Ed Drake, Ed Osborn, Ellen Koopmans, Enrique De Cubas, Erhan Seyfi Moroglu, Erik Lazier, Fabio Collina, Garrett Mccall, Gary Bruno, Guichané Claude, Haakon Johansen, Hearn Jay Cho, J. Christopher Arrison, Jakob Sandøy, Jan Backenroth, Jaymi Names, Jean Pierre Gannaz, Jeff Christopherson, Jeremey Poparad, Jeremy Fleisher, Jim Lederer, Jim Reiske, Joe Barbarotta, Joe Shahwan, Joerg Pasler, Joerg Reinicke, John Birkett, John Vullo, Jon Dunn, Joseph Guyton, JP Langefeld, Keith Francis, Kerstin Commagere, Kirby Hamm, Lars Rune Rebbestad, Lee-Ping Jiang, Leonard Fink, Les Wilson, Lubor Bořek, Malcolm Fairs, Manuel Cebada, Mark Beale, Mark Haight, Mark Thatcher, Mark Warren, Martin Mycock, Masahiro Sugano, Matthew Dowie, Michael Buchanan, Michael Chominski, Michael Whitford, Mike Beebout, Mike Coughlin, Mike Ford, Nick Perryman, Nick Stefanakis, Oliver Schmidt, Olivier Feuillerat, Olof Jansson, Per Nordgren, Phil H Brown, Phil Hilborne, Phil McAleavy, Pier Francesco Marini , Piero Pieri, Quinn Taylor, Raimond Surquin, Rich Fawthrop, Richard Heath, Rob DeFroscia, Rune Berre, Salvador Suau Comas, Scott Hilton, Scotty Dean, Sean O’Donnell, Simon Potter, Steve D'Onofrio, Steve Jones, Steven W. Brown, Stewart Spaull, Ted Hunter, Thomas Atzinger, Thomas Olsson, Toby Hart Dyke, Tom Schweitzer, Tony Elwood, Vincent Medina, William Wallace, and Yohan Quillet.

		

	
		

		
			Introduction:
		

		
			The Front Desk
		

		

		

		

		This book charts the musical journey - album by album - of ground-breaking jazz-rock guitarist Allan Holdsworth. Largely unknown to the general public, but revered internationally by fans and “stars” from the worlds of progressive rock and electric jazz, Holdsworth's work stands on a high summit, alongside the legacies of rock guitar luminaries such as Jimi Hendrix and Edward Van Halen. However, until this time, not a single published book has focused on Holdsworth's full career as a musical pioneer (although in recent years more and more university theses based on his music have begun surfacing). This book aims to rectify that situation.

		

		As an added reward, charting Holdsworth's nearly 50-year career also provides an interesting vantage point from which to survey the development of some important strains of progressive rock, jazz and fusion music, not typically as well-known as the more popular hard-blues/heavy metal styles played on “classic rock” radio. However, the focus here will mainly be on how Holdsworth developed his own unique sound world, starting from “off-kilter” '60s guitar-pop to an almost “modern symphonic” electric style in the 21st century - a style which will almost definitely remain vibrant and undated even going into the 22nd century. In the words of celebrity “stunt guitarist” Steve Vai:

		

		I would not be surprised if, in 100 years from now, if people are still even listening to guitar (which I suspect they will be), he’ll be singled out as ‘the one’ alone, so to speak. ¹⁰³

		

		The Things You See...

		

		After an opening “Prelude” chapter describing Allan's early influences (and how he found himself “stuck” with the guitar), the following thirty-two chapters take a look at Allan's career over his entire discography, from 1969 to the present. In a way, one could think of these articles as “deluxe liner notes” for each album collection.

		

		Each chapter opens with historical background and relevant “oral history” from Allan and his bandmates (assembled from various published and unpublished interviews). Historical background is followed by original album-by-album (and song-by-song) analyses of each major record produced in that time period (or thematic group, in some cases). These listening guides/song breakdowns are designed as an aid to 'music appreciation', and not instruction - so I won't be offering transcriptions or musical notation of any kind here, especially since that kind of thing is available elsewhere. It’s probably also worth mentioning that the timings provided in the song breakdowns may vary from platform to platform (LP, CD, streaming, etc.) and so should not be considered as “set in stone”, but more as an additional aid to finding a certain musical turn. Music analysis is to some extent a subjective craft, and so feel free to disagree with my readings.

		

		If possible, information regarding the guitars, effects and amps Allan used to get his distinctive “sound” for that period is also presented. This info is based solely on published accounts and from commentary on social media from Allan's friends.

		

		The various Appendices are detailed compendiums on specific elements of Holdsworth's music, such as his gear, the evolution of his musical style, an annotated chronology and a Bibliography of articles/correspondence used for this book (as well as additional interviews and analyses).

		

		In The Mystery

		

		Most readers will naturally have already felt the gravitational pull of Allan's rich and dense music. However, it's well worth looking at Allan's accomplishments with a fresh, un-”cult”-ivated eye. What makes Allan Holdsworth such an important guitarist? Why do so many top musicians regard him with such unreserved admiration? How does someone unacquainted with the Holdsworth oeuvre approach such a prodigious body of work? Depending on one's musical background, Allan's work can at first seem fairly impenetrable (or at worst, “noodly”). This book aims to clear up this misconception and will demonstrate how Allan's music is driven by heart, emotion and a highly-thoughtful passion for exploration and innovation.

		

		In the beginning, Holdsworth's musical upbringing was rooted in classical music and jazz, and because of this his style was essentially nurtured from a “different soil” than those who would popularize the modern rock trends he would later be more associated with. Stubbornly “following his own nose” from the very beginning (and throughout his career), Allan developed and explored an alternate musical universe which stunned his more famous musical contemporaries into awe. Unfortunately, it also created puzzlement and/or indifference from record labels and a general public more receptive to simpler, more popular music trends.

		

		In any case, the following sections summarize some of Allan's unique stylistic innovations in the realms of harmony, melody, rhythm, articulation, and guitar tone. Of course, many great musicians have contributed one or more unique, trend-setting elements to each these musical ingredients. However, Allan tirelessly explored all of these areas to forge one of the most uniquely-personal styles ever heard in the last century. Also, with these points in mind, I'm hoping that even someone unfamiliar with (or intimidated by) Allan's music might be encouraged to develop a taste for his rich, highly refined and rewarding musical brew...

		

		1. Harmony

		Most guitar chords in rock music have just three notes in them, while most guitar chords in jazz have four. In both cases, the notes are typically spread apart a bit so that they don't “rub against each other” too much when sounded as a chord (in particular the four-note chords). Allan likes to make guitar chords with sometimes even more notes, and often these notes are bunched closer together. This makes his chords sound more “ethereal” or “floating”, although technically they actually have more calories than most “normal” or “heavy” chords. On the other hand, some of these chords just sound weird until one gets used to them.

		

		In most rock or popular music, the chords also move up or down by changing as few notes as possible and staying within one scale (or one “key”) in order to impart a sense of flow. Allan likes to execute more exotic jumps to produce unusually dramatic shifts in his chord sequences. Originality is one of the primary driving forces behind Allan’s music, but in order to achieve this he found it necessary to take chances and try out the less-obvious routes. This search for the “uncommon chord” often results in unconventional chords and harmony progressions in Allan's music.

		

		As his career developed, Allan even started to experiment with unconventional song structures. For example, in the late '90s, he started to have more and more key changes in his compositions, and some would have very complicated verse/chorus/bridge/solo sections. Eventually, he reached a point where he was basically writing “film music”, where it wasn't even necessary to have a repeating chord progression. In fact, one of his last records was titled Flat Tire: Music For a Non-Existent Movie.

		

		2. Melody

		Along with originality in song composition, the other thing important to Allan was improvisation. In fact, for most of his solo career, one of the things he valued in a given song was its ability to provide a challenging “canvas” for solo improvisation. This is one of the reasons why his late-career songs eventually began to get almost “classically” complex during their solo sections.

		

		One of the most immediately striking things about Allan's guitar solos is how they weave in and out of “right” and “wrong” notes. While honing an original melodic solo style in his early days, Allan eventually realized that “wrong” notes can sound “right” in certain contexts. At first, he liked to throw in a “weird” melody in between two really “safe” scales. Using some of these exotic scales, Allan was able to take some interesting harmonic detours when going from one chord to another.

		

		At the same time, he developed the idea that he could make some pretty interesting harmonies by combining (stacking) two different chords at the same time. Since there was usually only one guitarist in his band (although he did experiment with this stacked chords idea in his first band, 'Igginbottom, which had two guitarists) he realized he could imply a second chord over the rhythm section groove through the cascading notes of a guitar solo. In other words, he could solo “normally” using the harmonically “right” scale for a given chord (which is what 99.9 percent of most soloists do), or he could choose notes from a different, implied chord.

		

		This is actually a pretty important concept in jazz improvisation (“chord substitution”, “modal interchange”, etc.), but much less common in rock or electric jazz (“fusion”) - at least in the '80s. Ultimately, Allan developed a unique ability to tell a melodic story by juggling these right and wrong moments in a solo's dramatic arc. When listening to one of Allan's guitar solos, it's rewarding to join him on his “trip” by paying attention to when he goes out, and how far out he goes when he does.

		

		3. Rhythm

		Allan's songs are usually not written with a 4/4 beat in mind. In fact, he likes to think of his songs as being in 1/1! What this means is that each phrase, riff or chord progression can have its own length, regardless of the rest of the song. In most rock songs, it's 4 bars of this, then 4 of that, then 8 of this, etc. Allan approached his songs more like modern poetry - or like camera cuts in a film scene. Each section only needed to be as long as it needed to be. This would often result in some of the weirdest combinations of time signatures outside of avant-garde classical music. However, it's important to keep in mind that all of these seemingly-whimsical bar durations were shaped by Allan's personal sense of “swing”, and not just some kind of math equation.

		

		From a soloistic viewpoint, Allan also employs some timing ideas in his phrases which are generally very unique to rock or jazz guitar. However, they're actually not that alien to jazz saxophone phrasing. Since one of Allan's heroes was saxophonist John Coltrane, it's likely that his idiosyncratic tendency to stretch beats - or to begin and end them on less-obvious beats - was inspired by Coltrane's groundbreaking style. Allan's dramatic use of “pauses” to mark out the shapes of his phrases also has a very saxophone-like feel.

		

		4. Articulation

		For many listeners, the first thing that that strikes them is the fluid smoothness to the way Allan sounds his solo notes. Unlike most jazz guitarists or metal “speed-pickers”, Allan uses a legato technique to articulate his lines. Because he's only picking a fraction of the notes that he's producing, this makes his melodies cascade with a much softer attack. Again, this is similar to a saxophone legato technique, where one breath results in a stream of fingered notes, rather than a separate puff for each note. Allan also worked on varying the dynamic attack of each note in a legato phrase. In other words, he developed the ability to make a middle or ending note louder than the first (picked) note, even without picking it. All of these dynamic articulations were achieved with a highly-developed, unique left-hand fingerboard technique, which later influenced an entire generation of guitar players.

		

		5. Tone and Technology

		Last but not least, Allan worked tirelessly throughout his career to create a personal “tone” for his guitar, which was (and is) unmistakably distinct from any other guitarist before or since. Coming from the same musical generation as people like Eric Clapton, Jeff Beck or the Kinks' Ray Davies, he similarly discovered the rich harmonic properties of a solid body guitar plugged into an over-driven tube amp. However, unlike many of his later blues-rock contemporaries, he chased after a more “horn-like” quality to his distortion sustain. Instead of a buzzy, snarling tone, Allan mainly used distortion to remove the “twang” of the guitar string, and to instead impart a more “bowed” quality to the tone (giving it what Allan called a “shave and a haircut”).

		

		Over the decades, this eventually led Allan to experiment with synthesizer tones. Once he got his hands on the SynthAxe (a guitar-shaped synth controller), he was able to further explore timbral arenas in his music, both as a composer and an improviser. In other words, by channeling his playing through synthesizer modules he was able to express himself as if he were playing an actual saxophone, trumpet, piano or violin.

		

		As Allan furthered his craft, he also invented several pieces of studio gear which helped him more easily obtain the sounds he was looking for. Although he wasn't a huge fan of DAW-enabled computer recording, he was otherwise very involved with the cutting edge of music technology - designing guitars, pedals and amplification/recording systems.

		

		“Jazz? I HATE Jazz...”

		

		Allan's music has almost never made any kind of a dent in the airwaves, due to its uncompromising nature. It's not really dance music (although it is possible to dance to it), and almost all of his music is instrumental. Even when he does have a vocalist, often the melodies are not exactly the most inviting for sing-alongs. Frankly, Holdsworth's first and most important critic was himself, and making music was obviously not done primarily as a route to financial gain. Also, the music promotion industry has never been known to be a big risk-taker, which essentially undercut the opportunities for listeners to get used to Holdsworth's music through repeated radio exposure...

		

		Perhaps for these reasons, Allan's music has ended up becoming an acquired taste, especially for many non-musicians. For guitar players, Allan's jaw-dropping technical abilities have been enough to inspire near-fanatic loyalty. For other kinds of composers and musicians, the outlandishness and fearlessness of Allan's compositions and harmonic choices are a source of endless fascination. Allan's unique and unconventional explorations of tone and rhythmic delivery are also irresistibly seductive to many sonic connoisseurs.

		

		However, for the general music fan, it may be difficult to find an “in” to the Holdsworth sound world. As a “popular music fan” myself, some of the below tips have helped me out in getting to grips with Allan's “alternate universe” pop music. In no particular order (and hopefully without sounding patronizing…):

		

		Let your ear get used to the chord progressions under the solos, and get to know where chorus repeats happen (often cued by drum rolls/cymbals). Some of his solos are pretty long, so it's worthwhile to break them up into more digestible “chapters”. One way to do this, is to think of each solo chorus as a chapter of a book. The solos make much more sense when one is also paying close attention to the rhythm section (especially with Jimmy Johnson's solid-as-a-rock, no-nonsense bass!).

		

		Listen to the melodies, even when they are buried in seemingly “theme-less” chord-melodies. In later years, Allan didn't like to play a “vocal melody” over his verse sections, but keep in mind that the top note of each chord acts as part of an implied melody theme, even if it isn't played on a separate lead guitar track. If you can sing along to the top note yourself, it's even better.

		Figure out the implied swing beat or groove. There's ALWAYS a groove.

		After following along with my album breakdowns, listen again without looking, but try to remember the general structure. This will give you a “bird's eye” view of the whole piece, and make the symmetry of the composition easier to appreciate. Also, regarding the song breakdowns, I tried to mark out things which (I imagined) Allan would have been listening for himself, while playing.

		Another cool thing to follow is how Allan teases the drama of a solo with the ramping up of “out” phrases. As mentioned earlier, keep an eye on when Allan's solos go into “exotic territory” - and how far out they go.

		It's possible that these suggested ideas may seem like a form of “homework” at first, and that's absolutely not the intention here. Allan's music can be great “vibe music” for chilling out, driving, dancing, writing, etc., but at the same time it's worth mentioning that Allan is also telling a STORY. Listening to his songs (and music in general, for that matter) can be extremely rewarding when one gives them the same amount of focused attention as when one reads a book or watches a movie.

		

		Allan's music is also ideal for repeated listening. After an attentive listener “gets” one element of a song, another amazing “thread of lunacy” will usually surface right afterwards. Listeners who give Allan's records a chance (and stick with them) will find his music to be full of buried treasure. Hopefully, with the records in hand and the pages to follow, this book will serve as a kind of “divining rod”, pointing to where these gems might be found.

		

		Note: This new edition includes a section in the Appendix titled “A Note On Analysis Terminology” which defines the analysis terms found in the album breakdowns. It may be worthwhile to skim through that first.

		

	
		

		
			Prelude
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			Early Days with Debussy and Coltrane
		

		

		Born August 6, 1946 in the textile/mill town of Bradford, West Yorkshire (northern England), Allan Holdsworth developed an early fascination with music when he noticed the unexpected emotional effect certain records had upon him (Claude Debussy's “Clair de Lune”, in particular).

		

		Allan's evident passion for music inspired his father Sam (actually his grandfather, as Allan never knew his biological father) to give his young 5-year old ward a record player which Sam built out of a hand-powered turntable. At this stage in his life, although Allan had no real desire to actually play an instrument, he was exposed to a healthy cross-section of jazz and classical music, due to the fact that the senior Sam was a performing jazz pianist (at least for local audiences). For example, Allan has cited being influenced in his youth by 20th century classical composers such as Claude Debussy, Maurice Ravel, Frederic Chopin, Béla Bartók, and Igor Stravinsky:

		

		The thing that always moved me most was hearing a really great chord, or just the way it was voiced. That's what I live for, that chord. It came mostly from classical music in the beginning. I got interested in certain composers - Bartók's string quartets, and then the “Concerto for Orchestra” - and I also liked some of that opera, like “The Miraculous Mandarin”. Oh, and Debussy and Ravel - I love Ravel's string quartet. There's something about that period... Music was just starting to look like scenery; you could see things in the music. ³⁴

		

		From the jazz world, Allan was also being exposed to popular artists and bandleaders such as Bix Beiderbecke, Benny Goodman, Artie Shaw, Art Tatum, Fats Waller, Dizzy Gillespie, Charlie Parker, Miles Davis, Cannonball Adderley, Jimmy Smith and Oliver Nelson. As far as jazz guitarists, Allan's father's collection included records featuring Django Reinhardt, Charlie Christian, Joe Pass (for ex. “Catch Me”), Wes Montgomery (“Missile Blues”), Jimmy Raney (Jimmy Raney in Three Attitudes, esp. “So In Love”), Jim Hall, Tal Farlow, Barney Kessel, etc.

		

		Allan relates that around the age of 15, he became interested in learning to play the saxophone, but due to the high expense of such an instrument, his father instead bought him an acoustic “Spanish” guitar off of his uncle (although Allan's sister Debbie reports that this first guitar was actually in fact, his birth mother Vera's).

		

		I just started in front of the mirror! I just noodled on it from time to time. I'd try it on while listening to music, but still having no real desire to play anything. I guess over a period of time I realized I was playing a few chords on it, and my Dad sort of took over, because he knew all the notes on the guitar, being the musician that he was…but I was very stubborn. I didn’t really like the help, though I needed it - I wanted to do it 'on my own!’ (rolls eyes) ³³

		

		Allan's father was not a guitarist, and so could only teach Allan chords by playing chord notes on the piano. In other words, chords were sounded out by Sam on the piano keys, and then Allan figured out where on the fretboard the same notes were produced on the guitar. This unconventional method of “inventing” chord shapes on the guitar fretboard helped trigger the development of Allan's distinctive chordal style.

		

		Well, my only teacher I ever had was my Dad, and he played the piano, so whenever he played chords they’d always be voiced differently than the guitar - even tho later on he himself became a pretty good guitar player. He could play beautiful chord things on the guitar - he didn’t have a lot of chops, but it didn’t matter, he had a lot of harmonic chops, which is better, actually. So a lot of the chords that he showed me had kind of like 'close voicings', so I just grew up with that, so that was normal for me. I never learned the normal, you know, little short, 'bunched up' chords really - they were always a little bit more 'extended'…I was ignorant to the fact that I was doing anything that was any different from anybody else...⁶⁶

		

		So I started experimenting... taking a triad and going through all the inversions I could get on the lower three strings. Then I'd do the same on the next three, then take a four-note chord and do the same... and so on. Then I'd write them all out, find the ones I liked and discard the ones I didn't. ²⁹

		

		In more recent years, Chad Wackerman makes some interesting observations relevant to this unusual learning regimen:

		

		Wackerman: Allan decided not to strum, I think, early on - he liked to hear all the notes like a keyboard - like all the notes of a chord in one hit, rather than the low E string up to the high. So he never got that 'sweeping' kind of sound. ¹⁰⁴

		

		Interestingly enough, Sam Holdsworth went on to become a local guitar teacher, and even authored a guitar theory book, eventually published in 1997 under Allan's name and titled Melody Chords For Guitar.

		

		During the latter half of the 1960s, after having graduated to an electric f-hole “cello guitar” (an acoustic Hofner President arch-top fitted with a pick-up), Allan began playing in “workingmen's clubs” with local skiffle and pop bands (such as “Jimmy Judge and the Jurymen”, “Margie and the Sundowners”, etc. ). This lasted a few years, during which time he eventually obtained his first “proper” guitar, a blue Fender Stratocaster. In tandem with playing the “beat” music of the day in clubs, Allan continued to explore more complex music on his own. For example...

		

		I learned a few Charlie Christian solos from (Benny Goodman) albums that he was on, but I realized that I wasn’t really learning anything from copying anybody. I realized I needed to figure out what they were thinking, or how they were going about it. That was more important than what they actually played (from the copying point of view). For example, if I was to do two solos for the same piece, I realized that when I played the one I’d copied, then that was fine, but when it came time to do my own, it was 'nowhere', so I realized early in the beginning that I needed to find out a way to use whatever I had to play the kind of music that I wanted to play... and I've been struggling with it ever since! ³³

		

		In early 1967, Allan was thunderstruck by the saxophone playing of John Coltrane. Allan's first exposure to Coltrane was apparently through Trane's sessions with Miles Davis, but it wasn't until Allan heard Coltrane's Sound that he truly fell in love with the tenor player's “sheets of sound” explorations.

		

		And then the next big, major thing was John Coltrane, because my father had those records that had Miles Davis, Cannonball Adderley and John Coltrane in the same band. The thing about that was, I loved Cannonball Adderley, but I could hear where it came from, I could hear the connection between him and what was before. But when I heard John Coltrane, I couldn’t - somehow he’d been able to take this cable of life, or cable of music, and plug it directly into the source. And it wasn’t going through any pathway that had already been recreated - it was like a new circuit… I was just really moved by it and I used to go out every Saturday morning and buy all the John Coltrane records I could find... He was a brilliant musician. If you listen to some of those things like, I think, my favorite album, Coltrane’s Sound, there’s a tune on there called 'Satellite' - and I listened to that just a couple of days ago - and it’s unbelievable, man. It’s absolutely astounding. It’s amazing! And it never happened before... Isn’t that great? ⁴⁸

		

		He was spiritually connected to some pipeline where he could bypass all the stuff you had to go through a thousand times to get to what you really wanted to say. I think that was the biggest thing that I learned from that - that there were other ways of doing and playing things. It gave me freedom to do things that you hadn’t really heard before… You know, it didn’t have to be 'diatonically correct', or whatever, if it’s working. So it was that freedom to not have to make it sound like something you’ve heard already. ⁶³

		

	
		

		
			I
		

		
			“Some sort of ‘crucial’ music…”
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			1: 'Igginbottom
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		A Phenomenon in Bradford

		

		As the 60's drew to a close, Allan found himself “mentoring” a Bradford guitarist named Steve Robinson, and soon formed a local band named ‘Igginbottom with him. At this point in his harmonic explorations, Allan had already created his own chordal language, separate from that taught in traditional guitar instruction books. By “following his own nose”, Allan had come across new voicings for old chords, and created new chords by layering two simpler chords on top of each other. These “polychords” were explored with the addition of Robinson's 6-string in rehearsals with bassist Mick Skelly and drummer Dave Freeman. Allan also introduced Robinson to the “sheets of sound” soloing style he had first heard on Coltrane's records.

		

		There were 2 guitar players in the band, Steve Robinson and myself, and what we used to try to do (which was a very good idea, it’s just that we weren’t very good at it…) was that we played, like, polychords. I’d play 4 notes, and he would play 4 different notes, and every chord was usually like an 8-note chord, which was unusual for the guitar, and we’d work on it. Some of the ideas were pretty good, it’s just that we couldn’t play... ⁴⁸

		

		Through Robinson's friendship with Mick Jackson (vocalist/bassist from the band The Love Affair), the band (now 3 months old, and dubbed “'Igginbottom” at Jackson's suggestion) was featured at Ronnie Scott's Jazz Club in Soho London during a guitar festival with classical guitarist John Williams and jazz guitarist Barney Kessel also on the bill.

		

		Morgan Fisher (of The Love Affair): I gazed agape as waves of complex, Debussy-ish chords washed over me. My eyes grew wider as I watched the incredible interplay between Allan’s and Steve’s guitars, often sounding like one guitar playing a massively-complex chord on 12 strings. And it wasn’t as if Allan couldn’t be massively complex by himself - if he couldn’t stretch his left hand wide enough to execute one of his unique chords, no problem - use the right hand as well to hold down one or more strings and then strum the chord with his little finger - all done in a flash during a fast moving series of chord changes. Then there were those wonderful, long, fluid solos from Allan and Steve, brilliantly displaying their love for Coltrane. All of this supported with rare grace and sensitivity by Dave’s drums and Mick’s bass, delicate brushes and mallets and slides and tremolos, reminding me of the mid-1950s Chico Hamilton Quartet. ⁷⁰

		

		After 'Igginbottom's successful live debut in London, an album was recorded and released on Deram Records (a sub-label of Decca). Unfortunately, the studio process was a bit rocky at times:

		

		I used to like to turn up the amp until it was right at that point where it would get real throaty and fat, but without a ton of distortion. So we started playing, and the engineer came in shaking his head saying, 'No, no, no. This is all wrong. You turn the amp down, and we turn it up in the control room.' And I'm screaming, 'No, you don't understand. I want you to record this sound.' This would go on for hours, and it would drive me crazy. I couldn't figure out why I liked my sound at gigs, but hated it every time it was recorded. ⁶¹, 129

		

		Gear-wise, Allan was playing a Gibson SG guitar through Marshall amps, although in a year or so he would switch to an SG Custom and use a Vox AC-30 for amplification.
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		Museum, The Glen South Band

		

		For some reason, 'Igginbottom never quite took off, and the band broke up. Sometime during this period, Allan played with a band named Museum (with Martin Garside, Graham Lockwood and Alan Rogers), but little information is available on this episode, and no recordings have ever surfaced. In any case, Allan then took a step back (musically-speaking, anyways) and embarked on a 3-year stint with the 12-piece Glen South Band, covering Top 40 tunes and/or providing background dance music, depending on the gig. This band first played the Mecca Sunderland circuit and then later the Ritz in Manchester).

		

		He gave me quite a lot of freedom in that band. There were generally two solos in every song - we had to eke them out back then. I always played the first solo as it was on the record, but for the second solo Glen used to let me do my own thing. It was good also, because I had all that time during the day to practice... ²⁹

		

		Although the ‘Igginbottom project had apparently sputtered out for the time being, Allan would soon be “rediscovered” by visiting London musician Ray Warleigh…

		

		

		

		Song Breakdowns and Commentary

		

		

		

		'Igginbottom: 'Igginbottom's Wrench (1969)

		

		Allan Holdsworth: Guitar (left), vocals

		Steve Robinson: Guitar (right), vocals

		Mick Skelly: Bass

		Dave Freeman: Drums

		

		1. The Castle (2:55)

		

		(Allan Holdsworth)

		

		This song is intended to be something of a “send up” or tongue-in-cheek example of a typical late '60s rock band.

		0:00: Intro in triplet time, loosely foreshadowing verse harmony.

		0:10: 1st verse with full band, opening with uptempo fanfare and then relaxing into a blues-rock shuffle, with Allan's guitar loosely following his own vocal melody line, leading to a psychedelic harmony vocal transition with minimal guitars.

		1:04: 2nd verse.

		1:18: Steve's guitar solo.

		1:38: 3rd verse.

		1:51: Allan's guitar solo.

		2:11: 4th verse, leading to harmony vocal transition, ending in a dissonant volume swell from Steve.

		

		2. Out Of Confusion (2:09)

		

		(Group Composition)

		

		This is essentially a bit of musical theater where the band members 'reject' the popular style of the day (as heard in the previous song) and try to find their own voice. The sequencing on the album is reportedly the same as from their debut performance at Ronnie Scott's, complete with onstage banter.

		0:00: Band members banter and mock themselves.

		0:29: Guitars loosely improvise over bass dirge and cymbals.

		0:58: Vocal narration begins, drums and bass eventually drop out.

		1:46: Overlapping guitar volume swells (polychordal harmony) ending in a final unison cadence.

		

		3. The Witch (3:03)

		

		(Allan Holdsworth)

		

		From this point onwards, the band explores more complex harmonies, as they have found their “true style”...

		0:00: Solo drum groove, then joint chromatic guitar figures, ending in accented rising chords.

		0:24: Uptempo groove with polychordal guitar accents, leading to 1st verse with guitars trading chord accents (Allan often plays a pedal chord as Steve plays shifting chords).

		1:04: Unison chord accents with developed ornamentation.

		1:17: 2nd verse, leading to more joint chromatic guitar figures, then Steve's solo over Allan's subdivided rhythmic accents.

		1:52: Allan's solo over Steve's more open rhythmic accents.

		2:16: 3rd verse.

		2:46: Coda, based on rhythmic guitar volume swells and a final “rave up”.

		

		4. Sweet Dry Biscuits (2:52)

		

		(Allan Holdsworth)

		

		This song features more chromatic guitar riffs as heard just previously in “The Witch”. These sound very “Bartók-ian” to me, and as the album progresses, this tendency develops.

		0:00: Uptempo chromatic riffs.

		0:12: 1st verse in a more relaxed groove, changing harmony a few times and interrupted by a brief spurt of fast syncopated guitar accents, ending in a reprise of the opening uptempo riffs.

		1:03: 2nd verse, chromatic accents, etc.

		1:54: 3rd verse.

		2:11: Floating chord strums, drum fill, then development of syncopated guitar accents and chromatic riffs.

		

		5. California Dreamin' (4:00)

		

		(John Phillips and Michelle Phillips)

		

		This is a bizarre reworking of the Mama's and the Papa's song. No vocals.

		0:00: Drum and bass “dirge” arrangement opening.

		0:14: Guitars enter with altered harmonies of the original composition.

		1:10: Uptempo variation, driven by walking bass and chromatic ornamentation (Steve’s solo).

		1:44: Allan's guitar solo.

		2:02: Rhythmic accented groove joined by joint chromatic guitar figures.

		2:17: Dirge arrangement of song resumes, interrupted by a brief tempo spurt, eventually slowing down.

		3:24: Steve's outro solo over dirge groove, ending in dissonant “007” chord.

		

		6. Golden Lakes (5:12)

		

		(Allan Holdsworth)

		

		This song includes the words “Velvet darkness” in the first verse (and this phrase will resurface in the next decade), but is otherwise a little bit nondescript to me... some nice funky bass does break through though. Allan also does some uncharacteristic guitar bends at one point. This song will be revisited as a jazz duet with Gordon Beck on 1979's The Things You See.

		0:00: Atmospheric trills/swells lead to a pastoral groove (maybe “lake-like”?).

		0:26: 1st verse with livelier drums (hi-hat), Allan adds some ornamental guitar bends near the end.

		1:56: Uptempo (funky) drum and bass groove, joined by joint chromatic guitar figures.

		2:08: Steve’s guitar solo, funky cadence, chromatic figures.

		2:41: Allan's guitar solo.

		3:06: Reprise of opening textures, 2nd verse.

		4:23: Bass kicks off a wonky new chromatic riff (in a halting rhythm), atmospheric textures final reprise.

		

		7. Not So Sweet Dreams (5:00)

		

		(Allan Holdsworth)

		

		This song spotlights Mick Skelly's bass.

		0:00: 1st bass solo, over cymbals.

		0:26: 1st verse with opening chordal rhythm (slow march), joined by Allan's ostinato ornaments, vocal enters, navigating through various harmonic centers and a brief chromatic figure cadence.

		1:16: 2nd verse.

		2:06: Bridge featuring vigorous bass ornaments (essentially a bass concerto), ending in a rave-up.

		3:08: 3rd verse.

		3:53: 2nd bass solo (unaccompanied), final drum rolls on low toms.

		

		8. Is She Just A Dream (4:33)

		

		(Allan Holdsworth, Mick Skelly)

		

		This song sounds as if it's moving back towards more traditional psychedelic rock, before veering off into 'Igginbottom-land again...

		0:00: Mick’s bass and Steve's guitar lead off a somewhat psychedelic relaxed groove (1st verse), ending in a bass cadenza.

		0:26: A polychord kicks off a brief drum solo leading back to the 2nd verse

		0:56: A guitar cadenza by Allan over a tempo spurt leads to floating chords/cymbals.

		1:17: 3rd verse, ending in a Steve's turn for a double-time guitar cadenza.

		1:55: Floating chords lead to development of verse groove.

		2:27: 4th verse.

		2:49: Allan's 2nd cadenza, floating chords, verse groove variations.

		3:31: 5th verse.

		3:53: Steve's 2nd cadenza, floating chords, drum roll, dissonant guitar chord ending.

		

		9. Blind Girl (3:46)

		

		(Steve Robinson)

		

		The highlight of this song is the “jazz guitar duet” in the middle section. It seems to be in the spirit of unaccompanied duets by guitarists such as Jim Hall and Jimmy Raney.

		0:00: Slow, gothic guitar riff section led by Steve, ending in guitar ornaments.

		0:28: Bass drum kicks off uptempo groove and 1st verse.

		1:13: Allan and Steve play a “jazz guitar duet” ending in some low “tolling” notes.

		2:31: Brief guitar and bass ornaments lead to a short drum solo.

		2:46: 2nd verse (uptempo groove).

		3:17: Slow, chromatic triplet figure (creepy waltz).

		

		10. The Donkey (10:42)

		

		(Steve Robinson)

		

		This song is basically a jazz tune, dominated by long solos and demarcated by a “head” figure played by Steve. The tempos during the guitar solos bounce back and forth between a lounge jazz shuffle and a fast swing beat (perhaps representing a stubborn donkey?). Mick Skelly gets a bass spotlight here as well.

		0:00: Drum solo. Some fun, slightly gimmicky panning.

		1:31: Slow swing beat on cymbals leads to a Doors-like jazzy lounge groove.

		2:07: Livelier swing beat with melody figure (head) from Steve.

		2:30: Steve solos, as Allan comps freely. The groove switches back and forth between the lounge shuffle and the uptempo swing beat a few times.

		5:25: Allan's solo begins, same groove structure as above.

		7:32: Bass solo (unaccompanied).

		8:54: Reprise of opening lounge groove, leading to final uptempo song head from Steve.

		9:44: Steve's outro solo over lounge groove, final cadences.
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			2: Ian Carr
		

		

		London Calling

		

		In 1971, while still playing cover tunes with the Glen South Band in northern England, Allan met London-based saxophonist Ray Warleigh at a Musicians Clinic at Newcastle:

		

		Just before we (the Glen South Band) moved to the Ritz, there was one of those jazz workshops that came up into our area, and I went along and I think it was Graham Collier, Geoff Castle, and Ray Warleigh - oh, and Derek Wadsworth was there as well, the trombone player. So they played and we asked a bunch of questions. And then they said, ‘There's another one of these tomorrow, and we're going to ask people to sit in.’ So I thought, great, and so I took my guitar along and sat in with them on the next thing...

		

		So Ray remembered me, and he said, ‘If you ever need anywhere to stay, and you want to come down to London, I've got a spare room and you can stay there’. Then we (the Glen South Band) moved to the Ritz Ballroom, and I guess after about six or seven months I started to get really fed up and started thinking about it a lot. Then I called up Ray, and I said, ‘I was that guitar player, remember me?’ And he said, 'Yeah, yeah, come on down'. So I just packed my bags and went to London and stayed in his apartment... And he just kept dragging me round to these little gigs and trying to get me to sit in with different people. ⁴⁰

		

		Ray encouraged Allan to perform with him and pianist Pat Smythe on a few jazz gigs at Ronnie Scott’s Jazz Club (last visited during the 'Igginbottom days, 3 years prior). Roy Babbington (future Nucleus/Soft Machine bassist/bandmate) remembers Allan's arrival vividly: 

		

		Babbington: Allan blew the pants off anybody. There was nobody to touch him. You had to be around at the time to suffer the shock of hearing him. You’d go, ‘Jesus Christ, where’s that coming from?’. There was this geezer from Bradford, just pouring with music, absolutely amazing. I mean, everybody wanted to play with him!” ⁷⁵

		

		The most immediate results of Allan’s association with Ray Warleigh and Pat Smythe - at least in terms of wide exposure and recorded legacy - was the beginning of a decade-long relationship with BBC radio (described more fully in Chapter 14). During this time Allan also got the chance to play with future Soft Machine drummer John Marshall, who would be an important part of Allan's various jazz groupings in the next few years. 

		

		Jamie Muir and Sunship

		

		In early 1972, Allan also began playing with members of a more “jazz-rock” crowd. Jamie Muir (later King Crimson drummer) engaged Allan to do some free improv sessions at his house with himself, Alan Gowen (keyboards for National Health) and Laurie Baker (bass, Cornelius Cardew), but no actual recordings were made. This grouping has been referred to at times as “Sunship”.

		

		Muir: We had a rehearsal group in my house. I remember, that was the year of the electricity strikes. Laurie's wife would be making great vegetarian concoctions in the kitchen downstairs by candlelight, while we'd be upstairs rehearsing. Allan had come down wanting to do some sort of 'crucial' music and I'd been involved in so-called 'art music' and wanted to explore other areas. We were approaching it in some quite tongue-in-cheek ways and we had a lot of fun - we spent more time laughing than playing music. Laurie Baker was very much into art music on the intellectual side, but in the right mood he could play some monstrous bass. ¹⁰⁵

		

		Allan recalls this ensemble in a 1993 interview with Anil Prasad:

		

		Anil Prasad: How about Sunship?

		

		Allan Holdsworth: What's that?

		

		Prasad:That's a band you were in with Jamie Muir, Alan Gowen and Laurie Baker—back in 1971.

		

		Allan: Oh, is that what it was called?

		

		Prasad: You didn't know the name?

		

		Allan: No! (laughs) Oh yeah! That was good fun too. It was really different than what I was wanting to do at the time. But as far as I remember, it was pretty open. It was very spontaneous music. It was a combination of those people improvising really. It wasn't like anything else.

		

		Prasad: Did you guys record anything?

		

		Allan: Not that I know of. (laughs) Who knows, that might be the next album—the bootleg! ³⁶

		

		Nucleus

		

		Although Sunship sadly only exists its participants’ memories, a record and a few dates did materialize with trumpet-bandleader Ian Carr's “new” Nucleus formation. The loosely-structured funk-jazz compositions on his album Belladonna (recorded in July of 1972) marked Allan's 2nd album appearance and probably the debut of his “proper” lead guitar tone. For the most part, this album sounds like it could function quite well as a “blaxploitation” film soundtrack, and Allan puts riffs from his Glen South Band days to good use here (one imagines). The addition of Gordon Beck on secondary keys on a few tracks also results in some thick 2-piano textures. Allan gets to shine on “Remadione” and especially on “Hector's House”, where he cuts loose on a long solo over a snappy bass groove (see Preface notes).

		

		In live performances, Allan was featured in a lengthy solo spot on the old Nucleus song “Song For the Bearded Lady” (from We'll Talk About It Later). This song would later be revisited as part of Soft Machine's song suite “Hazard Profile” (Bundles). Allan only remained with Nucleus for a few months in 1972, although he would briefly rejoin the band in 1980 for at least one radio session. (¹²⁹)

		

		After departing Nucleus, Allan began London's 1972 fall music season with a two-week residency at Ronnie Scott's September 1972 Guitar Festival, playing in a jazz trio with Ron Herman (db) and Nigel Morris (d, from Isotope), on the bill with (again) classical guitarist John Williams and Barney Kessel's jazz trio. However, he was to be thrust firmly back into the world of fuzz-rock soon enough...

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Ian Carr's Nucleus: Belladonna (1972)

		Recorded July 1972, produced by Jon Hiseman. All songs composed by Ian Carr, except “Remadione” and “Hector's House”, written by Brian Smith.

		

		Ian Carr: Trumpet, flugelhorn

		Allan Holdsworth: Electric guitar

		Brian Smith: Tenor sax, soprano sax, alto flute, bamboo flute

		Dave MacRae: Electric piano

		Roy Babbington: Electric bass

		Clive Thacker: Drums

		

		Also

		Gordon Beck: Electric piano (1, 4, 5, 6)

		Trevor Tomkins: Percussion (1, 3, 4)

		

		1. Belladonna (13:41)

		

		This tune mainly features solos by Ian Carr and Brian Smith, leading into a group dialogue. Gordon Beck joins on 2nd piano and Trevor Tomkins adds percussion.

		0:00: High register textural percussion and electric keys.

		0:47: Muted trumpet and bass enter on unison head melody, as Allan and Gordon Beck add some sparse keys/guitar volume swells.

		2:08: 2nd head chorus with more open brass (soprano sax added to unison line) and group ornamentation.

		3:39: Funky midtempo bass groove in 7/8 kicks off a brass fanfare theme, Allan plays some funk guitar licks (!), loose modal jamming ensues.

		5:48: Carr's trumpet solo transitions into Brian Smith's sax solo, keys duet, trumpet rejoins, Allan plays some (fairly innocuous) blues licks against Brian's sax, etc. Eventually multiple solos overlap in a group improv.

		10:36: Carr begins playing a rhythmic trumpet motif, as Allan soon makes pick scraping noises (for the first, and probably last, time).

		11:06: Groove disintegrates, trumpet solos over metallic percussion using opening head and fanfare motifs.

		

		2. Summer Rain (6:10)

		

		This tune spotlights Dave MacRae’s keyboards.

		0:00: Soft blues rock groove led by brass head melody.

		0:49: Bridge (development of main groove).

		2:01: Brass drops out as Dave MacRae takes a solo (on Fender electric piano). Allan's tone “beefs up” a bit at 3:40, but Dave's fuzzed-out piano dominates the latter part of the song in long, held figures.

		

		3. Remadione (3:38)

		

		Allan contributes some more substantial lead work here and uses two guitar tones.

		0:00:  Trumpet and flute plays head melody over free rhythm textures, soon loosely followed by keys and bass.

		1:46: Midtempo funk groove, Allan's guitar solo (finally starts sounding a little like “himself” here), dueling with Dave's keys.

		2:57: Allan switches to his “fuzz tone” and the guitar/keys solo duel continues.

		

		4. Mayday (5:33)

		

		Gordon Beck appears here on 2nd piano. Allan uses a wah effect on his rhythm guitar part.

		0:00: Insistent hi-hat and bass pedal vamp with jammy keys/funk guitar ornaments (Allan sometimes uses volume swells here as a rhythmic device).

		0:51: Brass enters with accented melody/head, Allan plays supportive funk guitar with wah wah.

		1:40: Tenor sax solo over modal bass/hi-hat vamp.

		3:20: Percussion ornaments lead into a new key and a more open/relaxed groove section, sax continues solo.

		5:22: Ending brass fanfare and cadence.

		

		5. Suspension (6:07)

		

		This tune features Carr, Smith (on flute) and MacRae. Gordon Beck joins on 2nd piano.

		0:00: Bamboo flute and electric piano duet improvisation.

		1:04: Syncopated 2nd keyboard begins rhythm, bass solo.

		1:55: Drum enters and Ian's trumpet solo begins as bass begins hypnotic vamp, Allan is very subdued except for a few brief wah wah interjections.

		5:40: Drums/trumpet drop out, bass groove ends with some brief bamboo flute.

		

		6. Hector's House (4:32)

		

		This final number (also with Gordon Beck on 2nd piano) allows Allan to cut loose on a mind-bending (for its time) solo. More notes on this track can be found in the Preface.

		0:00: Isolated brass accents (overdubbed?), suddenly joined by uptempo groove driven by sinister and motoric guitar riff. Brass-driven rhythmic accents lead to...

		0:53: Brian Smith's soprano sax solo, over fast, funky guitar/keys groove, modulating.

		2:48: Allan's solo, finally unleashed, same funky groove. The song ends with some final closing brass accents.

		

		Note: A November 1972 BBC radio performance featuring Allan with Nucleus is also analyzed in the Appendix (The BBC Jazz Sessions: Breakdowns and Analysis). Another BBC collaboration with Carr’s “Conversation With the Blues” from 1980 is also analyzed there.

		

	
		

		
			3: Tempest
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		Tempest: Allan Holdsworth, Jon Hiseman, Paul Williams, Mark Clarke

		(Credit: Ana Gracey)

		

		Getting Heavy with Hiseman

		

		In the summer of 1972, Jon Hiseman (Colosseum, John Mayall) decided to form a new “heavy rock” band. He had first heard of Allan Holdsworth through trombonist Derek Wadsworth, who had seen Allan play at the Newcastle Musicians’ Union clinic with Ray Warleigh. Hiseman then got a closer look at him when he produced Ian Carr's album Belladonna in July of 1972.

		

		Hiseman: I began thinking of forming a four-piece...the problem was finding someone who was pretty ridiculous but not too well known because, to be realistic, I couldn't see a biggie from a top-flight band dropping everything to join us. It was an almost insoluble problem, and then I began hearing rumors about this lunatic guitarist who was just unbelievable. I got word that he was in London and he came round to my place. After he'd played for ten minutes I knew he was right. ¹⁰⁶

		

		Filling out this quartet was Mark Clarke (from Hiseman's old band Colosseum) and singer Paul Williams (from Juicy Lucy, and later, vocalist for Allan's I.O.U. solo project).

		

		Recorded in the latter part of 1972, Tempest's self-titled debut is an interesting mix of  '70s hard rock and progressive psychedelia. Allan here mainly plays Gibson ES-335 and ES-175 semi-hollow body electric guitars, although one photo also shows Allan holding a Les Paul. Allan's guitar tone is uncharacteristically “dirty” on most of it (probably from the ES-335/fuzz box combination), but it's interesting to hear some of his polychordal ideas adapted to a hard rock style. Some “Clapton-esque” guitar wailing shows up here (probably picked up during his Glen South Band days), but Allan's wah-wah guitar leads were mostly on their way out by this time. Interestingly, the unique, opening punk riff of “Brothers” also seems to hint at an unconventional 'new-wave' sound, a sound later developed by bands like U2 (such as on their War album).

		

		Overall however, the compositions are pretty conservative compared to the complexity of the 'Igginbottom pieces from four years prior. Allan contributed parts to most of the songs, but this was clearly Hiseman's show. One can easily imagine the new project being an attractive idea (a sax-less guitar-band version of Colosseum), but Hiseman apparently pushed for a more commercial sound as work on the album progressed. On the other hand, the songs do tend to grow on you...

		

		I had envisioned it as something that would progress... I believed that there was room for the music to grow, but Jon wanted it to go the other way... he thought of it as not being commercial enough. He wanted me to play more like somebody else, and I didn't want to do that. ⁷, ¹⁶

		

		This record also contains Allan's first recorded violin solo, which he had started playing around with while still with the Glen South Band:

		

		I just went into a music store in Sunderland when I was playing with that Glen South band and I don't know why, I was just walking past a junk shop and went in and asked him if he had any old violins. I didn't see anything - and he went in the back and he came out with this thing - no strings. And it was like 10 shillings or something - no, it was 5 quid. So I fixed it up and got a new bridge made for it and strung it up... My violin style is derived from the guitar. I developed a four-finger left hand technique anyway. ⁴⁰, ⁹

		

		Allan’s violin skills are featured on the debut album’s last track, “Upon Tomorrow”. During this period, he had already begun incorporating violin cadenzas into his jazz club performances as well, as can be heard on a BBC radio broadcast from a few months earlier in June (see Chapter 14 and Appendix).
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		Allan with a Gibson ES-335 semi-hollow body.

		(Credit: Ana Gracey)

		

		Tempestuous Touring

		

		After the album’s release, Tempest embarked on a European winter tour, with an American tour supporting Fleetwood Mac following in March of 1973. These were essentially Allan's first real tour experiences, and his first trip to the US (on tour at least). By early summer however, change was again in the air. After a brief transitional period as a quintet with new guitarist Ollie Halsall (Patto), Allan and Paul Williams left Tempest (although with no hard feelings, as Hiseman would later be part of an embryonic I.O.U. demo). Musically, Allan's brief time with Halsall made an important impression on him:

		

		I got interested in the possibilities of using tremolo arm through listening to Hendrix, but he was doing it in a very uncontrolled way, and I wanted to do it with control. Then, when I was working with Ollie Halsall, he was playing about with the same sort of ideas as Hendrix, but was doing it with control, and that sort of fired me off. ⁵

		

		In 2005, a remastered edition of Tempest's 2-record discography was released under the title Tempest: Under The Blossom, which included an additional June 1973 BBC radio recording of the full band with new guitarist Ollie Halsall. This performance is literally over-flowing with guitar solos, as the two proto-shredders seem to be goading each other on. Halsall's unique tremolo bar technique (mentioned by Allan above) can be heard here as well at one point (during Ollie's 2nd chorus solo in “Gorgon”). The song “Brothers” is expanded with a somewhat derivative (but still fun) 12-minute jam on a soul-blues groove in the middle (live quartet renditions prior to Ollie's arrival had an unaccompanied Holdsworth solo guitar spot in this position). This is also most likely Allan's last show with Tempest, as he says he never saw Ollie again after this show.

		

		With Tempest and fuzz-rock behind him, Allan resumed sessions with pianist Pat Smythe in London's jazz clubs. However, he would soon reunite with some former Nucleus bandmates for another important musical detour...

		

		Song-by-song album breakdowns of Tempest and the live tracks from Under the Blossom appear on the following pages.
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		Tempest: Clarke, Holdsworth, Hiseman, Williams

		(Credit: Ana Gracey)

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Tempest: Tempest (1973)

		Recorded October/November 1972

		

		Paul Williams: Vocals, acoustic guitar, keyboards

		Allan Holdsworth: Guitar, vocals, violin

		Mark Clarke: Bass, keyboards, vocals (all vocals on "Grey and Black)

		Jon Hiseman: Drums, percussion

		

		1. Gorgon (5:41)

		(Hiseman/Clarke/Holdsworth, words Hiseman)

		

		This song is basically a '70s heavy metal power trio, complete with crunchy palm-muted riffs and bluesy guitar/vocal dialogues.

		0:00: Intro: arpeggiated acoustic figure, modulating, with processed vocals/keys.

		1:29: Main electric guitar thud-rock riff (double-tracked) with accented drums/bass, 1st verse (with power chords and 2nd guitar ornaments).

		2:21: Main guitar riff, 2nd verse.

		3:04: Main guitar riff, leading to bridge.

		3:27: Muted arpeggio figure into guitar solo over a 2-chord vamp.

		4:03: Bridge.

		4:19: Muted arpeggio figure into main guitar riff, then 3rd verse.

		5:12: Main riff into muted arpeggio figure and final gong accent and glissando effects (slide?).

		

		2. Foyers of Fun (3:38)

		(Hiseman/Clarke/Holdsworth, words Hiseman)

		

		Hiseman's insistent, multi-layered drums are featured in this Cream-like tune.

		0:00: 1st verse A (unison bass and guitar line with hyper-active drums).

		0:36: 1st Verse B (modulated variation leading to accented cadence).

		0:47: 2nd verse A, 2nd verse B.

		1:27: Guitar solo over modulating pedal chords, ending in a B section without vocals.

		2:07: 3rd verse A, 3rd verse B.

		2:45: 4th verse A, 4th verse B (gradual ritard).

		

		3. Dark House (5:00)

		(Hiseman/Clarke/Holdsworth, words Hiseman)

		

		This song switches back and forth between heavy thud rock and mellower verse sections. There's no guitar solo, but wah-wah guitar ornaments become more prominent as the song proceeds.

		0:00: Lumbering power riff A.

		0:17: 1st verse - somewhat pastoral with electric keys and electric guitars (clean toned and wah wah ornaments), held keyboard tones near the end lead to...

		1:09: Bridge power chords, opening riff A.

		1:53: 2nd verse.

		2:45: Bridge with more developed wah guitar ornaments, riff A with vocal interjections from Allan and Mark.

		3:29: 3rd verse.

		4:20: Bridge with wah-wah guitar ornaments, final chord held.

		

		4. Brothers (3:35)

		

		(Hiseman/Holdsworth, words Hiseman)

		

		This song features some more complex chords, probably from Allan's influence. Rhythmically it still seems driven by Hiseman’s pounding drums.

		0:00: Dissonant “new wave punk” guitar riff under 1st verse A, ending in rising chord accents.

		0:32: Relaxed B section with clean guitar chords, chromatic descending harmony.

		0:40: 2nd verse A, relaxed B section.

		1:30: Bridge: rhythmic power chord riff, leading to soft guitar and harmony vocal interlude.

		2:15: Guitar solo over pedal bass vamp.

		2:42: 3rd verse A, relaxed B section, final dissonant layered chord.

		

		5. Up and On (4:16)

		(John Edwards/Holdsworth, words Edwards)

		

		Aside from the opening wailing riff, there are some interesting ideas here, but the best part is the callback to the motoric riff from the Ian Carr song “Hector's House”.

		0:00: Intro: wailing lead guitar and power chords.

		0:21: 1st verse riff (somewhat related to the “Hector's House” riff).

		0:52: Bridge - more open chords, ending in staccato chopped chords.

		1:18: 2nd verse, intro power chords reprise with vocals.

		2:09: 3rd verse.

		2:41: Guitar solo over bridge riffs.

		3:06: Intro wailing/power chords reprise with vocals, wailing lead part develops, final accents.

		

		6. Grey and Black (2:26)

		(Clarke/Suzy Bottomley, words Bottomley)

		

		Mark Clarke sings lead and background vocals over a keyboard ballad. This reminds me too much of Styx or Meatloaf (unfortunately).

		

		7. Strangeher (4:07)

		

		(Clarke/Hiseman, words Hiseman)

		

		This is song is basically a heavy boogie. Allan gets to play a blues progression.

		0:00: Opening wailing guitar motif alternates with blues boogie verse, with guitar interjections here and there.

		1:37: Bridge with rising power chords, wailing riff leads to...

		1:55: Guitar solo over boogie groove/wailing riff.

		2:56: Vocal resumes over groove.

		3:30: Bridge, wailing riff, rave up finale.

		

		8. Upon Tomorrow (6:15)

		(Clem Clempson/Hiseman, words Hiseman)

		

		Originally a song meant for Colosseum (composed by the band’s original guitarist), this tune's first half features Allan playing violin over a fusion groove. The bass in this song is pretty soloistic as well.

		0:00: Violin solo over guitar-less fusion groove, featuring melodic bass and electric keys.

		1:05: Violin tremolo texture over rising harmony, becoming more accented with busier drums.

		2:08: Snarling electric guitar riff kicks off 1st verse (keys and clipped clean guitar rhythm).

		2:39: 2nd verse with electric 2nd guitar interjections.

		3:12: Bridge: variation of opening part of verse riff chords.

		3:58: Guitar solo over relaxed groove version of bridge harmony.

		4:39: 3rd verse, more lead guitar.

		5:12: 4th verse, etc.

		5:42: Bridge, developed, finale with feedback.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Tempest: Under The Blossom (2005)

		Recorded June 2, 1973 at the Golders Green Hippodrome for BBC radio, this show highlights the dueling guitars of Holdsworth and Halsall.

		

		Paul Williams: Vocals

		Allan Holdsworth: Guitar (left channel)

		Ollie Halsall: Guitar (right channel), keyboards

		Mark Clarke: Bass, vocals

		Jon Hiseman: Drums, percussion

		

		3. Foyers of Fun (6:56)

		

		0:08: 1st verse A (Cream-like unison bass and guitar lines), 1st Verse B (modulated variation leading to accented cadence).

		0:55: 2nd verse A, 2nd verse B.

		1:32: Ollie's guitar solo over modulating pedal chords, a B section without vocals, 2nd Ollie solo, B section.

		2:46: Allan's solo, B section, Allan's 2nd solo, B section.

		3:59: Ollie's 3rd solo, B section.

		3:37: 3rd verse A, 3rd verse B.

		5:13: 4th verse A, 4th verse B (gradual ritard with dueling guitars).

		

		4. Gorgon (8:41)

		

		0:00: Main electric guitar riff with accented drums/bass, 1st verse (with power chords and Allan's guitar lead line).

		0:52: Main guitar riff, 2nd verse.

		1:36: Main guitar riff leading to 1st bridge.

		2:01: Muted arpeggio figure into Ollie guitar solo.

		2:52: Ollie's 2nd solo chorus with more obvious tremolo bar articulation.

		3:43: Allan's solo (with extra fuzzy bass).

		5:08: 2nd Bridge.

		5:25: Muted arpeggio figure into main guitar riff, then 3rd verse (Allan ornaments).

		6:19: Main riff, 4th verse (Ollie ornaments) into main riff, muted arpeggio and final rave up.

		

		5. Up and On (7:40)

		

		0:00: Intro: wailing lead guitar (Allan) and power chords intro.

		0:21: 1st verse riff.

		1:00: Bridge.

		1:26: 2nd verse, Intro.

		2:20: 3rd verse.

		2:53: Ollie's guitar solo over bridge.

		3:47: Allan's solo, added congas from Paul.

		5:02: Ollie's 2nd solo.

		5:56: Opening wailing/power chords reprise with vocals, final accents.

		

		6. Grey and Black (3:38)

		

		Keyboards accompany Mark Clarke on lead vocals, joined by additional vocals from Paul and Ollie.

		

		7. Brothers (15:25)

		

		This version of “Brothers” includes a new interlude at around the 4-minute mark.

		0:00: Uptempo jam on 1 chord (Paul on congas), eventually changing into the dissonant verse A “punk” guitar riff.

		1:40: Vocals enter on verse A, ending in rising chord accents.

		2:04: Relaxed B section with chromatic descending harmony.

		2:13: 2nd verse A, relaxed B section.

		3:03: Bridge: rhythmic power chord riff, leading to soft guitar and harmony vocal interlude.

		4:04: New interlude based on soft rock groove with clean guitar tones and congas (somewhat like Marvin Gaye?).

		5:50: Allan's solo (clean tone over a kind of Doobie Brothers/Santana groove).

		6:35: Allan's lead tone solo (rhythm section somewhat channels a Steely Dan blues progression).

		8:18: Ollie's lead guitar solo (same groove).

		9:33: Allan solos again for a couple choruses.

		11:00: Guitars return to clean chordal accents and ornaments as rhythm fades.

		11:55: Guitars and cymbals slowly lead back towards the original song's verse A riff.

		12:40: Allan returns to his lead tone and solos over the main verse A riff.

		13:20: Hiseman does a drum cadenza over the A groove.

		13:55: 3rd verse A, relaxed B section.

		14:40: Final dissonant chord layers.

		

		8. Drums Away (7:26)

		0:00: Drum solo.

		0:58: Song head with guitars and bass.

		1:58: Drum solo continued.

		

		9. Strangeher (6:02)

		

		0:00: Opening wailing guitar motif alternates with blues boogie verse, with guitar interjections here and there.

		1:17: Bridge with rising chords, wailing riff leads to...

		1:34: Ollie's guitar solo over boogie groove/wailing riff.

		2:32: Allan's guitar solo.

		2:59: Ollie solos again.

		3:27: Allan solos again, solo exchanges become looser in structure.

		4:40: Vocal resumes over groove.

		4:58: Bridge, wailing riff, rave up finale.

		

	
		

		
			II
		

		
			“Let’s attack!”
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			4: Soft Machine
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		From Allan’s personal archive.

		(Courtesy Eddie M. Coralnick)

		

		Old and New Friends

		

		After Allan’s contractual touring duties with Tempest were completed, he settled back into several months of relative obscurity (and poverty) playing with pianist Pat Smythe's ensemble in London's small jazz scene, mostly centered around Ronnie Scott's Club in Soho (a stunning clip of Allan playing with Pat Smythe and drummer John Marshall can found online ¹³⁰). A brief run-in around this time with American jazz-funk bassist Alphonso Johnson (Weather Report) would have big repercussions in the following years, but 1974 would first find Allan bouncing back into English jazz rock, and a reunion with some old Nucleus mates.

		

		By this time concert organizer Brian Blain had become a huge fan of Allan's playing, and decided to add him to several Musicians’ Union clinics as a guest. One of these mid-November clinics (at Ilfracombe) featured the ever-evolving progressive group, (The) Soft Machine, which at this time consisted of original keyboardist Mike Ratledge with various “graduates” of Ian Carr's Nucleus ensemble: Roy Babbington (bass), Karl Jenkins (reeds/keys), and John Marshall (drummer, also in Pat Smythe's jazz band). Allan describes these clinics:

		

		They get the musicians to play somewhere in the afternoon, and the audience are allowed to ask questions about all the different instruments. At the end of that, they have a tea-break, and then the band plays a short set. They called me and asked me if I wanted to do this clinic with the Soft Machine. So I said 'yeah', and I went to do it, and enjoyed myself, and they asked me if I wanted to do some gigs as a guest. And then they asked me if I wanted to join the band... ³

		

		John Marshall relates his role in Allan’s recruitment:

		

		John Marshall: I suggested getting Allan in on it and if it worked out, then great! And if it didn't then, you know, it's only a workshop. It was a perfect situation to see if it worked because you never really know. But it worked out, we all enjoyed it and Allan joined up. ¹⁰⁷

		

		Everything Is In One

		

		After the Ilfracombe clinic with the Soft Machine, Allan played his debut concert as an official member of the band at the Roundhouse in London on December 23rd, followed almost immediately by tours of Europe and North America throughout the next year (1974). In the summer, they squeezed in some dates to record the album Bundles, although the LP itself would not be released until several months later in March of 1975.

		

		Musically, this group took from both the modal funk jazz of 1972's Nucleus and the power chord blues-rock of 1973's Tempest, but was uniquely characterized by Soft Machine's own brand of hypnotic (and ultimately textural) grooves. In this band one could also start to see the beginnings of Allan's career as a “jazz-rock gunslinger”, much like the featured saxophonist in a jazz combo. For the most part, Allan here played heads, bass riffs and solos, but not much in the way of chordal accompaniment (at least on the studio album). Melodically, Allan was finally freed from having to “sound like someone else”, and seemed delighted to truly explore his lead style at high volume and without the time restrictions of a song-oriented band.

		

		There was a lot of freedom in the group. Most of their pieces were quite simple harmonically, but they were in odd time signatures, which was something going on at the time. I can’t count anyway, so everything is in '1' to me, but I really dug it. I love Karl, John, Roy Babbington, and Mike Ratledge.... It was a lot of fun. It was in Soft Machine that I really began to develop my own sound. ⁴, ⁶⁵, ⁷⁵

		

		In fact, his solo on the song “Hazard Profile” (partly a reworking of Karl Jenkins’ old Nucleus song “Song For the Bearded Lady” from the LP We'll Talk About It Later) was his longest solo on record up to that date. This song was a natural for Allan to stretch out on, as he'd already played an “embryonic” version of this tune on some early Ian Carr Nucleus gigs. ¹³¹

		

		Marshall: Allan arcs over the top, and you just have to find your place. This is in no way a criticism - it's just the way he plays. But on the Bundles album you really hear him digging in with the rhythm section in places and it's a different kind of playing than you'd normally get from him - and I love that! There's a couple of moments where you just go 'WOW!'  He just nails it. Fantastic.

		

		That take of “Hazard Profile”, the very long one, and the long one of “Bundles”, were just first takes. In fact, we were very unhappy with the sound. But the performance was so good, especially from Allan, so we decided to use it anyway. There might be an edit here or there, but in fact they're live performances in the studio... Live, things changed over time. Six months after recording a piece it was quite likely we'd be playing it - not massively different, but significantly different. ⁷⁵, ¹⁰⁷

		

		During the Fall of 1974, Allan briefly took time out to record with an ensemble led by Tony Williams and Jack Bruce in Stockholm, Sweden (this episode is covered in more detail in the next chapter devoted to Tony Williams' groups). 1975 included more European touring with Soft Machine and the long-awaited release of Bundles on Harvest Records (EMI). However, Allan's restlessness would soon take him back to America for his first extended stay.

		

		Gear wise, Allan can be seen playing a white Gibson SG Custom in concert videos (Switzerland 1974), emblazoned with stickers featuring Minnie Mouse, Cinderella, etc. The Gibson ES-335 was mostly retired by now, but still appears on the album in a few places (including “Hazard Profile”, as reported by Holdsworth's friend Chip Flynn). At some point during the mid-70s, Allan also developed a relationship with luthier Dick Knight and his son Gordon, who would do custom body-work on Allan's guitars in England throughout the decade (although Allan would reserve the internal wiring work for himself).

		

		Song breakdowns from Bundles, Switzerland 1974, BBC Radio 1971-1974, and Floating World Live appear on the following pages. On these albums the personnel is generally as follows:

		Allan Holdsworth: Electric, acoustic, and 12-string guitars, violin (Floating World Live), and vocals (Switzerland 1974)

		Roy Babbington: 6-string bass guitar with effects

		Karl Jenkins: Oboe, soprano saxophone, piano, electric piano, recorder (Floating World Live)

		Mike Ratledge: Lowrey Holiday Deluxe organ, Fender Rhodes electric piano, AKS synthesizer

		John Marshall: Drums, percussion

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Soft Machine: Bundles (1975)

		Recorded July 16-18, 23-26, 1974.

		With guest Ray Warleigh: alto flute/bass flute on “The Floating World”

		

		On this album Allan is featured in guitar solos on “Hazard Profile Pt 1”, “Bundles” and “Land of the Bag Snake”. He also offers a brief, lyrical solo 12-string acoustic guitar piece, somewhat like a Debussy “Prelude”.

		

		1. Hazard Profile, Part 1 (9:15)

		(Karl Jenkins)

		

		This song takes its main riff from Jenkins’ old Nucleus song “Song For the Bearded Lady” and features a blazing, 6 minute extended guitar solo by Allan. Some earlier live shows actually included a 3rd solo guitar chorus.

		0:00: Taped tolling bells.

		0:22: Snare roll leads to...

		0:43: Main guitar (doubled)/bass riff, soon joined by broad motif on keyboards.

		2:32: Transitional riff developed from main groove.

		2:46: Allan's guitar solo over modal vamp variations on main riff rhythm.

		4:24: Guitar solo continues: Held keyboards enter with cadence and modulating harmonies.

		5:01: Guitar continues: Repeat cadence/modulation, transitional held chord.

		5:41: Guitar solo 2nd chorus: Modal vamp with additional ornamental keyboard elements, held keyboard chords.

		7:30: Guitar solo continues: Held keyboards enter with cadence and modulating harmonies.

		8:06: Guitar solo continues: Repeat cadence/modulation, transitional held chord.

		8:45: Transitional riff reprise, final held chord.

		

		2. Hazard Profile, Part 2 (Toccatina) (2:15)

		

		This section highlights Jenkins' new interest in piano composition.

		0:00: Solo piano.

		1:05: Repeat, this time with added acoustic guitar counter-melody.

		

		3. Hazard Profile, Part 3 (0:33)

		

		0:00: Electric keys enter. Suspenseful modulations with lead guitar in top melody (somewhat Jeff Beck-ish).

		

		4. Hazard Profile, Part 4 (1:25)

		

		0:00: Lumbering heavy riff/groove, intermittent swooshing effects (cymbals?).

		

		5. Hazard Profile, Part 5 (5:29)

		

		This section features Mike Ratledge in a synth keyboard solo.

		0:00: Uptempo groove in compound meter (7/8) with dancing keyboard/sax melody and clean funky rhythm guitar.

		0:44: Held keyboard ornament, then keys/sax melody completes.

		1:57: Keyboard solo, filtered and panned.

		3:48: 3-accent electric guitar motif begins fading in.

		4:29: Rhythmic figure extrapolated from the “transitional riff” from Part 1, ending in filtered keyboard chord.

		

		6. Gone Sailing (0:59)

		(Allan Holdsworth)

		

		Allan wrote this solo 12-string acoustic guitar piece using an alternate guitar tuning. Harmonically, it develops some modern classical harmonies first explored in 'Igginbottom (Chapter 1).

		0:00: Cascading guitar harmonics.

		0:20: Chordal arpeggios, leading to a brief section of rapid chromatic figures, arpeggios, final harmonics.

		

		(The below tracks flow into one another as one long suite.)

		

		7. Bundles (3:14)

		(Karl Jenkins)

		

		This song features Allan soloing with a filtered guitar tone over a couple different groove variations. His solo here features some carefully-constructed lyrical figures, shaped by subtle tremolo bar vibrato. A rising lead line segues into the next song.

		0:00: Rising harmonies led by electric guitar top line, ending in lively rhythmic figure. Repeat.

		0:34: Motoric modal vamp in complex meter, cadential accents, pause.

		0:55: Bass drives motoric modal vamp under guitar solo and sustained keyboard harmonies.

		1:41: Guitar solo continues over “metric modulation” (beat redistribution) as piano and keys layers leave and then re-enter.

		2:59: Reprise of opening rising harmonies (variation).

		

		8. Land Of The Bag Snake (3:35)

		(Allan Holdsworth)

		

		Allan continues his solo over some modulating harmonies in both lead and clean tones. As in the previous track, his solo generally hews carefully to the underlying harmony, but sometimes erupts into some cascading runs.

		0:00: Continued from last track, guitar solo continues over a midtempo groove with a modulating pedal tone.

		1:09: Solo continues over modulations, additional electric piano comping added.

		2:30: Bass pulses and sustained organ support a more relaxed groove and a simmering, cleaner-toned outro guitar solo.

		

		9. The Man Who Waved At Trains (1:50)

		(Mike Ratledge)

		

		This song features some lyrical writing for sax over a somewhat “tropical” vibe.

		0:00: Glockenspiel kicks off hypnotic “exotica-like” vamp with Fender electric piano chordal ornaments.

		0:50: Melody on saxophone and guitar, then brief sax figure.

		1:31: Sax/guitar head reprise.

		

		10. Peff (3:37)

		(Mike Ratledge)

		

		This tune features an oboe solo from Karl Jenkins.

		0:00: Propulsive uptempo groove with stuttering snare under Jenkins' oboe solo, processed with varying amounts of echo/reverb.

		1:29: Electric guitars drive complex rhythmic groove as sax solo continues and drums ramp up.

		

		11. Four Gongs Two Drums (2:31)

		(John Marshall)

		

		This is a drum solo composition with additional tuned and untuned metallic percussion.

		

		12. The Floating World (7:07)

		(Karl Jenkins)

		

		This song is atmospheric, rhythmic and melodic, all at the same time. The outstanding thing about this piece is the way layers of different lengths are stacked on each other, creating hybrid polyrhythms. It would've fit well on a film soundtrack. Ray Warleigh guests on flute.

		0:00: Distant keyboard harmonies eventually become more defined and hypnotic.

		0:56: Melody enters on flutes.

		2:45: Keyboard counter-melody enters (flutes drop out).

		3:08: Marimba counter-melody joins.

		3:51: Flute melody reprise.

		5:38: Sustained keyboards surface, as well as celeste and other percussion layers.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Soft Machine: Switzerland 1974 (2015)

		Recorded on July 4th, 1974 at the Montreux Jazz Festival, Switzerland, this release accompanies a DVD concert video. Overall a fantastic concert with brilliant playing all around, here one can see Allan beginning to incorporate the tremolo bar into his style. Allan also takes on vocal duties in “Floating World”.

		

		1. Hazard Profile (16:47)

		(Written by Karl Jenkins)

		

		Jenkins plays sax instead of keyboards here. Allan's guitar tone is a bit cleaner here than on the later recorded studio record.

		0:00: Part 1: Taped tolling bells.

		0:36: Snare roll leads to...

		0:46: Main guitar/bass riff, soon joined by long tone motif on soprano sax/keyboard.

		2:32: Transitional riff developed from main groove.

		2:46: Allan's guitar solo.

		6:31: Transitional riff reprise, final held chord.

		7:30: Part 2 (Toccatina): Solo piano composition by Jenkins.

		9:43: Part 3: Electric keys enter. Suspenseful modulations with lead guitar in top melody.

		10:14: Part 4: Lumbering heavy riff/groove with fuzz bass.

		11:38: Part 5: Uptempo funk guitar/bass groove in compound meter (7/8) with dancing sax melody. Held sax/keyboard tones, then keys/sax melody completes.

		13:30: Keyboard solo featuring Ratledge. Additional keys and 3-accent electric guitar motif begin fading in.

		15:35: Rhythmic figure extrapolated from the “transitional riff” from Part 1, ending in a final rave up.

		

		2. Floating World (5:15)

		(Karl Jenkins)

		

		This version features Allan singing Ray Warleigh's LP flute part as a wordless melody, followed by a brief bass solo. Texturally, it brings to mind some of Pat Metheny's later stylistic turns.

		0:00: Overlapping keyboard/vibraphone melodies becoming more defined and hypnotic.

		1:25: Allan sings the flute melody.

		3:45: Bass adds subtle melodic ornamentation and then solos. Keys open out, joined by tambourine.

		

		3. Ealing Comedy (4:14)

		(Roy Babbington)

		

		This is Roy’s showcase bass solo.

		0:00: Clean tone.

		0:55: Roy kicks in the fuzz distortion.

		1:49: Roy kicks in the envelope filter.

		2:20: Back to fuzz tone for a cadenza.

		3:33: Fuzz tone off.

		

		4. Bundles (3:10)

		(Karl Jenkins)

		

		Allan's guitar solo here (and in its conclusion in “Bag Snake”) have a somewhat more  free-wheeling spirit than in the more “inside” solos he would soon record for the Bundles album release.

		0:00: Rising harmonies with electric guitar in the top line, ending in a lively rhythmic figure. Repeat.

		0:34: Motoric modal vamp in complex meter, cadential accents, pause.

		0:55: Bass and layered drums drive motoric modal vamp under Allan's guitar solo, joined by sustained keyboard harmonies.

		2:07: Guitar solo continues over groove variations, keys re-enter.

		2:59: Cadence (Allan here omits the rising lead line found on the album).

		

		5. Land Of The Bag Snake (4:28)

		(Allan Holdsworth)

		

		0:00: Guitar solo continues over a midtempo groove (same tempo as before) with a modulating pedal tone. Additional electric piano comping gradually surfaces.

		2:40: Allan switches to his neck pickup for cleaner soloing, as the band gradually opens up.

		

		6. Joint (2:21)

		(Ratledge/Marshall)

		

		This number features tribal drums in a duet with swirling/bleeping synth.

		

		7. The Man Who Waved At Trains (3:02)

		(Mike Ratledge)

		

		0:00: Hypnotic “exotica” bass/hi-hat vamp with electric keyboard ornaments with effects.

		2:03: Melody on saxophone and guitar, brief guitar ornament.

		

		8. Peff (4:28)

		(Mike Ratledge)

		

		The sound quality dips a bit here, but is still pretty enjoyable, especially for Marshall and Babbington's interactions.

		0:00: Propulsive uptempo groove with stuttering snare/overdriven keys under Jenkins' wailing oboe solo. Drums and bass add various counter-accents (Allan adds a few tremolo bar ornaments near the end).

		

		9. The Man Who Waved At Trains (Reprise) (0:21)

		(Mike Ratledge)

		

		0:00: Melody reprise on saxophone and guitar.

		

		10. LBO (4:46)

		(John Marshall)

		

		Drum/percussion/tuned gongs solo.

		

		11. Riff II (3:08)

		(Karl Jenkins)

		

		0:00: Accented rhythmic motif, Roy kicks in the fuzz bass...

		0:53: Rave up and final accent.

		1:16: Applause break.

		

		12. Lefty (2:07)

		(Encore, collective improvisation, without guitar)

		

		0:00: Textural rolling drums and keys on one pedal chord.

		

		13. Penny Hitch (Coda) (5:42)

		(Karl Jenkins, from Soft Machine's previous album, “Seven”)

		

		0:00: Midtempo, somewhat “swampy” vamp supporting a keyboard solo.

		1:16: Guitar adds some chordal ornamentation with tremolo bar, leading to guitar solo over same swampy modal vamp.

		3:56: Guitar volume swells as groove dissipates.

		4:51: Applause.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Soft Machine: BBC Radio 1971-1974 (2003)

		This release, which consists of BBC broadcasts by various Soft Machine line-ups, features Allan on 3 tracks recorded for the program Jazz In Britain on June 10, 1974.

		

		Disc Two

		

		3. North Point (3:00)

		(Ratledge/Marshall)

		

		0:00: Metal percussion solo.

		0:57: 1st synth enters (improvisation).

		1:38: 2nd synth enters. Drums enter.

		

		4. The Man Who Waved At Trains (5:41)

		(Mike Ratledge)

		

		This track also includes a segue into the song “Peff”.

		0:00: The Man Who Waved At Trains:Drum roll becomes hypnotic “exotica-like” bass/hihat vamp with electric keyboard ornaments.

		0:54: Head melody on saxophone and guitar, brief guitar run, melody reprise.

		1:59: Peff:Propulsive uptempo groove with stuttering snare/overdriven keys and subtle guitar comping under Jenkins' wailing oboe solo. Drums and bass add various counter-accents.

		5:00: Opening head melody reprise.

		

		5. Hazard Profile Parts 1-4 (16:57)

		(Written by Karl Jenkins)

		

		Although the title “1-4” suggests an incomplete performance, this actually includes all 5 parts to “Hazard Profile”.

		0:00: Part 1: Taped tolling bells. Keyboard ostinati and snare roll leads to...

		1:03: Main guitar/bass riff, soon joined by long tone motif on soprano sax/keyboard.

		3:04: Transitional riff developed from main groove.

		3:19: Allan's guitar solo. Marshall's drums sometimes go into double-time.

		7:21: Transitional riff reprise, final held chord.

		8:17: Part 2 (Toccatina):Solo piano. Reprise includes synth line counter-melody (instead of guitar).

		10:30: Part 3: Electric keys enter. Suspenseful modulations with lead guitar in top melody.

		10:56: Part 4: Lumbering heavy riff/groove with fuzz bass.

		12:12: Part 5: Uptempo groove in compound meter (7/8) with dancing sax melody and clean funk rhythm guitar. Held sax/keyboard tones, then keys/sax melody completes.

		13:41: Keyboard solo from Ratledge. Additional keys and guitar ornaments eventually surface, leading to 3-accent motif.

		15:58: Rhythmic figure extrapolated from the “transitional riff” from Part 1, ending in final rave up.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Soft Machine: Floating World Live (2006)

		Recorded on January 29th, 1975 in Bremen, Germany, one of the most fascinating things about this late recording is hearing how Allan's lead tone, phrasing and use of the tremolo bar have further developed since the Montreux Switzerland performance from just half a year prior. Allan also contributes a violin solo to “The Man Who Waved At Trains”. It's a shame “Hazard Profile” is faded out in mid-solo, but that loss is made up for by extended solos in the latter part of the concert (“Riff III”, “Endgame”). Marshall also has an extra-long drum solo here.

		

		1. The Floating World (4:53)

		(Karl Jenkins)

		

		0:00: Distant keyboard harmonies become more defined and hypnotic.

		0:51: Melody enters on recorder (Jenkins).

		2:19: Bass and cymbals enter. Bass, keys and guitar feedback add ornamental lines/textures. Lines of arpeggiated figures begin cascading.

		

		2. Bundles (4:54)

		(Karl Jenkins)

		

		This solo rendition reflects the structured style found on the Bundles LP more than was heard on the Switzerland 1974 date, but still includes a couple more harmonically extended (“out”) phrases.

		0:00: Rising harmonies led by electric guitar top line, ending in lively rhythmic figure. Repeat.

		0:35: Motoric modal vamp in complex meter, cadential accents, pause.

		0:58: Bass drives motoric modal vamp under Allan's guitar solo and keyboard comping accents.

		3:33: Guitar solo continues over hypnotic groove variation.

		4:38: Cadence chords, rising guitar lead line.

		

		3. Land Of The Bag Snake (5:07)

		(Allan Holdsworth)

		

		Allan's use of the tremolo bar here is more developed than ever before.

		0:00: Guitar solo over a midtempo groove with a modulating pedal tone.

		4:28: Bass pulses support a more relaxed groove and cleaner-toned guitar solo. The groove dissipates into…

		

		4. Ealing Comedy (6:08)

		(Roy Babbington)

		

		Roy’s bass solo employs volume swells, fuzz tone, envelope filter, etc. Keys and drums join at the end.

		

		5. The Man Who Waived At Trains (4:57)

		(Mike Ratledge)

		

		This performance features the only recorded violin solo Allan did with Soft Machine.

		0:00: Keyboard ostinato figure leads to hypnotic exotica-like bass/hi-hat vamp.

		0:49: Allan's violin solo, followed by various bits of ornamentation from drums (and guitar?).

		3:59: Head melody structure on guitar.

		

		6. Peff (6:29)

		(Mike Ratledge)

		

		0:00: Propulsive uptempo groove under Jenkins' oboe solo (possibly with some filter effects?). Allan does a little comping here in the latter part.

		1:57: Electric guitar and bass begin to drive a complex rhythmic groove as oboe solo continues and drums ramp up.

		2:55: Guitar riff changes into rising figure and oboe follows

		3:53: Oboe continues as rhythm section opens up (guitar drops out, hi-hat and snare featured), guitar feedback textures intrude, groove cools, but maintains tempo.

		5:45: Ratledge synthesizer textures begin fading in as bass drops out.

		

		7. North Point (4:05)

		(Ratledge/Marshall)

		

		0:00: Drums and synth improvisation.

		0:34: Synth improv employing bursts of layered phrases, panning, envelope filters, etc., eventually rejoined by drums.

		

		8. Hazard Profile (Part One) (cut off) (4:49)

		(Karl Jenkins)

		

		It’s tragic that's this is cut off, as Allan's solo here seems to have a greater sense of structure than on his earlier renditions.

		0:00: Part 1: Taped tolling bells and snare roll leads to...

		0:22: Main guitar/bass riff, soon joined by long tone motif on keyboards.

		1:48: Transitional riff developed from main groove.

		2:03: Guitar solo led off by feedback and melodic fuzz bass (fade out).

		

		9. J.S.M. (10:14)

		(John Marshall) 

		

		Drum and percussion solo with some interesting panning elements (delays and flanger effects?).

		

		10. Riff III (8:42)

		(collective composition)

		

		This jam features the return of Allan's “funk rock” guitar style (heard briefly in Tempest), and may be relevant to John Marshall's 2010 quote above about getting Allan “digging in with the rhythm section” and being driven towards “a different kind of playing”.

		0:00: Drum rolls lead to midtempo funk beat with clean rhythm guitar riffing (almost James Brown-ish) with chordal electric piano ornaments.

		2:53: Rhythmic accents kick off a somewhat more “conventional” guitar solo, ending in a cadence figure.

		5:15: Funky bass accents lead to percussive, chromatic guitar ornaments and developed funk guitar riffing.

		6:13: Bass moves to octave riffing and the groove opens up. Allan moves from clean riffing to a feedback note.

		7:03: Loose melodic guitar solo resumes.

		7:38: Ending rhythmic figure.

		

		11. Song Of Aeolus (4:17)

		(Karl Jenkins)

		

		Allan explores volume swells here during the keyboard solo. This song would debut on record on the group's next album, 1976's Softs, but with John Etheridge on guitar instead of Allan.

		0:00: Cascading piano figures lead to a ballad featuring a lyrical electric guitar melody.

		1:21: Ratledge takes a keyboard solo as Allan comps with volume swells/feedback.

		3:10: Guitar reprises head melody.

		

		12. Endgame (6:40)

		(collective composition)

		

		This jam features more “conventional” soloing from Allan, but the main solo does end with some interesting feedback/tremolo bar elements.

		0:00: Drum rave up.

		0:31: A bass-driven, oddly-syncopated funk vamp becomes a galloping modal vamp, as Allan takes a fiery (and very briefly, a bit bluesy) guitar solo, ending in a feedback/tremolo bar workout.

		4:20: Allan returns to a clean tone for some final ornamental runs as the rhythm section thins out. He also briefly employs some envelope filter to his sound.

		5:19: Hi-hat drops out and keys surface with bell-like tones. Feedback, bass ornaments and some chromatic guitar figures round out this jam.

		

		13. Penny Hitch (Coda) (2:41)

		(Karl Jenkins)

		

		0:00: Pulses turn into a restrained, “swamp” vamp. Allan adds some scattered guitar ornaments.

		1:44: Chiming keys, drone bass and guitar feedback/string noises (!).

		2:20: Applause.

		

	
		

		
			5: Tony Williams
		

		

		Vernon Gibbs: Have you ever heard another guitarist who can move you the way Hendrix did?

		

		Tony Williams: Yeah, Allan Holdsworth, he’s so pretty…He’s really a very lyrical player, and a lot of guitar players today aren’t. His ideas are very definite and clear. He doesn’t play like anybody. ¹⁰⁸

		

		
			[image: From Allan’s personal archive.
(Courtesy Eddie M. Coralnick)
]
		

		From Allan’s personal archive.

		(Courtesy Eddie M. Coralnick)

		

		Stockholm “Wildlife” Sessions

		

		In 1973, prior to his stint with Soft Machine, Allan Holdsworth ran into Alphonso Johnson, an American bassist touring with Chuck Mangione's band.

		

		I was working with a piano player named Pat Smythe and quite often we’d open for groups at Ronnie Scott’s. Chuck Mangione was headlining there with Pat La Barbera on sax, Joe La Barbera on drums and Alphonso Johnson on bass. Chuck got really sick during this engagement, so there were a couple of nights that he wasn’t able to be there and they asked Pat Smythe if he would help out. Pat mentioned to the guys that he knew this guitar player and asked would they let him sit in on one set. So I did. ⁷⁹

		

		Shortly after this, Allan rejoined his old Nucleus bandmates in the newest incarnation of Soft Machine (as detailed in the previous chapter). However…

		

		...some months later, Tony Williams (Miles Davis' “Second Great Quintet”, Tony Williams Lifetime: Emergency!) ran into Alphonso Johnson and told him he was thinking of putting a band together and he was looking for a guitar player. So - very nice of him - Alphonso Johnson said to him, 'I heard this guy in England and you might want to check this guy out'. (So) Tony just called me one day and said 'Let's attack!' ⁴⁸, ¹⁶

		

		Tony Williams at this point in his career had every reason to “attack”. His 1969 crack band from Emergency (with guitarist John McLaughlin and organist Larry Young) had been “stolen” by his old boss Miles Davis for In A Silent Way, and McLaughlin himself had co-opted Tony's record deal with Columbia to record his Mahavishnu Orchestra album Inner Mounting Flame with Billy Cobham on drums. If Tony was going to revisit similarly “heavy” material, he would need a comparable sharpshooter on the fretboard. In October of 1974, Tony Williams and the remains of his ensemble from the earlier Old Bum's Rush album found themselves in Europe. This seemed like a good opportunity to meet the guitar player Alphonso Johnson had been raving about earlier...

		

		Tony asked me to come to Sweden to join him for a recording. There was Jack Bruce on bass and Webster Lewis on organ. Tequila (Linda Logan), Tony’s girlfriend at the time, was singing on it. We recorded a bunch of Tony’s tunes there, but I don’t think the album ever came out. ⁷⁹

		

		Although this unreleased “album” is basically a bootleg, it can sometimes be found online, and so it would be an oversight to ignore it. It's not a “great” record, but it does feature Allan's first recorded collaborations with Tony Williams and Jack Bruce, which makes it historically significant at least. Allan uses the same guitar and amp set up he utilized for the Soft Machine shows, and his tone here reflects that. The first track, “Scirocco”, features nearly 8 minutes of Allan soloing beautifully, but the rest of the album seems undeveloped, and one can probably understand why it was abandoned. Nonetheless, “Scirocco” (or an edit of it) really deserves an official release somewhere in some form...

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Tony Williams: The Stockholm Wildlife Sessions

		

		Allan Holdsworth: Electric guitar, violin

		Webster Lewis: Electric keyboards (piano, clavinet, organ)

		Jack Bruce: Electric bass

		Tequila (Laura Logan): Vocals

		Tony Williams: Drums

		

		1. Scirocco (13:57)

		

		Allan has some extended solos here, the first one being almost 6 minutes long, and the second 2 minutes long. His playing here falls neatly inside his then-parallel Soft Machine style of improvisation: fluid, but overall not too jarring harmonically.

		0:00: Midtempo intro groove on toms and hi-hat, with insistent bass pulse.

		0:33: Tequila's 1st vocal verse enters with a brief electric piano ornament.

		1:07: 1st verse continues as Allan's crunchy guitar vamp joins and the el. piano comps.

		2:01: Tony opens up on full drums, and clavinet enters, as Allan takes his first extended guitar solo over a rising bass vamp variation of the opening riff.

		7:45: A syncopated drum and bass groove variation sets up Tequila's 2nd verse, ending in a reprise of the intro riff with added guitar/clavinet.

		8:29: 3rd verse (bass and drums), intro riff.

		9:11: Allan's 2nd guitar solo (rising bass vamp as before, sometimes adding the intro groove).

		10:44: 4th verse (bass and drums), intro groove.

		11:15: Electric keys change the groove to a lighter mood, followed by layered keyboard solos.

		12:03: Allan adds some held ornamental motifs, as Tequila vocalizes freely. The song ends in a bluesy cadence.

		

		2. Hot & Sticky (6:17)

		

		This is pretty much the most “rock & roll” Allan has ever gotten. Not a great moment, frankly, but it displays his versatility at least.

		0:00: Drum solo on toms.

		0:54: Piano riffing ushers in a rock and roll blues.

		1:40: Guitar solo, fairly conventional, but does feature a brief tremolo bar exploration.

		5:25: Guitar drops out, replaced by electric piano accents, final cadence, leading to a final toms/hi-hat solo groove.

		

		3. Little Zorro (4:32)

		

		There are no drums on this track. A fairly unpolished piece, the most interesting here may be the subtle chordal slides on Allan's guitar.

		0:00: Slow, somewhat suspenseful bass riff with electric piano ornaments and scattered whispers.

		0:45: Electric guitar enters with lead line, sometimes modulating towards a lighter harmony and some ornamental guitar comping.

		1:48: 2nd lead line refrain, modulation, comping.

		3:01: 3rd refrain, etc.

		

		4. Happy Tears (9:17)

		

		This sensual love song features a violin solo and wah guitar riffing from Allan.

		0:00: Relaxed, soulful rhythm section with vocal ornaments (prologue).

		0:49: Guitar cadence riff signals midtempo soul-jazz main section (add'l clean guitar chords and organ) and 1st verse. Cadence reprise.

		1:25: 2nd verse.

		1:49: Bass accents/ornaments and a snare roll accompany a sung-spoken confessional interlude.

		3:04: Midtempo groove resumes with multi-tracked vocal elements, Allan's muted wah-wah funk guitar and his violin solo on another track.

		4:57: Organ becomes more prominent.

		6:39: Tony's drum solo, as groove continues on clean guitar chords alone (bass and keys drop out).

		8:13: Cadence riff, followed by reprise of opening relaxed atmosphere with vocal, with some added rhythmic bass figures.

		

		5. The Spirit (7:46)

		

		This song has a pretty infectious funk groove, and will later resurface as “Wildlife” on Believe It. Allan's solo in this version follows the normal funk conventions for the most part, with just a moment or two of outside harmonic color.

		0:00: “Doo doo” vocal motif is followed by lyrical lead guitar line (“Wildlife” head fragment) over a tom roll riff, alternating with a funk groove.

		0:58: Vocal verse over midtempo funk groove with chunky rhythm guitar and percolating clavinet.

		3:15: “Wildlife” head melody enters on guitar and keys.

		3:30: Funk groove joined by lead guitar ornaments, leading to guitar solo under intermittent vocal elements. The “Wildlife” head fragments sometimes tend to resurface.

		6:08: Guitar returns to chunky rhythm chords, as drums are briefly featured. Vocal “doo doo” interjections continue as the song fades out.

		

		Interestingly, Tony also recorded a second 1974 album in Sweden with an entirely local band named Pop Workshop. This album (Song of the Pterodactyl) included contributions from Abba's session guitarist Janne Schaffer, and was released on an independent Swedish label.

		

		

		London to New York City

		

		The “Stockholm sessions” were not picked up by any labels, and Allan returned to London to continue with Soft Machine. However, just four months later, Tony Williams finally inked a solid deal with CBS Columbia records. In late March of 1975, Tony invited Allan to come over and stay with him in New York City while he formed a “new” Lifetime band. Allan immediately accepted, despite a scheduled tour with Soft Machine to promote the just-released Bundles.

		

		Roy Babbington (Soft Machine): Anybody who’s a player like that, they want to move on at some time. He did it - just very suddenly. He said that he’d got the offer from Tony and he wanted to go, and we said, ‘Fine, no problem. It’s just that we’ve got a tour coming up, can you do the tour and then we’ll be looking for someone else?’  But in the end he left, actually, like 5 days before a tour. There was a note pushed under the door of the office, saying, ‘I’ve gone to join Tony Williams…’ ⁷⁵

		

		Allan…

		I wish I could have stayed longer because the album was done right at the beginning and we worked together a lot after that. It would have been nice to have recorded another one, but unfortunately that was at the time when I got that opportunity to work with Tony Williams. It was a real terrible thing in a way, because you never get offered anything when you're not doing anything - you always have to make some rough decision. I was really happy playing with the Soft Machine. But the opportunity with Tony just seemed like something I should do. So then I helped try to get Soft Machine hooked up with another guitar player and recommended a couple of guys - actually Ollie (Halsall) was one of them, and also John Etheridge who actually ended playing with them. ⁴⁰

		

		Anyways, after landing in NYC, Allan stayed briefly at a hotel before moving in to Tony Williams' uptown townhouse/rehearsal space.

		

		I got to know him quite well, because when I first moved to New York I was like kind of nervous, obviously, coming from, well, really from Bradford, quickly to London, to New York - they’ve got bars at the windows, they’re shooting at each other, it’s like, haha, it was a little strange. And also the fact that Tony wasn’t really in any hurry to get anything going. I was like, ‘Jeez, let’s do something’, but time would roll by and we would just play with one bass player, and then a few weeks later we’d play with another...⁶³

		

		Allan also recalls meeting a young, then-unknown Jaco Pastorius at this time.

		

		...He showed up one day and it was absolutely unbelievable! I was playing with this guy and said, ‘Jesus!  Who the hell is this, man, this is pretty good!’  And him and Tony, man… But the thing was - it was unbelievable and Tony liked him - but I think he was looking for a different kind of a player. I think he wanted someone who was going to be - like Gordon Beck always used to say - like the ‘railroad tracks’. You got the tracks, then the train, and then the ticket collectors or whatever, but you got to have the tracks. Jimmy (Johnson)’s like that, he lays the tracks down, and like, Gary (Husband)'s the train. If you have a drummer that plays differently like that, then you can have a bass player that plays differently. But ONE of them has to be the tracks though…and in this case it wasn’t going to be Tony! He wanted something else, a different thing, so we didn’t actually end up with Jaco... ⁶³

		

		Believe It!

		

		Nonetheless, Allan’s patience paid off as a powerful band slowly came together...

		

		...Eventually Tony Newton sent Tony a tape and he really liked the guy. And then Tony went off to do a gig one night with a group, I don’t know whose group it was, but Alan Pasqua was in the band, and afterwards I said, ‘Hey Tony, did you hear that piano player? Man, the guy was amazing’, so he said ‘OK’. So he called up Studio Instrument Rentals (SIR) which was a rental place in New York and rented some rehearsal time, and Tony Newton flew in, and Pasqua came, and we just played - and that was the birth of that band!  ⁶³

		

		Pasqua describes his own experience of this period below:

		

		Alan Pasqua: I was playing in George Russell’s big band while I was in college at the New England Conservatory. He asked me and a few classmates to join him in NY to play on his suite called “Living Time” - originally recorded on CBS with the Bill Evans Trio and other greats such as Tony Williams, Joe Henderson, Jimmy Giuffre, Snooky Young, to name a few. Our concert was at Carnegie Hall. I was playing electric piano on the concert, and the stage crew had me set up my gear directly behind a very large yellow drum set...

		

		I had very large amps and George gave me some solos as well. Apparently Allan (who I did not know at the time) was in the audience and after the concert was over, they chatted about the night, and in the course of their conversation, my name came up. A couple of days later Tony called me on Cape Cod, where I was living for the winter, and asked me if I would like to come down to NYC and do some playing. When I got there, both he and Allan were at Tony’s brownstone. We messed around for a few days before Tony Newton arrived on the scene. Tony liked the chemistry between the four of us, and The New Tony Williams Lifetime was born. Then we began the writing and pre-production for Believe It, where we recorded at CBS 52nd street. The album was made in 2 days, first or second takes on everything, no overdubs or fixes of any kind. ⁸⁰

		

		Allan's rehearsals with Tony would have a major impact on Allan's own method of band-leading in the future:

		

		He would just play something for me and we’d work it out on the spot just in the music itself, or I’d go and write my own chart for myself. I learned so much from Tony. He is the reason I never give musicians who play with me any direction on how to approach anything. Tony never did that with me. He would let me dig myself a hole. I’d stand there and say 'What am I supposed to do?' He made me find my own way... I’m trying to do that with my guys now. Each drummer and bass player I use plays every tune differently and I think they enjoy that and I do, too, when everything is working. Tony was that way. He wanted us to do our own thing. He was not a control freak and was very loose. ⁶³, ⁶⁵

		

		We played like we were rehearsing. Alan and I figured out later that in some of the heads, we weren’t even playing the same thing! Sometimes we’d play a head or a part, then later on I’d realize I hadn’t been playing the same notes as Pasqua. It was loose, that gave it something as well. It was organic. ⁸¹

		

		The album Believe It was recorded in July of that year, with dates on the East Coast and the Midwest soon following. Guitarist Joe Satriani vividly recalls one early performance:

		

		Satriani: To witness him playing with Tony Williams’ band, a Gibson SG around his neck, Small Stone Phaser and Marshall stack in tow, at the intimate club My Father’s Place in Roslyn, NY, was something I’ll never forget. He ripped a hole in the guitarist’s space-time-continuum that night! And we’ve never been the same. ⁶⁴

		

		During this period, Allan also began educating himself in the recording studio to a greater degree:

		

		I started to get an understanding of how to record a guitar when I was with Tony Williams in the Believe It days. By that time, most engineers had come around to recording a loud amplifier. We were working with an incredible engineer named Bruce Botnick (The Doors, film composer Jerry Goldsmith), and he was great at understanding exactly what I was looking for. That's where I learned what kind of mic I wanted to use, and where it goes on the speaker. And that recipe hasn't changed from that day on: a Neumann U87 placed between the center and the edge of the cone. ⁶¹

		

		With Believe It, Allan essentially “landed in America”. He has a featured solo on every track, and applies both crunchy and clean tones for his rhythm guitar parts. Melodically and harmonically, his solos largely stayed “inside” the chords - however the chords of the blowing sections often modulated, which created situations for some more exploratory excursions. However, the more lyrical solos here (found in “Snake Oil”, “Wildlife”, and “Celebration”) support Tony Williams' testament (opening this chapter) to Allan's ability to play clear, “pretty” solos.

		

		It's also important to note that, even aside from being a key record of Allan's artistic development, Believe It was arguably the first “punk-jazz” album ever made (Williams' Emergency being the other contender, I suppose). The songs assembled for the original 6-cut release amounted to an explosion of raw, unfiltered emotion. The unreleased 1974 Stockholm sessions were decidedly under-cooked, and 1976's Million Dollar Legs would end up a bit over-produced, but Believe It perfectly captured that sweet spot of fearless, unselfconscious artistic discovery.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		The New Tony Williams Lifetime: Believe It (1975/2004)

		Recorded July 1975

		

		Allan Holdsworth: Electric guitar

		Alan Pasqua: Electric piano and Clavinet

		Tony Newton: Electric bass

		Tony Williams: Drums

		

		1. Snake Oil (6:30)

		(Tony Newton)

		

		This is Tony Newton’s tune, but Allan has a really nice “buzz-saw” tone on the opening riff here. His brief guitar solo is built from relaxed, melodic figures, but is infused with feeling. However, what’s most interesting here is that his phrases are “metrically modulated” into a half-tempo, giving it a somewhat “floating” feeling. Compositionally, the layering of instrumental elements here is also skillfully crafted.

		0:00: Heavy, stomping bass riff with envelope filter, ending in a lively cadence figure.

		0:13: Riff A: Drums, guitar and keys enter, each playing different layers.

		0:33: Riff B: Based on triplet figures, repeated/harmonized in keyboards.

		1:36: Riff A with new syncopated figure in bass line, then Riff B.

		2:44: Alan Pasqua's keyboard solo over Riff A vamp, then Riff B.

		3:52: Riff A without guitar but featuring drum counter-rhythms/ornaments.

		4:36: Allan's half-tempo guitar solo (fairly motivic and restrained, some panning, feedback).

		

		2. Fred (6:48)

		(Allan Holdsworth)

		

		This song was originally a ballad named “Kinder” (“children” in German), but was sped up when Tony Williams took it on. “Fred” was Allan's nickname for his 1st wife. This upbeat romp enjoyed a revival in the 2006-09 Blues For Tony Holdsworth-Pasqua Williams tribute project (as well as the songs “Proto-Cosmos” and “Red Alert”).

		0:00: Opening drum accents lead to a galloping refrain groove with clean, flanged chords, briefly modulating, and ending in crunchier cadence accents.

		0:42: Refrain reprise, ending in a cadence variation featuring drum and keyboard ornaments.

		1:29: Pasqua's keyboard solo over refrain chords (1st few chords more open) and reprise (Allan comps on clean flanged rhythm).

		3:42: Allan's (slightly flanged) guitar solo, same refrain chords (keyboard only heard during cadences). Solo ends in a fast ensemble rhythmic figure.

		5:37: Opening refrain reprise, ending in crunchy cadence and rave up.

		

		3. Proto-Cosmos (4:02)

		(Alan Pasqua)

		

		This is another classic blowing tune which Allan often included in live performances spanning over 30 years.

		0:00: 3-accent descending fanfare motif, bracketed by solo drum licks, leading to a   rhythmic ensemble figure.

		0:24: Allan's guitar solo over an uptempo, loping groove, accented by reappearances of the fanfare motif.

		1:37: Fanfare with drum licks, followed by Pasqua's keyboard solo (guitar lays out).

		3:22: Opening fanfare sequence reprise, ending in a ritardando coda variation.

		

		4. Red Alert (4:39)

		(Tony Newton)

		

		This is a killer tune with a lot of bite. However, it is also very rich in harmonic modulation, something which can be appreciated by the “connoisseurs” (Tony himself mentions that it employs advanced quartal harmony). Tony also mentions that this song is an homage to the exciting “red alerts” which occurred on Star Trek, one of Allan’s favorite shows.

		0:00: Crunchy, stuttering ensemble riff (with a notable bass counter-line after the first cadence), modulating, ending in a rhythmic cadence figure.

		0:49: Lead guitar solo (no flange) over stuttering riff, modulating back and forth.

		2:13: Keyboard solo, opening with some rising chords (Allan joins with clean flanged guitar comping, then switches to some heavier riff accompaniment figures).

		4:02: Reprise of opening riff, cadence figure, final rave-up.

		

		5. Wildlife (5:22)

		(Tony Williams)

		

		This is a newly-reworked version of “The Spirit” from the unreleased 1974 Stockholm sessions. Allan's brief, “pretty” solo here begins with some proto-Holdsworthian tremolo bar articulation. This tactic would be further developed in the ensuing years.

		0:00: Ballad led by lyrical head melody on lead guitar/keys, leading to cadential harmony.

		0:41: Midtempo funk vamp (very brief).

		0:46: Ballad groove resumes, with measured, lyrical lead guitar solo.

		1:43: Head (ballad) reprise, cadence.

		2:22: Funk vamp returns with simmering keyboard solo.

		4:40: Head ballad reprise.

		

		6. Mr. Spock (6:15)

		(Allan Holdsworth)

		

		Allan's solo here begins to approach the outer space regions he would later be famous for. This song is notable for the guitar-drums “solo vamp” in the back half.

		0:00: Power chord intro, ending in accented cadence figure with lead guitar top line.

		0:55: Uptempo 2-chord funk vamp with keyboard solo (guitar lays out).

		3:06: Beat opens up, leading to guitar solo (keys lay out). Uptempo groove eventually resumes.

		4:16: Guitar loops the repeating 2-chord vamp as Williams takes a drum solo (keys and bass lay out). Band returns at the end for the last few bars.

		5:21: Reprise of accented cadence figure from opening section, then power chord intro fragment into feedback/drum groove.

		

		7. Celebration (4:01)

		(Williams, 2004 reissue bonus track)

		

		This song sounds like it should really have been performed by a different ensemble...with “downtown” brass perhaps. Allan plays another “leisurely-paced” solo here.

		0:00: Heavy accented intro figure, bluesy cadence.

		0:30: Simmering funk groove with guitar ornaments and organ.

		0:54: Intro reprise. Bluesy cadence.

		1:23: Funk groove joined by keyboard solo.

		1:58: Intruding rhythmic cadence signals a kind of “slinky” guitar solo from Allan over the funk groove.

		2:59: Drum solo over funk groove.

		3:21: Accented intro figure, cadence variation end.

		

		8. Letsby (Mr. Spock) (6:34)

		(Holdsworth, 2004 reissue bonus track)

		

		This song is an alternate take of “Mr. Spock”. Allan's solo is a little longer and even more harmonically adventurous here than on the original released take.

		0:00: Power chord intro, ending in accented cadence figure with lead guitar top line.

		0:47: Uptempo 2-chord funk vamp with keyboard solo (guitar lays out).

		2:43: Beat opens up to set up guitar solo (keys eventually lay out). Uptempo groove eventually resumes.

		4:30: Guitar holds onto 2-chord vamp as Tony Williams takes a drum solo (keys and bass lay out). Band returns at the end for the last few bars.

		5:53: Reprise of accented cadence figure from opening section, then power chord intro fragment into feedback/drum groove.

		

	
		

		
			6: Darkness and Legs
		

		

		Velvet Darkness

		

		Allan spent 1976 touring with Tony Williams and recording two albums in America. However, if the previous year was a triumphant 'zig', then this one was ultimately a disappointing 'zag'. Based on recommendations from guitarist George Benson and reedist Joe Farrell, Creed Taylor of CTI Records gave Allan the opportunity to record his own album. A prolific producer with a long history, Taylor had just produced some George Benson and Joe Farrell albums, and back in 1961 had even produced John Coltrane's Africa/Brass album on Impulse.

		

		Velvet Darkness continued Allan's new relationship with Lifetime keyboardist Alan Pasqua and added a rhythm section comprised of Alphonso Johnson (repaying him for originally bringing Allan to Tony Williams' attention) and Narada Michael Walden (who had just recorded with Jeff Beck and Jan Hammer on Beck's Wired). Recorded over a few days in late May and mid-June at Rudy Van Gelder's NJ studio (the same studio where Coltrane had recorded some of his own greatest records), Allan led the band through several tunes, some of which he had been holding onto for several years (for example, “Floppy Hat”, “Kinder” and “Last May” had all been performed by Allan’s jazz bands on BBC broadcasts between 1972 and 1975). The resulting album is an interesting stepping stone, featuring a brief stylistic “jazz-funk” detour with some real highlights. It also nicely sums up the breadth of his Gibson SG/Marshall stack sound during this period.

		

		Unfortunately, his lack of control over the recording process made the entire experience a negative one and he later dismissed the album as a veritable 'bootleg', and spent years trying to prevent its repeated reissues.

		

		The guy basically said I could record with whoever I wanted to, and I got Alan Pasqua, Alphonso Johnson, and (Narada) Michael Walden, and I thought, wow, this is going to be great. But we were rehearsing in this studio and they just recorded the rehearsing. We never actually got to record the tracks - they just recorded the rehearsals and that was it. When we said, 'Isn’t it time we did those tracks? Again, you know?' No, that was it...! Sometimes, really cool things can happen like that, but generally that would be far more likely if the guys knew everything and were then thrown into the studio playing pieces they were familiar with, rather than going in and struggling. It was a struggle, it sounds like a struggle, and I really felt bad for all the other guys involved, because nobody really got a chance on it. ²⁵, ³³

		

		Although it always remained a point of bitterness for Allan himself, many American fans were nonetheless introduced to Allan through this embryonic record. It's unfortunate that Allan was so traumatized by this experience that he never went back to finish it “properly”. In the fragment above Allan characterizes the session as “a struggle”, and frankly it does sound directionless at times, as if Allan is trying too hard to please too many people at the same time. At least some of the best bits did end up resurfacing as bridges or rhythmic vamps in future songs.

		

		For record collectors, it’s worth mentioning that the 1990 remastered reissue on Epic has a wider stereo spread (but a thinner sound than the original). Additionally, it includes 5 bonus tracks (alternate takes), but the version of “Floppy Hat” found there is actually an alternate version from the one found on the 1976 original release.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Velvet Darkness (1976/1990)

		Recorded May 24-26 and June 18, 1976.

		All songs written by Allan Holdsworth.

		

		Allan Holdsworth: Electric guitar, acoustic guitar, violin

		Alan Pasqua: Piano, electric piano

		Alphonso Johnson: Bass, fretless bass

		Narada Michael Walden: Drums

		

		1. Good Clean Filth (5:26)

		

		The most immediate thing which jumps out on this casual groove is probably Johnson's fuzzy, heavily-filtered bass solo. Allan’s solo is relatively short and conservative, although he does get a bit wilder than usual on the whammy bar.

		0:00: Count-off and drum lick kicks off a heavy lumbering riff which alternates a few times with a rapid unison ensemble section.

		1:02: Sauntering-but-funky blues groove featuring Johnson's fuzz-wah bass solo (with fuzz turned off at end).

		2:29: Reprise of heavy opening riff, followed by funky sauntering groove with Pasqua's keyboard comping (solo) highlighted.

		3:44: Heavy riff followed by Allan's winding, lyrical guitar solo, featuring generous vibrato and tremolo bar bends.

		4:36: Heavy riff, rapid unison figure, heavy riff ending.

		

		2. Floppy Hat (alt) (2:49)

		

		In this pastoral acoustic piece, Allan uses Tony’s girlfriend Tequila’s acoustic guitar, layered on 2 tracks. An earlier jazz rendition was performed in 1972 with the Pat Smythe Quartet.

		0:00: 1st refrain (comped chords in one channel and a lead line in the other), ending in some rapid ornamentation.

		0:36: Reprise of head (ornamented).

		1:03: Solo over a couple refrains.

		2:04: Reprise of head with slightly more aggressive comping (some actual strums!), coda.

		

		3. Wish (4:24)

		

		The melody here will return years later in the song “The Things You See” (renditions with Gordon Beck and I.O.U.). This track features some great drumming from Walden, but is one of the takes which seemingly kind of peters out and is almost definitely an aborted performance.

		0:00: Boisterous drums support a heavy lumbering riff, leading to a modulating head melody, repeat from top.

		1:17: Heavy riff with accented ending.

		1:32: Percolating uptempo groove with keyboard solo (guitar lays out). Electric guitar enters on final turnaround cadence.

		3:19: Swaying opening tempo resumes with power chords led by a guitar top line. Based on subsequent live renditions, the song is supposed to climax on the last guitar note, but accidentally keeps going, leading to some adhoc bass riffing (with modulation).

		

		4. Kinder (3:09)

		

		This is a ballad version of “Fred” (from Lifetime's Believe It), here played on 2 tracks of acoustic guitar. The comping harmonies are nicely developed here, which is less evident on the uptempo “Fred” version. An earlier jazz ensemble rendition was played by the Allan Holdsworth/Ray Warleigh Quintet in 1974 on BBC radio.

		0:00: 1st refrain - one chordal track (with some ornamental harmonics) accompanies a separate lead solo track.

		0:38: 2nd refrain (each successive repeat continues the solo and further develops the chordal accompaniment).

		1:07: 3rd refrain.

		1:49: 4th refrain.

		2:17: 5th refrain.

		2:59: The rhythm track ends with some light harmonics.

		

		5. Velvet Darkness (4:46)

		

		The theme melody quotes the vocal line from 'Igginbottom's “Golden Lakes” (which will later also be reworked as a duo with pianist Gordon Beck). The chromatic descending line reminds me of the Squarepusher tune “Vic Acid”.

		0:00: Fanfare-ish accents lead to a ballad groove, as vocal melody soars in electric guitar, repeat with development.

		1:04: A galloping chromatic bass line supports an overdubbed fretless bass solo, punctuated by fanfare-ish cadences.

		2:00: Keyboard solo.

		3:09: Guitar solo (Allan actually sounds a bit unprepared here).

		4:02: The opening structure is reprised in a variation.

		

		6. Karzie Key (3:13)

		

		Allan's violin solo is nice, but his guitar solo here is great. A version of this theme will later reappear on “Diminished Responsibility” from Allan’s 1981 record with Gordon Beck, The Things You See.

		0:00: Uptempo boogie built off frenetic rhythmic phrases.

		0:19: Breezy, accented funk vamp supports Allan's violin solo. The groove eventually opens up.

		1:53: Allan's electric guitar solo enters (again, pretty out).

		2:48: Reprise of opening frenetic figures.

		

		7. Last May (1:41)    

		

		This is a solo acoustic guitar piece based on arpeggiated chords and some subtle bass figuration. It’s another somewhat brief interlude in the vein of Debussy's piano Preludes. A rendition was also performed in 1975 for a BBC set with the Pat Smythe Quartet.

		0:00: Arpeggiated harmonics.

		0:05: 1st refrain.

		0:24: 2nd refrain.

		0:41: 3rd refrain.

		1:05: 4th refrain.

		1:21: Coda with harmonics.

		

		8. Gattox (4:57)

		

		A jerky opening rhythm section settles down to a more casual blowing sequence (solo chord progression), which will later be utilized several times over the years in different songs (“Stop Fiddlin'“, “Gas Lamp Blues”). Allan’s solo here is probably his most assured take on the album.

		0:00: Drum groove leads to manic, lurching funk groove, then opening up with top line in guitar, ending in cadence power chords, then repeat funk groove, etc., with added keyboard harmonies.

		1:20: A biting guitar solo over modulating, somewhat casual bluesy vamp, ending in cadential power chords.

		3:21: Electric piano solo, stuttering bass then leads to cadential power chords, repeated, ending in loose ending accents.

		

		9. Good Clean Filth (alt. take) (5:41)

		

		In this take, the bass solo is more conservative, but the keyboard and guitar solos are more adventurous.

		0:00: Drum roll kicks off a heavy lumbering riff which alternates a few times with a rapid unison ensemble section.

		0:57: Sauntering but funky blues groove featuring Johnson's bass solo (with envelope filter effects, fuzz-tone turned on only at the end).

		1:58: Reprise of heavy opening riff, followed by funky blues groove with Pasqua's keyboard solo (with added pitch-wheel articulation and effects).

		3:07: Heavy riff followed by guitar solo (starting slowly and then becoming denser), featuring generous vibrato and tremolo bar bends.

		4:56: Heavy riff, rapid unison figure, heavy riff ending.

		

		10. Kinder (alt. take) (3:10)

		

		0:00: 1st refrain - one chordal track (with some ornamental harmonics) accompanies a separate lead solo track.

		0:38: 2nd refrain (each successive repeat continues the solo and further develops the chordal accompaniment).

		1:07: 3rd refrain.

		1:50: 4th refrain.

		2:17: 5th refrain.

		2:59: The rhythm track ends with some light harmonics.

		

		11. Velvet Darkness (alt. take) (4:47)

		

		This version omits the fretless bass solo.

		0:00: Fanfare-ish accents lead to a ballad groove, as vocal melody soars in electric guitar, repeat with development.

		1:04: A galloping chromatic bass line supports subtle accent ornamentation, punctuated by fanfare-ish cadences.

		2:00: Keyboard solo.

		3:09: Scattered chord accents on guitar.

		4:01: The opening structure is reprised in a loose variation. Electric guitar comes in late.

		

		12. Karzie Key (alt. take) (2:18)

		

		This outtake version has no violin or guitar solos from Allan.

		0:00: Uptempo boogie built off frenetic rhythmic phrases.

		0:19: Loose, breezy jam with envelope filter effect on bass (bass/keys ornamentation but no solos).

		1:40: Bass signals eventual return to opening frenetic figures.

		

		13. Gattox (alt. take) (6:48)

		

		In this take, the clavinet keyboard carries the opening funk figure more prominently. Allan and Alan take some extra choruses for their respective solos. Allan also seems to make an accidental premature re-entry of the final cadence.

		0:00: Drum groove leads to manic, lurching funk groove, then opens up with top line in guitar, ending in cadence power chords, funk groove repeats, etc., with added keyboard harmonies.

		1:20: Allan's biting guitar solos over a modulating, somewhat bluesy vamp, ending in cadential power chords.

		4:04: Pasqua's electric piano solo, stuttering bass leads to cadence power chords, repeated, ends in loose ending accents.

		

		2. Floppy Hat (take from the original 1976 vinyl release) (2:49)

		

		0:00: 1st refrain (comped chords in one channel and a lead line in the other), ending in some rapid ornamentation.

		0:36: Reprise of head (ornamented).

		1:04: Solo over a couple refrains.

		2:05: Reprise of head with slightly more aggressive, strummed comping, coda.

		

		

		Million Dollar Legs in Colorado

		

		Later in June of 1976, during a trip to Colorado, Allan contributed guitar tracks to Million Dollar Legs, his second release with Tony Williams' Lifetime band. However, the album did not include any songs from Allan, and instead reflected a much more “commercial” direction, with orchestral overdubs added later in Hollywood. On this album Tony Williams and Tony Newton oversaw the stylistic direction, and the virtuosic, free-wheeling playing of Believe It was replaced by song-oriented funk material aimed at radio airplay. Bassist Tony Newton included a detailed chapter on his time with The Tony Williams Lifetime in his 2012 autobiography Gold Thunder. He reflects on Million Dollar Legs in the (edited) excerpt below:

		

		Tony Newton: After one of our short three-week tours, after about a year into the project, Tony stated that it was time to make a second album. He said that we would be doing it at Caribou Ranch studios in the mountains of Colorado. This studio was owned by the legendary bassist, Jim Guercio, of the super-group Chicago. It was located in the Denver mountains on a very large ranch-type layout…we were at Caribou about three weeks. The recording of the album Million Dollar Legs was done differently than Believe It, the first recording. The recording went relatively smoothly, although it did have its challenges. Just as in the case of the first LP, we each brought in compositions to be considered for recording. This time as it just happened, I brought in more music than the other members. I had been writing the tunes over the vacation-break time that we had after the last tour.

		

		I also still had strong ties to the California Motown family and during this time, I was doing some songwriting and producing with Al Cleveland. Al and I had gotten together to write 'You Did it To Me Baby'. We knew it was commercial because it had a vocal part, for which I sang lead. Tony actually wanted us to cross over to a broader listening audience, so he was 100% for recording 'You Did It to Me Baby', as was the producer-engineer, Bruce Botnick. I also wanted to write something with extended movements and time, as well as orchestral - not classical, but orchestral, meaning using strings, woodwinds, brass and other sound colors and shades. This became 'Inspirations of Love', inspired by a new relationship which was doomed from the start because of bad chemistry...

		

		...We hired the great composer-arranger, Jack Nitzsche, to do the arrangements. Jack had done several famous recordings with the legendary Phil Spector and others... The day finally came to hear the finished mix and it was awesome. This was the day I could finally hear 'Inspirations of Love', which included an extended piece that I wrote for Tony to play a long solo. I also wanted to feature the bass clarinet in a section of the composition doubling with the electric bass. This was a carryover from my days playing bass clarinet and woodwinds in various orchestras when growing up. Jack and I had gotten together previously, and I had described the instrumentation and parts that I wanted to play by specific instruments. Jack conducted the orchestra and as soon as they struck up and started playing, the studio filled up with this glorious sound. The music critics in their reviews didn't seem to appreciate the orchestral sound. I guess they still yearned for the rawness of the Believe It recording. Even though the orchestra wasn't with us on the road, we would still get cheers for our performances of this music. Alan Pasqua was very gifted at creating textures and colorful keyboard soundscapes.

		

		A lot of people expected the second album to be a repeat of the first, bearing the same kind of material. We wanted to continue evolving and exploring new territory. Perhaps if there were a third recording, we may have brought back some of those elements. In any event, the Million Dollar Legs album wasn't as intense or as high energy as our first album together. Who knows, it may have been due to the relaxing ranch energy. ¹⁰⁹

		

		In the '80s, Allan Holdsworth credits could be found on various pop/dance records, essentially featuring a liquid guitar solo “flown in” to the basic tracks. Back here in 1976, Allan's contributions to this particular Lifetime album are closer to those kinds of session projects than the jammed-out ensemble explorations from the previous year. If the band had gotten a famous vocalist for these tunes it's possible this could have been a hit funk-rock record, but as a Lifetime “fusion” album, it couldn't help but be a disappointment to some fans.

		

		Looking past the stylistic change in direction, astute fans could still appreciate that Allan's brief leads here showcased the continuing development of his tremolo bar technique. On this album, Allan also played a newly-acquired Fender Stratocaster, which he would later have drastically modified after returning to England (new neck, pickups, etc.).

		

		Lifetime Lessons

		

		After the completion of Million Dollar Legs, the band continued sporadic touring. However in July, things suddenly went downhill when the Lifetime tour machine ran out of money in San Francisco. Allan was forced to make some sacrifices:

		

		Tony went back to New York to find out why there was no more money and both me and Alan Pasqua had no hotel - we were absolutely out on the street with a suitcase and a guitar. So we went down to the club where we'd been playing and the waitresses there gave us free drinks. We found the guy who had put us up for the night, and we get back to this guy's house in the evening and he said, ‘yeah, you can stay in this bed and you stay in that bed’. And we get back after the club had closed and there were two other guys in those beds! So this went on for three nights, and after the third night I said, ‘Man, I can't hack this anymore', so I took my guitar (the black SG Custom) to the pawn shop and sold it. I bought a ticket with (money from) my guitar from New York to London. I didn't have anything! Just a suitcase. ⁴⁰

		

		Although this episode ultimately ended with a somewhat “hard landing”, Allan’s time with Lifetime provided him with many lessons. The most important thing Allan learned from his time with Tony Williams was the way in which Tony (initially at least) invited band members to contribute to songs in an organic way (later described in more detail by bandmates such as Gary Husband, Jimmy Johnson, Chad Wackerman and Steve Hunt).

		

		Also, Tony's polyrhythmic playing style probably introduced Allan to the idea of a drummer who could interact in a more textural way, rather than as a metric ruler. In just a few years he would eventually find more of this kind of “expressive” playing in young Leeds drummer Gary Husband. Although things in America ended up in some over-booked flats, Allan's return to England would ultimately lead to some key new relationships in both players and gear...

		

		

		So interesting that Allan and I were thrown together in the Lifetime. It really was a perfect marriage of melody, harmony, orchestration and risk taking. Tony often mentioned to us that all the great ones (Miles, Trane, Hendrix) were willing to fail. I think that gave us the courage and inspiration to try things outside the box and not always play it safe. That’s how Tony wanted it. On the edge.

		

		Allan was a sweetheart. Such a sensitive chasp, as he would have said…:) Also mischievously funny as was TW. We spent an amazing year or more together making music, traveling in a freaking station wagon. It was an amazing time…something I will never forget. The music was 100% organic…no typewriter music allowed here. Melody, harmony form and groove ruled. So lucky to have been a part of this legendary band and to stand alongside these trailblazers.

		

		Allan Holdsworth always used to call me and announce himself as “the other Al”. But honestly, he is Allan Holdsworth and I am the other Al….:)

		

		Alan Pasqua, 2020

		

		

		

		

		Song Breakdowns and Commentary

		

		

		

		The New Tony Williams Lifetime: Million Dollar Legs (1976)

		

		Allan Holdsworth: Electric guitar

		Alan Pasqua: Electric piano and Clavinet

		Tony Newton: Electric bass

		Tony Williams: Drums

		

		1. Sweet Revenge (6:07)

		(Tony Williams)

		

		In the future Allan would make a few guest appearances on several synthy pop-rock albums, but this is the earliest example of such a pairing.

		0:00: Somewhat zany, new-wave-ish rock groove with some wobbly keyboard ornaments. Drums play colorful fills throughout.

		1:36: Midtempo groove with accented bass and “breathy” synth motifs, punctuated by guitar power chords and bluesy ornaments.

		2:56: Allan teases some lead figures.

		3:25: Synth solo with clipped guitar power chords (eventually opening back up).

		4:15: Guitar solo, lyrical with some tremolo bar articulation.

		4:55: Power chords, bluesy ornaments resume.

		

		2. You Did It To Me (3:54)

		(Tony Newton, Barry Cleveland)

		

		This track features Tony Newton's vocal performance and overdubbed brass elements.

		0:00: Drum roll kicks off midtempo soul jazz groove.

		0:32: Tony Newton sings 1st verse.

		0:52: Bass-driven cadence, then back to main groove.

		1:12: 2nd verse, bass cadence, main groove.

		1:52: Accented bridge vamp.

		2:23: Keyboard solo over main groove.

		2:41: Main groove resumes, 3rd verse, cadence, etc.

		

		3. Million Dollar Legs (6:40)

		(Tony Williams)

		

		Allan's soloing is split up into three brief sections, separated by funk brass sequences.

		0:00: Uptempo funk groove driven by Clavinet, joined by strings.

		0:37: Guitar and keys enter with lead motif and brass accents.

		0:52: Guitar solo part 1 over a reduced tempo.

		1:09: Opening uptempo funk resumes with added brass swells/accents, followed by lead guitar motif.

		1:53: Guitar solo part 2 over reduced tempo with added brass accents.

		2:09: Uptempo funk/brass swells (extended), lead guitar motif.

		2:54: Guitar solo part 3 with reduced tempo.

		3:11: Uptempo funk/brass swells and accents), lead guitar motif.

		3:55: Keyboard solo over reduced tempo groove.

		4:59: Uptempo funk/brass swells and accents (extended and faded out).

		

		4. Joy Filled Summer (5:53)

		(Tony Newton)

		

		The improvisation vamp here gives the players a little more room to take off, but Allan's solo is sadly a bit short. Tony's drums sound great though.

		0:00: Midtempo soft rock driven by melodic bass, keyboard accents and guitar power chords, cadence.

		0:35: Vocal head motif enters and lead guitar follows.

		1:03: Turnaround with 2 electric guitars.

		1:20: Main groove, head motif, turn around.

		2:05: Modal vamp featuring fuzz organ solo, ending in an ensemble rhythmic figure.

		3:14: Main groove, head motif, turn around.

		3:50: Modal vamp featuring Allan's guitar solo.

		4:22: Allan joins vamp accent as Tony Williams' drums are featured.

		

		5. Lady Jade (4:02)

		(Alan Pasqua)

		

		Pasqua's tune is characterized by panned electric piano textures and orchestral colors...has a somewhat 'filmic' feel.

		0:00: Ballad on electric piano joined by strings/winds.

		0:56: Piano enters with motif as strings develop and Allan adds some subtle volume swells.

		1:46: Electric guitar joins piano motif.

		2:11: Drums enter with dense rolling textures.

		2:47: Allan adds some additional guitar motifs as ensemble climaxes.

		3:00: Reprise of opening electric piano and strings texture.

		

		6. What You Do To Me (7:11)

		(Tony Williams)

		

		Nice funky groove, but Allan's contribution is sadly sparse, aside from the liquid opening solo.

		0:00: Drum groove leads to lurching funk groove soon joined (0:30) by a fiery guitar solo.

		1:20: Head figure on guitars, eventually joined by swelling strings, cadence.

		2:32: Electric piano solo, cadence.

		2:48: Accented bridge with muffled/clipped guitar figures, main groove resumes.

		3:28: Drum solo over groove.

		4:58: Electric piano solo over main groove, supported by swelling strings.

		5:17: Interlude featuring drum rolls and accented keys, swelling strings.

		6:03: Funk groove resumes, fades out.

		

		7. Inspirations Of Love (9:48)

		(Tony Newton)

		

		This suite-like composition mixes a few different textures and grooves, but most notably features Allan's longest solo on the album as well as an unaccompanied Williams drum solo. Allan's guitar solo fittingly incorporates all of his stylistic repertoire up to this point, including legato runs, exotic scalar shapes, tremolo bar articulation and even a few “blues” bends.

		0:00: Churning bass riffing with electric guitar top line, leading to soul jazz cadences (with strings, percussion).

		1:08: Lead guitar ornaments over churning bass vamp.

		1:20: Keyboards (synth and piano) dominate a textural interlude with sporadic rising bass figure.

		3:18: Cymbals enter as piano ends in cascading runs, leading to cadence accents.

		3:49: A midtempo stuttering funk vamp (sweetened by string swells and bass clarinet) supports Allan's guitar solo.

		5:45: Drum solo as bass vamp fades out.

		7:31: Keys and bass gradually return as drum solo winds down.

		8:21: Reprise of churning bass line into opening soul jazz cadences (with electric guitar, strings, etc.)

		9:13: Final cadence and rave up.

		

	
		

		
			7: Gong
		

		

		The French Connection

		

		After the tour mishaps with Tony Williams' Lifetime band in San Francisco, Allan Holdsworth returned to London. Allan soon obtained new management with Nik Powell (formerly with Virgin records), and eventually began a relatively short stint as a member of the latest incarnation of French prog rock group Gong. Just as in his collaborations with Nucleus and Soft Machine, Allan always seemed to find himself in the “twilight” years of these prog-rock bands for some reason...

		

		So that's when this thing came about with Gong. I got this call from Nik Powell, who actually managed me for a while. He split from Virgin Records and wanted to get involved in the video stuff. He really helped me out. In fact, it was Nik Powell who gave me the free studio time on the barge to record the I.O.U. album.

		

		Anyway, Nik Powell said that he had this band, Gong, on their label who were looking for a guitar player. So I said, sure, because at that time it didn't look promising, going back to the land of pawning guitars! So I did. I played with them and was intrigued with the line-up... I thought it was a fascinating group. They (Gong) were all French. It was great - they would have these terrible arguments and I would have no idea what they were going on about! In fact, it was a good thing I couldn't get involved... in fact they were all probably talking about me!  ⁴⁰

		

		This meeting between Holdsworth’s modernistic electric approach and the tuned percussion of Gong is a true “fusion” record, although I think there may be more tension between the two entities than cooperative synergy. Allan's tendency at this time towards more and more “synthetic” scales isn't particularly well-balanced by the “natural” percussion sounds of marimba and vibraphone.

		

		Liquid Sound

		

		However, this album is most remarkable because Allan here seems to have achieved a stylistic landmark in his solos, in particular in his use of the tremolo bar and his application of extended harmony. Up until this point, one could say that Holdsworth was a brilliant guitarist with stunning technique, an individual legato style, and some clever takes on the diminished scale. However, based solely on his first solo on the album (on “Expresso”), he could be declared one of the great 20th century guitar improvisors. Prior to this album, no one had ever before employed tremolo bar articulation and extended harmony in such a lyrical style. The development of this concept can actually be seen as far back as on the first Tempest album (and would continue to develop in huge leaps in the ensuing years), but on this album Allan first perfects his “liquid” sound, and is perhaps where the Holdsworth “thread of lunacy” really begins.

		

		I find it rather hard to talk about my technique to a great extent. I can't say that I sit and think that much about it, although, of course, I do think about music. Like, I'm fascinated by scales. Recently, for example, I sat down and played around with chords and scales trying to find as many different ways of running into chords using different scales as I could. Like, I'll take two triads and play them against each other with as many different notes as I like the sound of between them. Then I tried mixed triads like a major and a minor in different keys so I did one set keeping one key as constant. ⁵

		

		During this period Allan also reestablished ties with guitar luthiers Dick and Gordon Knight, and his new custom Dick Knight Strat (with P.A.F. humbuckers) also helped him make an important step in the evolution of his tone and technique.

		

		I got Dick to make a decent neck for the body that I had, and then I cut out a cardboard scratch plate and generally started work on turning it into the guitar that I wanted. Eventually I cut out the tone controls and reduced the Fender system to just one tone and one volume, because I find simple guitars that much more effective. What I've got now is effectively a Strat with two humbuckers, fitted and arranged so that I can have either pickup but not both. Those original pickups that I fitted were genuine Gibson P.A.F.'s which I'd taken off previous SG's that I'd had. The sound really came up to expectations - it was a very bright guitar, just what I'd always hoped it would be. ⁵

		

		Expresso II

		

		Holdsworth only recorded and toured with Gong for about 5 months in the latter half of 1976, but he later returned to play on a few tracks of the band's next album, Expresso II (1978). It's interesting to chart the development of Allan's solo style here into more exotic harmonic territory (although he didn't contribute any full songs). Bassist/guitarist Hansford Rowe recalls the experience:

		

		Hansford Rowe: When Pierre played Gazeuse! for me in New York City, I heard Allan for the first time. I was into Miles Davis, Chick Corea, Steely Dan, and Earth, Wind and Fire. When I heard Allan’s guitar playing and Pierre’s drumming, I was ready to drop everything and head off to the unknown in Paris. I wrote “Soli” knowing Allan would be soloing. He was as idiosyncratic in the studio then as ever, but also jovial and funny as hell. Allan didn’t really enjoy recording in the normal sense. Recording is a paradox. When being creative, you have to risk breaking things and having accidents. It’s not really creative without some destruction and that causes stress and suffering. We all find ways of managing this. If you don’t, nothing gets finished. Once when we played a show in London with Allan, he had at least 10 pints before going onstage. He played great. We all were pretty resilient in those days. ¹¹⁰

		

		Song-by-song album breakdowns of Gazeuse! (Expresso) and Expresso II appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Gong: Gazeuse! (1976)

		(also known as Expresso in the U.S.)

		

		This formation of Gong consists of a tuned percussion ensemble:

		Pierre Moerlen: Drums, vibraphone, marimba, timpani, glockenspiel

		Benoît Moerlen: Vibraphone

		Mireille Bauer: Vibraphone, marimba, glockenspiel, toms

		Mino Cinélu: Ethnic percussion (congas, African bell-gong, cuíca, triangle, maracas, talking drums, temple blocks)

		

		…complemented with jazz-rock instruments:

		Allan Holdsworth: Electric and acoustic guitars, violin, pedal steel guitar

		Francis Moze: Fretless bass, gong, acoustic and electric piano

		Didier Malherbe: Tenor sax, flute

		

		1. Expresso (5:50)

		(Pierre Moerlen)

		

		This galloping tune is somewhat “Mediterranean”, sometimes treated with flanging, and features an exotic solo from Allan against a backdrop of sparkling vibraphones.

		0:00: Intro: descending harmony line.

		0:04: Accented rising figures expand to main melody groove with added brass ornaments.

		0:35: Descending figures lead to power chord cadence.

		1:01: Allan's guitar solo over 5/4 modal vamp and vibraphone ostinati.

		2:48: Guitar melody develops into variations of the power chord cadence.

		3:37: Sax/bass accents lead to percussion/congas cadenza.

		4:18: Reprise of accented rising figures into main melody groove.

		4:41: Descending figures lead to power chord cadence developed into accented rhythms.

		5:30: Coda based on melody variations, ending with opening harmony line variation.

		

		2. Night Illusion (3:38)

		(Allan Holdsworth)

		

		Hard rock riffing leads into some rhythmic intricacies during Allan's swooping solo. In some ways the heavy riffing here foreshadows the song “Metal Fatigue” (off Metal Fatigue).

		0:00: Leisurely but heavy guitar boogie riff.

		0:23: Melody line in guitar, harmony cadence on multiple guitars.

		0:57: Reprise opening boogie, melody line, harmony cadence.

		1:42: Guitar solo over modulating vamp with some abrupt time changes (includes a harmony cadence interlude).

		2:47: Slow boogie, melody line figure, ending harmony cadence.

		

		3. Percolations, Part 1 (3:51)

		(Pierre Moerlen)

		

		This textural floating piece eventually becomes a vibraphone and marimba duet. “Percolations” appears as one, long 10-minute track in some releases.

		0:00: Vibraphone and percussion, joined by violins (overdubbed by Allan).

		0:31: Main groove, modulating.

		1:03: 2nd refrain with Allan's added pedal steel guitar harmonies.

		2:06: Uptempo drums enter for a brief groove.

		2:22: Vibraphone/marimba highlighted in interlude, eventually slowing down.

		

		4. Percolations, Part 2 (6:02)

		

		This section features vibraphones, drums and timpani, followed by a drum solo.

		0:00/3:53: Gong accent signals rapid marimba ostinato joined by vibraphone, then drums, timpani, building in intensity.

		3:01/6:54: Marimba and vibraphone drop out, leaving a drum and timpani showcase, then snare, followed by full drum solo.

		

		5. Shadows Of (7:43)

		(Allan Holdsworth)

		

		This is another arrangement of the melody line first heard in 'Igginbottom's Wrench's “Golden Lakes” and in “Velvet Darkness”. Allan plays a twisted electric guitar solo in the first part and an acoustic one in the second.

		0:00: (Part 1): Guitar lead line over various grooves/tempos.

		1:06: Malherbe's flute solos over a dense uptempo rhythm groove/vamp with vibraphone ornaments, ending in cadence figure.

		2:43: Allan's guitar solo (some sections with harmonizer effect) over a vamp, cadence.

		4:40: Descending melodic figure developed from solo end cadence figure.

		5:36: (Part 2): Textural/tropical percussion leads to solo vamp reprise with brief acoustic guitar lead.

		5:52: Flute solo over chromatic bass vamp from “Velvet Darkness”, then cadence figure.

		6:28: Fleet-fingered acoustic guitar solo over vamp, cadences.

		6:59: Head figure reprise.

		

		6. Esnuria (7:54)

		(Pierre Moerlen)

		

		This fusion-ey piece highlights Malherbe's tenor sax and Bauer's marimba.

		0:00: Lively drum/percussion groove.

		0:42: Syncopated power chords with added sax ornaments, lead guitar variation, power chords.

		1:33: Bridge with power chords/brass accents.

		1:59: Syncopated power chords, bridge with added guitar/sax ornaments.

		2:41: Pedal harmony with cascading vibraphones, bass and sax ornaments.

		3:19: Flanged sax motif drives a new figure and leads to variations and a solo.

		4:51: Marimba cadenza leads to accented power chords mixed with sax motif.

		5:52: Marimba featured over groove, joined by processed sax accents/cadences.

		7:00: Gradually rising harmony groove with processed sax ornaments, ending in a final rhythmic cadence.

		

		7. Mireille (4:02)

		(Francis Moze)

		

		Allan loosely improvises on acoustic guitar over Moze's exploratory electric piano, followed by a Moze solo.

		0:00: Acoustic guitar solo over impressionistic electric piano, each “refrain” often leading to rising chromatic chords and then resolving.

		2:48: Acoustic piano solo develops previous textures.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Gong: Expresso II (1978)

		Allan only contributes solos to “Sleepy”, “Soli” and “Three Blind Mice” on this album, although all are excellent.

		

		Pierre Moerlen: Drums, glockenspiel, vibraphone, tubular bells

		Benoît Moerlen: Vibraphone, marimba, percussion, claves, xylophone

		Mireille Bauer: Marimba, vibraphone

		Hansford Rowe: Bass, guitar

		

		Guests:

		Allan Holdsworth: Guitar (only on tracks 1, 3, 4, 6)

		Mick Taylor: Guitar

		Bon Lozaga: Guitar

		François Causse: Congas

		Darryl Way: Violin

		

		1. Heavy Tune (6:22)

		

		(Pierre Moerlen)

		

		Allan's only contribution to this song is some chunky rhythm guitar. Mick Taylor plays lead guitar here.

		0:00: Hi-hat opens leisurely-paced funk bass, joined by bluesy guitar riffing. Groove is joined by vibraphone and a brief electric guitar ornament.

		1:35: Vibraphone melody supported by bass-driven groove.

		2:17: Cadence, groove joined by broad lead guitar textures.

		3:04: Groove begins modulating (syncopated with added vibraphone line). Guitar lead develops.

		4:49: Bluesy guitar riffing as lead guitar solos.

		

		3. Sleepy (7:18)

		(Mireille Bauer)

		

		Allan adds a solo to this track. It also features Lozaga on rhythm guitar and Darryl Way's violin solo.

		0:00: Hypnotic vibraphone ostinati.

		0:20: Funky bass and drums enter with textural guitar elements.

		0:38: Allan's guitar solo over groove. Groove gradually opens up.

		1:40: Guitar textures (Allan?) lead to power chords and Darryl Way's violin solo, punctuated by fast rhythmic figures.

		2:54: Vibraphone-driven groove, drums relax, leading to Rowe's filtered bass solo.

		4:11: Bass solo becomes rhythmic pulses, violin solo returns.

		5:11: Accented cadence transition based on rising harmony.

		5:48: Syncopated bass groove, joined by vibraphone motives, Lozaga's clipped funk guitar chords.

		

		4. Soli (7:37)

		

		(Hansford Rowe)

		

		This song features a meaty solo from Allan (he is the sole guitarist on this song) and he has a nice solo-trading section with Benoît's vibraphone.

		0:00: Processed midtempo bass groove joined by vibraphone and drums.

		0:15: Guitar lead line enters, later with added accents.

		0:47: Accented cadences, bass solo over cascading vibraphone, ending in accented cadences.

		2:21: Benoît's vibraphone solo, ending in accented motifs.

		3:49: Allan's guitar solo.

		5:35: Vibraphone and guitar trade solo lines (punctuated by accented motif).

		6:36: Accented cadence leading to lead line reprise, final accented cadence.

		

		6. Three Blind Mice (4:50)

		

		(Benoît Moerlen)

		

		Allan's solo here (uncredited) navigates through some interesting rhythmic figures. A 2017 Gong Expresso PledgeMusic release also included a live 1979 version of this tune with Allan playing on it.

		0:00: Vibraphone figures lead to syncopated uptempo groove.

		0:31: Allan's guitar solo over groove vamp in 7/8.

		1:00: Solo continues over syncopated, accented groove variation (still 7/8). Additional guitar harmony layers enter.

		1:39: Syncopated groove variation, vibraphone solo over groove/variation structure.

		3:00: Accents develop into conga solo over truncated syncopated groove.

		3:42: Vibraphone ostinato over groove, leading to more rhythmic figures/cadences.

		

		Gong: Time Is the Key (1979)

		Allan also drops in a solo on track 9 (“Arabesque Intro”) of the 1979 Gong album Time Is the Key. His contribution there is only a little over a minute long, but it's a nicely idiosyncratic solo, also reflective of the further, more exotic harmonic areas he was exploring at that time. There's a weirdly harmonized solo on track 11's “Esnuria Two” which is probably Allan as well, although it almost sounds more like a guitar synth than a guitar. Contrary to the album credits, however, he is not obviously heard on any other tracks.

		

	
		

		
			III
		

		
			The Stuka Handle and
		

		
			Other Tricky Dick Parts
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			8: Jean-Luc Ponty
		

		

		Enigmatic Ocean

		

		Roughly around the time of his departure from Gong and his arrival in Bill Bruford's Feels Good To Me recording project, Holdsworth was invited to record with fusion jazz violinist Jean-Luc Ponty, who had previously relocated from France to the United States in order to work with John McLaughlin's Mahavishnu Orchestra. Ponty had already hired guitarist Daryl Stuermer for his band, but a few compositions seemed appropriate for a “Holdsworthian” touch.

		

		Jean-Luc Ponty: I played with Tony (Williams) as a trio in a club in Europe. Later I saw that he had a new album, Million Dollar Legs. I got it to hear what Tony was up to, and one of the biggest musical shocks was to discover Allan’s playing on it. How lyrical, how emotional, how inventive and totally new! At the time, I had started my own band, and I was auditioning guitar players, and all the young players were trying to play like John McLaughlin. After Allan was discovered, they tried to play like Allan! But nobody could, really. I was so impressed. So I was writing music for Enigmatic Ocean (1977), and as I was writing a couple of pieces which were very lyrical, I was hearing him playing on it. I called him up and he accepted my invitation for him to come to LA to record on my album...

		

		I remember, I was playing the melody on the violin and hearing him playing (at) the same time. Hearing that guitar sound with my melody on the violin was unreal! I asked him to tour after we released the album, and he came, but he left after a few days - he went back home. I don’t know what he was going through with his family, his wife in England - that’s the kind of guy he was, totally guided by his emotions. ¹¹¹

		

		Daryl Stuermer:

		

		Innerviews: You shared guitar duties with Allan Holdsworth for Ponty’s 1977 Enigmatic Ocean and its accompanying tour. What was that experience like?

		

		Stuermer: Allan is the most original guitarist I’ve ever seen. When he was given a part to solo on, he would start very slowly and work his way up until he became the Allan Holdsworth we all know. I was just amazed by his technique and playing. I had never seen anyone do what he does before. I had seen guys doing hammer-ons using the right hand, but Allan was doing it with his left hand, too. He’s just a total natural and I don’t know where half of his ideas come from, because I had never heard anything like that before. Previously, I had heard Allan on a Tony Williams album called Believe It and was impressed. So when Jean-Luc wanted to have two guitarists trading back and forth, I was happy with that arrangement, and it turned out to be an amazing experience. I was always thinking ‘Wow, where did that come from?' when Allan soloed. Everything he does is so unique and unconventional. I don’t think the guy can play badly.

		

		Innerviews: Was it a challenge for you to integrate your guitar style with his?

		

		Stuermer: It was, but it also opened up some things for me. I thought 'Oh God, no matter how good you get, there’s always going to be someone like Allan who’s going to show you something you never thought of.' Allan is such an incredible, technical player and it was natural that his influence would seep into my own playing. I think his influence even appears on my Go record. I’m playing more fluidly and adventurously than I’ve ever played before, and I would attribute that to being inspired by Allan. ⁸⁸

		

		Allan also had fond memories of this brief collaboration:

		

		Innerviews: When you played in Ponty’s band, it was one of the rare occasions you shared the stage with another guitarist - in this case, with Daryl Stuermer. What was it like to share the lead guitar role?

		

		Allan: It was alright! We’re radically different, so it never turned into a war. A lot of times when you get two guitarists together it’s like dueling banjos.

		

		Innerviews: Stuermer told me he would watch you in awe and that it was a tremendous learning experience for him.

		

		Allan: I was doing the same thing with him. I really thought Daryl was great. I had seen him play as part of Jean-Luc’s band prior to my joining. It was a lot of fun to work with him. The fact that we’re so dissimilar made it work together quite well. ⁶⁵

		

		For Enigmatic Ocean Allan only really contributed guitar leads to four tracks (5, 6, 8 and 11), which continued to enhance his reputation as a “sharpshooter” soloist. His playing here seems very assured and comfortable, but he also seems quite ready to move on and do his own thing. Stuermer's playing makes a very nice contrast, although none of his solos end up being sequenced back to back with Allan’s.

		

		Years later, after Allan had resettled in California in the early '80s, he added some guitar to Ponty's 1983 album Individual Choice. A brief third collaboration would occur decades later in 2007's The Acatama Experience for one track.

		

		Breakdowns of songs from Ponty albums Enigmatic Ocean, Individual Choice and The Acatama Experience appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Jean-Luc Ponty: Enigmatic Ocean (1977)

		

		Jean-Luc Ponty: Electric violin, five-string electric violin, “violectra”, bells, grand piano on “Nostalgic Lady”

		Allan Holdsworth: Lead guitar (5, 6, 8 and 11)

		Daryl Stuermer: Lead and rhythm guitar

		Allan Zavod: Organ, synthesizer, electric piano, grand piano, clavinet

		Ralphe Armstrong: Electric basses, fretless bass on “Nostalgic Lady”

		Steve Smith: Drums and percussion

		

		1. Overture (0:47)

		

		0:00: Droning cymbals/bass start off falling/rising lines on violin/guitar/keys.

		0:27: Head melody over midtempo accented groove.

		

		2. The Trans-Love Express (3:56)

		

		Solos:

		Jean-Luc Ponty: Violin

		Daryl Stuermer: Guitar

		

		0:00: Uptempo main riff characterized by accented riffs and scalar violin figures.

		0:17: Broad melody line, then return to accented riff.

		0:47: Violin solo over two-chord riff groove (with funky rhythm guitar).

		1:30: Accented bridge leads to main riff opening and...

		2:00: Stuermer's guitar solo over main groove.

		2:43: Accented bridge, opening riff reprise.

		3:25: Held chord harmony on filtered keys.

		

		3. Mirage (4:51)

		

		Solos:

		Jean-Luc Ponty: Violin

		Allan Zavod: Synthesizer

		

		0:00: Syncopated keyboard riff (complex triplet feel) joined by wah guitar rhythm and tambourine, percussion. Drums and bass join groove.

		1:02: Violin solo over groove (based on two chord vamp).

		2:13: Modulating bridge with heavy guitar line.

		2:44: Synth solo over main groove vamp.

		3:49: Modulating bridge, opening keyboard-driven texture (drums and bass settle down).

		

		4. Enigmatic Ocean I (2:20)

		

		0:00: Synth and bells begin a majestic fanfare.

		0:52: Syncopated, triplet-based descending motif, modulating and joined by heavy accents and drum rolls.

		1:31: Guitar joins descending figure as midtempo groove establishes. Harmony modulates upwards.

		

		5. Enigmatic Ocean II (3:35)

		

		This track marks Allan's first appearance on the album in a tag-team round of solos with all 4 lead instrumentalists. His style contrasts nicely with the other players, but he doesn't really get enough room here to develop a full statement.

		

		Solos:

		Jean-Luc Ponty: Violin

		Daryl Stuermer: Guitar

		Allan Zavod: Synthesizer

		Allan Holdsworth: Guitar

		

		0:00: Energetic accented groove begins on bass and drums, joined by violin and guitar lead melody, ending in accented cadence.

		0:38: Somewhat “neo-classical” scalar figure on violins.

		0:52: Rising theme on violin and guitar.

		1:14: Violin, Darryl's guitar, synth and Allan's lead play consecutive solo fragments, sequence repeating once.

		2:50: Opening lead melody reprise, ending in rising cadence accents and brief outro lines from Allan.

		

		6. Enigmatic Ocean III (3:43)

		

		Allan's featured solo here is more notable and features some nice tremolo bar articulation right from the start. Harmonically, he colors “inside the lines” for the most part.

		

		Solos:

		Allan Holdsworth: Guitar

		Jean-Luc Ponty: Violin

		

		0:00: Midtempo funk groove.

		0:18: Allan's guitar solo over a two-chord vamp.

		1:43: Violin solo.

		2:50: Fast accented rhythm with top line in guitar and violin, leading to the harmony figure from the end of Part I.

		

		7. Enigmatic Ocean IV (2:24)

		

		0:00: Drum roll kicks off reprise of modulating, syncopated keyboard figure and accents from Part I.

		0:40: Guitar joins descending figure as midtempo groove establishes itself. Harmony modulates upwards.

		1:42: Violin and guitar trade melody figures derived from modulating keyboard theme.

		

		8. Nostalgic Lady (5:20)

		

		Allan has another beautifully-paced solo on this track (another 2-chord vamp). This song also features Ponty on acoustic piano and Armstrong on fretless bass.

		

		Solos:

		Jean-Luc Ponty: Violin

		Allan Holdsworth: Guitar

		

		0:00: Falling theme on keys/piano and bass joined by violin/guitar line, developed.

		0:35: Midtempo syncopated groove with harmony top line A on violin/guitars.

		1:09: Violin solo over syncopated groove.

		2:26: Harmony melody line variation B of opening theme.

		3:00: Allan's guitar solo over vamp.

		4:15: Harmony melody line variation B of opening theme, then melody A on violin/guitars.

		4:48: Opening falling theme reprise.

		

		9. The Struggle of the Turtle to the Sea I (3:32)

		

		Solo: Allan Zavod: Synthesizer

		

		0:00: Relaxed, accented groove A joined by short melodic motifs on guitar and violin.

		0:59: Midtempo cadence, developed into a galloping groove.

		1:34: Rising/falling figures followed by Zavod's synth solo over the galloping groove.

		3:06: Rising/falling theme, final chord.

		

		10. The Struggle of the Turtle to the Sea II (3:33)

		

		Solo: Jean-Luc Ponty: Violin

		

		0:00: Piano ballad joined by held harmonies, bass accents, harmony line.

		0:44: Heavy falling figure leads to violin tremolo texture, keyboard cadenza

		1:23: Modulating groove based off preceding keyboard figure.

		1:43: Accented groove A (from Part I) supports violectra solo.

		3:17: Guitar joins for final cadence.

		

		11. The Struggle of the Turtle to the Sea III (6:05)

		

		Allan gets the final word in the relaxed-yet-virtuosic outro solo here, over another 2-chord vamp.

		

		Solos:

		Ralphe Armstrong: Bass

		Daryl Stuermer: Guitar

		Steve Smith: Drums

		Allan Holdsworth: Guitar

		

		0:00: Uptempo funk groove featuring bass solo.

		1:04: Bass adds envelope filter and fuzz to solo sound.

		2:26: Stuermer's guitar solo.

		3:58: Accents support drum cadenza.

		4:13: Rhythmic ensemble cadence leading to harmony lines and rising/falling theme (from Part I) reprise.

		4:57: Allan's guitar solo (faded out).

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Jean-Luc Ponty: Individual Choice (1983)

		

		Jean-Luc Ponty: Violin

		Allan Holdsworth: Guitar

		Randy Jackson: Bass

		Rayford Griffin: Drums

		

		5. Nostalgia (5:00)

		

		This is a synth and violin composition created by Ponty with added guitar from Allan Holdsworth.

		0:00: Keyboard riff and background chords, joined by lead violin line, harmonized by guitar.

		1:15: Guitar solo over modulating variations of main riff.

		2:44: Violin solo, sometimes with delay.

		4:17: Melody line reprise.

		

		7. In Spite Of All (Quartet) (5:57)

		

		0:00: Midtempo groove with clipped guitar chords, leading to theme with falling figures. Guitar and violin echo figures.

		1:13: Guitar solo.

		2:37: Chordal accents leading to violin solo.

		4:14: Chordal accents with drum ornaments.

		4:48: Violin and guitar trade licks.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Jean-Luc Ponty: The Acatama Experience (2007)

		

		Jean-Luc Ponty: Violin, keyboards, synthesizer, effects

		Allan Holdsworth: Guitar

		William Lecomte: Piano, keyboards

		Guy N'Sangue: Bass guitar

		Thierry Arpino: Drums

		Taffa Cissé: Percussion

		

		4. Point of No Return (6:45)

		

		JLP considers this his favorite solo contribution from Allan, and it's not hard to see why.

		0:00: Piano-driven opening theme, joined by violin top line, then harmonized, ending in accented cadence with violin ornaments.

		1:16: Violin solo over modulating harmony, ending in accented cadence, reprise of opening structure.

		3:13: Allan's (mature) guitar solo over a two-chord vamp.

		4:38: Opening theme in a thicker orchestration.

		5:01: Violin and guitar trade solo fragments.

		5:35: Accented cadence, reprise of opening structure, coda.

		

	
		

		
			9: Feels Good To Me
		

		

		
			[image: Bill Bruford, Allan Holdsworth.
(Credit: Eddie M. Coralnick)
]
		

		Bill Bruford, Allan Holdsworth.
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		Bill Bruford

		

		After returning from his stint with Gong, Holdsworth continued playing jazz club dates in London from the beginning of 1977. By this time, drummer Bill Bruford (Yes, King Crimson, Genesis) had become a fan of Allan’s prodigious talents through his appearances on Gong’s Gazeuse! and the Tony Williams album Million Dollar Legs. He eventually caught Allan at some London jazz combo gigs (see Chapter 14) and approached him about a future project:

		

		Bill Bruford: ...Allan had certainly asked me to play in a pub in Putney (South-West London) sometime around then with Ray Warleigh. Of course, by now I knew enough about his talent to be hugely impressed, and to think that if ever the opportunity arose, if ever I could find a vehicle big enough to contain him, I'd give him a call... ⁷⁷

		

		Bruford composed his first solo album Feels Good To Me during the first half of 1977, with National Health keyboardist Dave Stewart's assistance. Allan and National Health bassist Neil Murray (filling in for Jeff Berlin) then ended up joining Bruford and Stewart for some rehearsals in May and July. Bill reminisces about Allan's time in the Bruford band in his 2009 autobiography:

		

		Bruford: Guitarist Allan Holdsworth, like bassist Jeff Berlin, was clearly developing something on his instrument that involved huge leaps forward. There was the liquid hammering-on technique in the left hand, by which perhaps only one in three or four notes are struck, with the rest hammered on, by just hitting the fingers on the frets. There were the spectacular leaps in intervals — Allan had given me Nicolas Slonimsky's Thesaurus Of Scales And Melodic Patterns as a Christmas gift, and he was by now a leading authority in the arcane world of palindromic canons, sesquitone progressions, and the like. Allan brought forward this heavy armament, more commonly found in classical composition, as source material for improvisation in rock and jazz groups. There was the whammy bar, more commonly known as the tremolo arm, which invested his work with so much passion. Just as it seemed the notes could go no further, the phrase would spin off into the ether with the crying vocal inflection caused by momentarily altering the pitch of all the guitar strings. There was his sound - a beautiful, passionate thing -  (but) not always readily available: many was the night you could find Allan, soldering iron in hand, five minutes before the audience was let into the hall, wiring together three complaining amplifiers, their guts spilling out onto the stage, solder and screws everywhere. ⁹⁰

		

		Although Neil Murray helped out in early rehearsals, Jeff Berlin eventually arrived to take the bass chair on the studio date. Allan had already met Jeff briefly when he and Tony Williams were auditioning bass players for Tony's New Lifetime in 1975 (He's a killer. He's gonna scare a lot of people. Really lethal. ³). Jeff Berlin talks about Bruford's intuitive approach below: 

		

		Berlin: Bill played a chord on a piano and there was a note that clashed. The harmony book says you shouldn't play those two notes together. I mentioned that to him and he said 'Well, I like the way it sounds.' That little line absolutely changed my life because it made sense. It was about how I hear it versus how it ought to be. ¹¹²

		

		Laying It Down

		

		In August (after Allan had returned from completing guitar tracks in Los Angeles for Jean-Luc Ponty's Enigmatic Ocean), studio sessions for Bruford's Feels Good To Me began. During the recording process, Allan was first introduced to the concept of laying down after-the-fact guitar solos to completed rhythm takes, a technique he initially balked at but would eventually embrace in the future for his own records. However, despite his misgivings at this point in time, Allan laid down some brilliant guitar leads, amplified through the studio’s stock Marshall amp.

		

		I had never played a completely overdubbed solo until I recorded with Bill Bruford a few years later. It's so weird, so sterile. You know, you feel like you're outside. When you do solos live, there's a sort of spirit that's so difficult to get in overdub situations. When a band plays together, everybody interacts. And that feels much better to me. If you make mistakes, they don't feel so goofy as when you overdub and foul it up. Live, I try to listen to everything and cue off of everyone in the band… here I just listened to what they wanted, and played. It's hard sometimes, because I can get a mental block. It would be a great advantage to read (music) because when you've got something difficult to remember — even if it's only two or three bars — you can look at it and jog your memory. And sometimes I get so worried about remembering something that I don't remember it. The biggest problem, though, is that I can't write anything down when composing a piece. ⁷

		

		Allan didn't contribute any songs to Feels Good To Me, but he did have to navigate through some interesting rhythmic meters and lengthy unison ensemble figures. However, Allan was no stranger to these kinds of “tricky dick” parts, as he had written some intricate rhythmic parts on his solo album Velvet Darkness (such as in “Karzie Key”) back in 1976.

		

		The completed album set the stage for some of the more structurally-complex music Allan would be involved with in the late '70s. Balancing out the technical prowess on display would be Annette Peacock's poetic, “sprechstimme” vocal delivery, with her voice becoming elevated to that of an alluring 'siren' by the climactic end of the album. From a stylistic viewpoint, Allan's solos seem to have retreated just a bit from the iconoclastic tremolo bar articulations he had achieved on the Gong Gazeuse! album, which may also be due to the more demanding natures of Bruford's rhythms and harmony structures. Allan can be seen playing a red Gibson SG for some of these songs in the 1979 Rock Goes to College video, so the return of the SG may have had something to do with it as well...

		

		No touring for Feels Good To Me really followed (besides one February 1978 performance on The Old Grey Whistle Test ¹³²), since towards the end of 1977 the progressive rock band U.K. would soon have Bill and Allan as charter members.

		

		A song-by-song album breakdown of Bruford's Feels Good To Me appears on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Bruford: Feels Good To Me (1978)

		Recorded August 16-24, 1977

		

		Bill Bruford: Drums, percussion, composition

		Allan Holdsworth: Electric guitar

		Dave Stewart: Keyboards, synthesizers

		Jeff Berlin: Bass

		

		With

		Annette Peacock: Vocals (2, 3, 10)

		Kenny Wheeler: Flugelhorn (3, 7, 9)

		John Goodsall (Brand X): Rhythm guitar (6)

		

		1. Beelzebub (3:22)

		

		Right from the start, Bruford's interest in ensemble rhythmic gymnastics is signaled. Allan's lyrical solo closely navigates the chord changes, but ties it off with a nice “enigma” lick.

		0:00: A section: Syncopated head (forwards and backwards) with accented bass counterpoint, filtered synth layers and tuned metal percussion.

		0:41: B section: Guitar solo 1 (short lead statement), over a broader rhythm, ending in cadenza and accented figure.

		1:02: A section reprise, leading to accented pedal ostinato against rising keyboard chords, developed into a bass/guitar riff (variation of a fragment of the A melody head).

		1:47: Guitar solo 2 (long) over B section rhythm section, adding organ layers, ending in cadenza and accented figure.

		3:01: A section reprise, ending in accented final chord.

		

		2. Back to the Beginning (7:25)

		

		(with Annette Peacock: vocals)

		

		This song starts off very peacefully, but soon breaks off into a nasty, menacing riff, eventually leading to some weird synth-funk grooves for Allan's solo (this time more harmonically adventurous).

		0:00: Impressionistic woodwind-synth lead over celeste/synth textures.

		0:48: 1st verse: heavy stuttering pulses (modulating), vocal enters with brass-synth accents.

		1:26: Cadence, rising accents, cadence.

		1:43: 2nd verse, cadence, accents.

		2:15: Funky accented groove (w. vocal).

		2:34: 3rd verse, developed brass-synth ornaments, cadence, accents.

		3:06: Funky accented groove reprise (with added electric piano accents).

		3:25: See-sawing synth/bass riff with hand percussion, male chant, soon joined by Allan's patiently-constructed guitar solo leading to some complex harmony substitutions (synth plays two-chord harmony after chant ends). Cadence, accents.

		5:52: Funky accented groove (with vocal) as guitar solo fades out.

		6:11: Guitar solo briefly resumes over broadened funk groove (this time more lyrical).

		6:29: See-saw synth riff with added celeste ornaments and vocal chant from Annette.

		

		3. Seems Like a Lifetime Ago (Part One) (2:31)

		

		(with Kenny Wheeler: flugelhorn solo, Annette Peacock: vocals)

		

		This pastoral tune highlights vocal and flugelhorn. No guitar appears here.

		0:00: Slow groove driven by bass riff intro, cadence.

		0:15: Plaintive vocal over relaxed groove in a falling harmony.

		0:41: B verse, vocal continuing over intro riff reprise, cadence.

		1:10: Vocal over relaxed groove, flugelhorn solo takes over.

		1:50: B verse (horn solo continues under vocal), intro riff reprise, cadence, vocal over relaxed groove.

		

		4. Seems Like a Lifetime Ago (Part Two) (4:29)

		

		Another somewhat suspenseful riff surfaces, as Allan contributes some lyrical lead passages. The simmering funk middle section is somewhat reminiscent of Allan's old Nucleus days...however his solo is far more advanced harmonically than back then.

		0:00: Accented/clipped power chords (with narration) transitions to heavy syncopated 5/4 guitar riff and synth-brass stabs.

		0:36: Lyrical guitar solo over synth-texture and riff groove.

		0:59: Syncopated 5/4 guitar riff and synth-brass stabs, joined by synth lead.

		1:32: Impressionistic pedal texture with 8th-note ride cymbal and electric piano ornaments.

		2:03: Guitar and keyboard ornaments intensify as groove ramps up. Guitar lead eventually comes to the front (3:10) as vamp develops.

		3:36: Cadence with solo cont'd, rising accented figure, slow groove melody from Part One (guitar in top line) with celeste ostinato, held and then ending with motif in woodwind synth, final power chord cadence.

		

		5. Sample and Hold (5:12)

		

		This song features some limber bass from Jeff Berlin and more “tricky dick” sections. Allan has a stop-start, lyrical solo over a quick-changing rhythm structure.

		0:00: Midtempo drum groove leads to power chord fanfare figures.

		0:28: Syncopated, melodic layers groove on synth, piano, bass and metal percussion, capped by fanfare figures.

		1:24: Oscillating synth texture, guitar power chord accents, then funky groove with aggressive bass and keyboard ornaments.

		2:10: Power chord bridge, pedal bass texture with modulating electric piano chords, harpsichord/piano string elements.

		2:45: Guitar solo over midtempo two-chord vamp, alternating with pedal bass/keys texture, cadence accents.

		3:42: Syncopated, melodic, layered groove (developed with added vibraphone), fanfare chords (featuring piano).

		

		6. Feels Good to Me (3:53)

		

		(with John Goodsall: additional rhythm guitar)

		

		Although the head melody comes across as being a bit saccharine, Allan's guitar is nicely harmonized at various points in this song (probably a combination of double-tracking and Eventide harmonizer).

		0:00: Rising harmony guitars intro, synth-brass head melody over cheerful, pulsing groove (Goodsall contributes funk guitar riffing), cadence, head melody reprise, cadence.

		1:00: Accented cadence variation, electric piano/synth solos alternating with head cadence fragments.

		1:46: Handclaps lead to pedal piano groove and harmonized guitar lead; groove modulates and is developed with accents.

		2:34: Brief piano ornaments interrupt, leading to melody in piano.

		3:01: Synth-brass head melody, rising harmony intro reprise.

		

		7. Either End of August (5:24)

		

		(with Kenny Wheeler: flugelhorn solo)

		

		This wistful song transitions between 5 beat grooves and a 6-beat variation, then ends in straight time for the lyrical end guitar solo. Berlin plays some nice fretless bass here.

		0:00: Slow, filtered synth chords and hand percussion (Indian bells).

		0:28: 5/8 piano melody enters in a relaxed tempo.

		0:57: Synth melody over 5/8 groove, flugelhorn takes over, then fretless bass, then guitar.

		2:32: Melody changes to fit 6/8, cadence accents.

		3:01: Fretless bass picks up 5/8 melody, joined by piano, flugelhorn solo as guitar plays melody in 5/8.

		3:56: Melody back to 6/8 groove, cadence accents.

		4:24: Lyrical guitar solo over hopeful 4/4 groove, fade out.

		

		8. If You Can't Stand the Heat… (3:26)

		

		This “mutant-funk” workout is built around a zig-zagging rhythmic cadenza which is often led by vibraphone. Allan's solo charges through another fast-evolving rhythmic landscape.

		0:00: Piano/vibraphone rhythmic cadenza, developed and joined by accented bass.

		0:27: Broad synth chords punctuated by bass ornaments.

		0:51: Adventurous guitar solo over broad synth chords.

		1:16: Rhythmic vibraphone cadenza figures with bass accents, cadence.

		1:38: Somewhat “bluesy” guitar solo over funky keys/bass accents, walking bass, and modulating rhythmic grooves.

		2:35: Vibraphone cadenza leads to woody-synth solo over funky bass groove, rhythmic cadenza.

		

		9. Springtime in Siberia (2:44)

		

		(with Kenny Wheeler: flugelhorn)

		

		This piano ballad (featuring Wheeler's majestic flugelhorn) acts as a thoughtful prelude to “Adios a la Pasada”.

		0:00: Piano ballad with flugelhorn.

		1:12: Piano develops theme alone.

		2:06: Horn returns for final melodic statement.

		

		10. Adios a la Pasada (Goodbye to the Past) (8:41)

		

		(with Annette Peacock: vocals)

		

		This piece, alternately exuberant and whimsical, is the high-point of the album, with Allan and Annette's lines engaging in a soaring dialogue at the end.

		0:00: Enigmatic piano arpeggios herald atmospheric, bubbly synth layers with melodic bass and percussion ornaments, uptempo drums fade in under brass-synth accents.

		1:29: Synth melody line over restless bass, as guitar solo slowly (quietly) surfaces from broad counter-lines, continues as modulating groove develops (synth accents enter).

		2:53: Vocal narration over slow falling harmony with melodic bass, drums resume uptempo groove.

		3:20: Guitar solo resumes over uptempo groove leading to cadence accents.

		3:35: Broad, anthemic groove under guitar solo and vocal narration, punctuated by accented rhythmic phrase.

		4:20: Vocal narration over slow falling harmony (reprise) with melodic bass, drums resume uptempo groove.

		4:44: Guitar solo resumes over uptempo groove and brass-synth stabs.

		5:09: Accented cadence developed (guitar solo continues).

		5:42: Broad, anthemic groove (reprise) with guitar solo (continued) and passionate vocal, punctuated by accented rhythmic phrase, vocal ends as lyrical guitar solo continues to ending fade out.

		

	
		

		
			10:
		

		
			U.K.
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		Prog Explosion Superband

		

		In early 1977, drummer Bill Bruford, singer/bassist John Wetton and guitarist Robert Fripp (all ex-members of King Crimson, which had temporarily disbanded in 1974), considered reuniting as a new band, The League of Gentlemen. However, Fripp ultimately backed out, so Bruford and Wetton instead conscripted Allan Holdsworth (who had just recorded on Bruford's Feels Good To Me album). After adding Roxy Music/Frank Zappa keyboardist/violinist Eddie Jobson to fill out this “supergroup”, they named themselves U.K., as their national heritage was the only apparent thing they had in common.

		

		Bruford: Allan's been a favorite musician friend of mine for a long time, and since Fripp eventually didn’t join us, I immediately thought of Allan. In fact, just as I was about to call him, he made a phone call to me and said, 'Say, Bill, we should form a group together. Do you know a good bass player, a good keyboard player and a good singer?' As you can imagine, the deal was quickly concluded, and I'm very happy to work with Allan. Not only is he playing marvelously well, but also because, with him, U.K. is a fresh new band, not just a new King Crimson. ¹¹³

		

		After about two months of rehearsal, U.K.'s debut album was recorded over six weeks at the end of 1977 and the beginning of 1978. The songs were composed in sections, and then assembled into songs in the studio in a fashion similar to that used for Bruford's Feels Good To Me album.

		

		Bruford: The sound engineer thought we'd gone crazy! We first recorded just the drums, then the bass, and so on. With our music, it was possible to do that. Since everyone makes mistakes in the studio, if everyone records their parts individually, they can do it as many times as they like. Of course, we first rehearsed the pieces before entering a studio, so we had a clear idea of how the pieces would sound... But next time I think we’ll do it differently. ¹¹³

		

		Jobson's old boss, Frank Zappa, stopped by to hear the fruits of their labors, and was hugely impressed (Zappa would later become publicly quite vocal about his appreciation of Allan's guitar prowess). Allan himself continued to have mixed feelings about this somewhat sterile studio process, however:

		

		We started with bass and drums mainly. I don't like that way of working at all. We're going to do it different next time. With Bill and U.K., the rehearsals had almost nothing to do with what ultimately went on the records. We just played bits and pieces of songs, and they would shake them up and record them. Then we had to try to reproduce those parts live... With U.K., particularly, we had millions of overdubs, and then we had to try to decide who could play what parts live - because one guy doesn't have four hands, and so on. Again, it comes back to the magical quality of (live) interplay between band members...the closer we came to recording, the more sterile the music sounded...

		

		Some guitar parts for Allan's song “Nevermore” however survived the process:

		

		I already had that song written, but it was an instrumental. I think John Wetton wrote the lyrics. I was doing some layered guitar things in those days, and we just took the guitar parts and he sang them - as opposed to me playing them. I used a distorted sound, all recorded on separate tracks. I wouldn't need to take that approach if I was to harmonize or write vocal melodies, it was just something we tried. I think that song turned out OK. ⁴, ⁷, ⁶⁰

		

		U.K. Tours U.S.

		

		The band toured England in the late spring, and the U.S. during the summer and early fall of 1978. Probably one of the most notable events of this tour occurred when Allan met upcoming star guitarist Eddie Van Halen. The two guitarists crossed paths at a couple of festival gigs and this brief meeting would pay dividends for Allan several years later.

		

		I first met Eddie when I was working with U.K. We did some tour dates with Van Halen in the Midwest. He's great - innovative, a natural musician. I relate to him. There are not many musicians I've felt that way about, whatever the musical idiom. ¹⁶

		

		In 1979, a 23-year-old Eddie Van Halen described his awe for the band, as well as U.K.'s less-than-warm audience reception in the U.S.:

		

		Allan Holdsworth - that guy is bad! He’s fantastic - I love him. He’s got a rock sound. I love his solo in “In the Dead of Night” on the U.K. album. I love the solo in “Hell’s Bells” on One of a Kind. Bill Bruford plays hot on that album. Holdsworth is the best in my book.... U.K. opened for us last year for a few shows. And I never heard of the band U.K. Here we are in Reno, I’m sitting here tuning up, and all of a sudden (in a reverent voice), 'Is that Bill Bruford? Whoa!' All of a sudden I got the chills. I was freakin’ out. All of a sudden Allan Holdsworth walks in. I’m going, 'My God! These guys are opening for us? These guys are veterans!' I mean, they’ve been through it.

		

		They played before us, and they bombed. People hated them. But I’m standing there with tears in my eyes, just getting off, trippin’. It was so good. But it’s like they’re 'artists' - 'I’m playing my art, and I don’t care if you like it or not' - that type of thing, which I think is a real bad attitude. Music is for people. It’s not for yourself. If it is, sit in your room and play it. But if you’re gonna play it for people, you better play something that they’re gonna want to hear, instead of walking up there and pretending like you’re so good and beyond your audience. That’s what they were doing, playing all this off-beat stuff which, to an average person, sounds like mistakes (even though - because I’m a musician - I get off on it and like it and understand what they’re doing). But they bombed, and I couldn’t believe it. ¹¹⁴, 131

		

		Van Halen's criticisms about the band's intentions may come across as a bit crude to prog music fans, but in later years Allan would also describe touring with U.K. as a frustrating experience - even creatively:

		

		Just before I left the band, I used to daydream an awful lot while we were playing all those bits onstage; you know, thinking about a nice pint of beer or something. I was easily distracted. And because I couldn't associate all those bits - they didn't form any kind of cohesive picture in my mind... They weren't real compositions like ‘violin variations’, but bits and pieces thrown together... I wouldn't know if it was tune 3 or tune 6 or what...(also) they wanted me to play the same solos. I said, 'Sorry, no can do.' Once a solo is done, I try something else. In fact, I really get worried if my live solos sound like the ones on the records. ⁷, ¹⁰

		

		Bill Bruford corroborates this schism in his usual wry tone:

		

		Bruford: The difference between Eddie (Jobson) and Allan was, I thought, succinctly drawn when, one day, Eddie asked Allan - one of the best improvisers in the world, for whom improvising was meat and drink - to perform the same solos nightly that he had performed on the preceding album (presumably in the interest of product consistency). Allan's mind utterly failed to compute the origin of this request, so bizarre did it seem. ⁹⁰

		

		Allan and Bill's status in U.K. ultimately ended up in a “Brexit” after Wetton told Bill of Allan’s dismissal near the end of the band's summer 1978 tour:

		

		Bruford: After a spectacular night at Penn's Landing in Philadelphia in front of a crowd of 50,000 people, John announced to me that he and Eddie were going to take the thing in a more pop direction, of which Allan would not be a part, and did I want to continue with them? I declined, and said I would continue my own thing with Allan...We struggled through a few more dates in the autumn, but for me, U.K. was over. John eventually went on to the platinum-selling Asia, and Allan and I went back to London to begin work on my second album, 'One Of A Kind'. ⁷⁷, ⁹⁰

		

		The Music of U.K.

		

		U.K.'s first album sounds exactly like the sum of its hugely talented parts. Allan contributes a substantial number of parts to this album, especially in comparison to the “gunslinging” work he had done on recent albums with Ponty, Gong and Bruford. From a keyboard standpoint, the album is notable for being the first to feature the Yamaha CS80 polyphonic synth (the first with polyphonic 'aftertouch'). Additionally, the song “Nevermore” takes a fascinating detour through the circuits of Trident Studios' ARP 2500 modular synth. Eddie Jobson is spotlighted in these electronic odysseys, as well as on a couple of electric violin solos. Bruford also begins showing a more melodic sense by using pitched roto-toms in his kit starting from these sessions, and Wetton wastes no opportunity to layer his vocal tracks in several harmony choruses.

		

		The result is actually a pretty interesting album, but also bursting at the seams with creative discord. One might also sense that Allan's prodigious talent for more exploratory improvisation was being somewhat “leashed”. His solo in the famous first cut “In the Dead of Night”) is one of his most lauded moments, but for the remainder of the album Wetton and Jobson remind Holdsworth fans that this is no “Lifetime” and long flights of improvisatory fantasy are generally frowned upon. Instead, many songs are structured as seemingly-whimsical episodes of changing grooves and textures (this tendency is demonstrated by the complexity of the song breakdowns on the following pages).

		

		From a gear standpoint, Allan played his Dick Knight-built custom Strat with “chiseled in” Dimarzio-copy Gibson PAF pick-ups, amplified through his Marshall 50W and a pair of 4x12 cabinets. For the acoustic parts on the album, he also used a hollow-body Gibson L-5 guitar (actually an Ibanez copy). On one U.K. promotional video he can also be seen playing a borrowed Gibson Firebird 7.

		

		The Ultimate Collector's Edition

		

		Eddie Jobson's 2016 reissue of U.K.'s discography in the Ultimate Collector's Edition contains three live sets from Allan's time with the band. This tour ambitiously included five new songs which were not heard on the debut album. The new songs feature some nice, edgy leads from Allan, but at the same time the songs continue to highlight complex song structures over live improvisation. This box set also includes a fascinating version of the first U.K. album mixed without the vocal tracks.

		

		Breakdowns of songs from U.K. and The Ultimate Collector's Edition (including 1978 concerts from Boston, Philadelphia and Cleveland) appear on the following pages.

		

		On a final note, in 2004 Allan would revisit this kind of anthemic progressive rock on K² 's Book Of The Dead. Fans of U.K. should definitely seek that record out...

		

		

		

		Song Breakdowns and Commentary

		

		

		

		U.K.: U.K. (1978)

		Recorded and Mixed Dec 1977-Jan 1978

		

		Bill Bruford - Drums, percussion

		Allan Holdsworth - Guitar

		Eddie Jobson - Keyboards, electronics, violin

		John Wetton - Bass, vocals

		

		1. In The Dead of Night I (5:38)

		(Eddie Jobson, John Wetton)

		

		This track was released as a single, and Allan's liquid solo on here turned a lot of heads, especially in America. Eddie Van Halen and Alex Lifeson have mentioned this song's solo as among their favorites, and Yngwie Malmsteen even recorded this tune for his “covers” album. The transition figure is probably one of the catchiest hooks ever written for a 21/8 rhythm (actually 2 bars of 4/4 with a 5/8 turnaround).

		0:00: Syncopated pedal groove in 7/4 joined by synth riff, power chord cadence as synth riff modulates.

		0:28: 7/4 grace-note groove anchored by bass and synth riff, joined by 1st verse.

		1:00: Chorus, opening pedal groove with synth riff.

		1:14: Transition “hook” groove (4/4, 4/4, 5/8) with synth riff, accented cadence with synth arpeggios.

		1:37: Opening pedal groove, power chord cadence.

		1:53: 2nd verse with 7/4 grace-note bass groove, chorus, pedal groove.

		2:29: Transition “hook” groove, accented cadence with synth arpeggios.

		2:52: Opening pedal groove, 7/4 grace-note bass groove (no synth riff).

		3:08: Allan’s guitar solo (in 2 sequences) over 7/4 grace-note bass groove (w. reverse piano/modulating synth accents).

		4:31: 2nd half guitar solo ends as synth riff and chorus begins, opening pedal groove.

		4:45: Transition “hook” groove, accented cadence with arpeggios, pedal groove.

		

		2. In The Dead of Night II: By The Light of Day (4:32)

		(Jobson, Wetton)

		

		This synth-heavy track (mostly in 5/8) features an electric violin solo but no guitar.

		0:00: Arpeggiated/filtered synth layers joined by vocal 1st verse and cymbals.

		0:41: Chorus (theme from “Dead of Night” Part I chorus), 2nd verse.

		1:32: Chorus, drums enter, followed by violin solo over relaxed 5/8 groove and chorus harmony.

		2:29: 3rd verse (harmonized), modulating upwards.

		2:50: Verse melody in synth textures and snare rolls, drums.

		3:51: Synth textures develop.

		

		3. In The Dead of Night III: Presto Vivace and Reprise (2:58)

		(Jobson, Wetton)

		

		A long Bruford-like line (“tricky-dick stuff”) opens this track, leading to a reprise of themes from “Dead of Night” Part I.

		0:00: Uptempo drum groove, winding, staccato synth line with drum/bass accents.

		1:01: Part I pedal groove and synth riff reprise, power chord cadence.

		1:28: Part I grace-note groove (w. vocal verse), chorus, pedal groove.

		2:04: Part I transition “hook” groove, accented cadence with synth arpeggios, final accents.

		

		4. Thirty Years (8:05)

		(Wetton, Jobson, Bill Bruford)

		

		This nicely-structured piece opens with some acoustic guitar textures as well as some Yes-like melodic elements. The second half becomes a bit funkier and Allan delivers a pretty thorny solo (later followed by a very melodic one). The song lyric is about a 30-year old woman who has seen life pass her by.

		0:00: Pastoral synth textures joined by acoustic guitar ornaments.

		0:53: 1st verse (vocals/synth), rising harmony cadence.

		1:34: Acoustic guitar ornaments resume over synth pedal.

		1:52: 2nd verse, rising harmony cadence, modulating bridge.

		3:20 Transition: Drums enter with midtempo groove and a synth head melody, developing.

		3:53: Staccato guitar riff/brass-synth accents, synth solo.

		4:50: Staccato guitar riff/brass-synth accents, guitar solo.

		5:37: Staccato guitar riff (percussion ornaments), joined by vocal and brass-synth accents, cadence.

		6:12: 3rd verse with broad, midtempo groove, rising harmony cadence (accented).

		6:48: Transition reprise in half tempo with guitar taking synth head, ending synth textures.

		

		5. Alaska (4:45)

		(Jobson)

		

		The highlight of this tune is the dramatic synth intro, but it has a nice, pounding follow up section as well. The ending is frenzied precision.

		0:00: Synthesizer overture.

		2:43: Accented fanfare theme with staccato synth accents and a lead guitar motif.

		3:07: Synth/power chord theme.

		3:37: Fanfare theme, power chord theme, fanfare theme.

		4:23: Churning rhythmic cadence, segues directly into “Time To Kill”.

		

		6. Time To Kill (4:55)

		(Wetton, Jobson, Bruford)

		

		This energetic song features some beautiful harmony guitar tracks and a lengthy violin solo over a wide-ranging rhythmic landscape. The vocal chorus is catchy as well.

		0:00: Vocal harmony leads to uptempo 1st verse over upwards modulating pedal, joined by harmonized guitar.

		0:29: Syncopated guitar-driven cadence with staccato synth and fervent vocals.

		0:44: 2nd verse (also with overdubbed harmony guitar).

		1:11: Chorus with harmony vocals/organ/hand claps.

		1:44: Rhythmic ensemble cadence, pedal accents under processed violin solo, accented groove modulates (harmonically and rhythmically), developing as violin solo continues.

		4:18: Chorus with harmony vocals/organ, rhythmic ensemble cadence.

		

		7. Nevermore (8:09)

		(Allan Holdsworth, Jobson, Wetton)

		

		Allan re-purposed an original song of his (“Sunday”) to fit Jobson and Wetton's parts. This cut also has rich harmony guitar layers and a peppy vocal chorus (very '80s-sounding, in fact). Allan and Jobson have a nice “electric duel” before a textural interlude is spotlighted in the second half (created with Trident Studios' ARP 2500 modular synth).

		0:00: Allan duets with himself in this acoustic guitar prelude.

		0:31: Melody on acoustic guitar, supported by synth, cymbals (this part would later be renamed “Sunday” and used as a jazz head with Gordon Beck).

		0:57: Bass pedal pulses lead to 1st verse (with guitar following melody line), punctuating harmony guitar accents.

		1:43: Midtempo chorus groove with harmony vocals.

		1:57: Bass pedal pulses (with midtempo groove) with synth solo.

		2:11: Bass pulses and 2nd verse with piano following melody line, punctuating accents.

		2:28: Midtempo chorus groove with harmony vocals.

		2:52: Arpeggio motif on synth joined by guitar and synth solo trades.

		4:30: Majestic bridge groove with broad vocal harmonies.

		5:18: Electronic ARP synthesizer interlude.

		6:40: Gentle vocals lead to drum ornaments and slow accented groove.

		7:08: “Sunday” melody theme reprise with lead guitar line, synth oscillation texture.

		

		8. Mental Medication (7:26)

		(Holdsworth, Bruford, Jobson)

		

		The opening guitar parts are very characteristic of Allan's developing comping style (and which would fully flower in I.O.U.). The rest of the song is chock full of schizophrenic mood-swings as far as grooves, textures and cadences go (which may be why the band never played it live).

		0:00: Clean guitar figures (“sweetened”), joined by a main vocal melody (violin and synth ornaments).

		1:15: Midtempo vocal groove A with piano ornaments and accented cadences.

		1:46: Scalar interlude based on rising/falling figures (with piano).

		2:03: Midtempo vocal groove A with accented cadences (no piano ornaments).

		2:35: Variations of scalar interlude in new plodding rhythm/tempo with a brief guitar solo, ending in brief reprise of opening figures in harmony guitar lines.

		3:17: Falling scalar run leads to accented uptempo mutant-funk groove and 2nd brief guitar solo (piano ornaments), scalar figures, accented groove.

		4:08: Cadence to more open groove (variation of groove A) featuring synth lead line.

		4:32: Accented synth/bass pulses lead to accented groove again with violin solo (and scattered clean guitar ornaments), variation of groove A, accented groove.

		5:41: Cadence to variation of groove A, harmony guitar cadence.

		6:07: Main vocal melody over harmonized guitar and snare rolls, developed into a descending harmony cadence, fading synth textures.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		U.K.: The Ultimate Collector's Edition: Live in Boston

		Paradise Club, July 11, 1978

		

		This show is notable amongst these releases for including 3 new songs: “The Only Thing She Needs”, “Carrying No Cross”, and “Caesar's Palace Blues”.

		

		1. Alaska (3:41)

		

		0:00: Synthesizer overture.

		1:40: Accented fanfare theme with staccato synth accents and guitar lead motif.

		2:05: Synth/power chord theme.

		2:36: Fanfare theme, power chord theme, fanfare theme.

		3:24: Churning rhythmic cadence, segues directly to “Time To Kill”.

		

		2. Time To Kill (5:09)

		

		0:00: Vocal harmony leads to uptempo 1st verse over upwards modulating pedal, joined by guitar motif.

		0:29: Syncopated guitar-driven cadence with staccato synth and fervent vocals.

		0:44: 2nd verse (power chords, ornaments).

		1:11: Chorus with harmony vocals.

		1:44: Rhythmic ensemble cadence, pedal accents under processed violin solo, accented groove modulates (harmonically and rhythmically), developing as violin solo continues.

		4:21: Chorus with harmony vocals, rhythmic ensemble cadence.

		

		3. The Only Thing She Needs (7:21)

		

		0:00: Accented (“creeping”) riff, joined by synth counter-figure, turning into full creeping groove.

		0:51: Groove based on zigzag rhythmic figure and pedal accents, fanfare cadence.

		1:26: Creeping groove, zigzag theme with 1st verse, fanfare cadence.

		2:19: Organ cadence, falling accented pedal.

		2:40: Opening creeping texture, synth counter, zigzag theme with 2nd verse, fanfare cadence.

		3:48: Organ cadence, falling accented pedal.

		4:09: Guitar solo over half-tempo, modulating pedal groove.

		5:25: Allan's solo becomes comping figures as groove becomes a loose funky version of creeping theme, rising organ harmony with continued guitar solo and increased energy, ending in heavy chord accents.

		

		4. Carrying No Cross (10:01)

		

		0:00: Fanfare swell leads to synth-driven ballad vocal with scattered snare accents.

		1:23: Clean guitar ornaments over a light groove.

		1:48: B vocal section leading to 2nd verse.

		2:33: Rapid bass pulses lead to a midtempo, modulating pedal groove, punctuated by rhythmic figures.

		4:08: Light groove with synth solo featured (some electric guitar comping), cadencing and modulating.

		5:25: Guitar briefly joins synth lead in a unison melodic theme.

		5:44: Stuttering bass-driven groove with loose guitar/synth ornaments, guitar eventually joins bass.

		6:54: Piano ostinato with percussion textures leads mutant funk groove, rhythmic figures/cadences.

		7:50: Modulating pedal groove reprise, light organ-driven groove with guitar solo featured.

		8:50: 3rd verse vocal with scattered snare accents, final chord.

		

		5. Thirty Years (8:40)

		

		This version features a slightly extended guitar solo.

		0:00: Pastoral synth textures joined by acoustic guitar ornaments.

		1:00: 1st verse (vocals/synth), rising harmony cadence.

		1:39: Acoustic guitar ornaments resume over synth pedal.

		1:59: 2nd verse, rising harmony cadence, modulating bridge.

		3:21 Transition: Drums enter with midtempo groove with synth head melody, developing.

		3:54: Staccato guitar riff/brass-synth accents, synth solo, staccato guitar riff/brass-synth accents.

		5:04: Guitar solo over staccato riff, continuing over midtempo transition groove.

		6:24: Staccato guitar riff (drum ornaments), joined by vocal and brass-synth accents, cadence.

		7:01: 3rd verse with broad, midtempo groove, rising harmony cadence (accented).

		7:40: Transition reprise in half tempo with guitar solo based on head, ending synth textures.

		

		6. By The Light Of Day (1:21)

		

		This version starts near the end of the album version but has some added guitar ornaments.

		0:00: Synth textures develop theme with the help of guitar lead line.

		0:32: Final synth cadence, snare roll.

		

		7. Presto Vivace (1:17)

		

		This version cuts off just before the Part 1 reprise (which would be replaced by Part 1 proper).

		0:00: Uptempo drum groove, winding, staccato synth line with drum/bass accents.

		

		8. In The Dead Of Night (6:33)

		

		0:00: Syncopated pedal groove in 7/4 joined by synth riff, power chord cadence as synth riff modulates.

		0:29: 7/4 grace-note pedal groove anchored by bass and synth riff, joined by 1st verse.

		1:02: Chorus with synth line, opening pedal groove with synth riff.

		1:17: Transition “hook” groove (4/4, 4/4, 5/8) with synth riff (on electric piano), accented cadence with synth arpeggios.

		1:40: Opening pedal groove, power chord cadence.

		1:57: 2nd verse with 7/4 grace-note bass groove, chorus, pedal groove.

		2:34: Transition “hook” groove, accented cadence with synth arpeggios.

		2:57: Opening pedal groove, 7/4 grace-note bass groove (no synth riff).

		3:13: Allan's guitar solo over 7/4 grace-note pedal bass groove (w. textural, modulating synth accents).

		4:38: Guitar solo ends as chorus enters, opening pedal groove.

		5:04: Transition “hook” groove, accented cadence with arpeggios, final accented cadence/rave-up.

		

		9. Caesar's Palace Blues (4:29)

		

		This cheerful romp in 5/4 has Allan adding some artificial harmonics to his part, but unfortunately doesn't feature a guitar solo.

		0:00: Midtempo, lilting/syncopated synth riff/melody with counter guitar accents, developed, rhythmic cadence.

		1:10: 1st verse over syncopated riff, cadence with violin in top line.

		1:44: 2nd verse with syncopated riff, cadence with violin in top line.

		2:39: Distorted violin solo over syncopated groove riff, bass modulates and develops into a broader groove.

		4:03: Rhythmic cadence leads to accents, final cadence.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		U.K.: The Ultimate Collector's Edition: Live in Philadelphia

		Penn's Landing, August 8, 1978

		

		This show is notable for including two new songs which would later be rerecorded for Bruford's One Of A Kind LP: “Forever Until Sunday”, and “Sahara of Snow Pt 1 & 2”. Right after this show is when Bill Bruford was informed that Allan was to be fired.

		

		1. Alaska (3:39)

		

		0:11: Synthesizer overture.

		1:40: Accented fanfare theme with staccato synth accents and guitar lead motif.

		2:05: Synth/power chord theme, fanfare theme, power chord theme, fanfare theme.

		3:22: Churning rhythmic cadence, segues directly to “Time To Kill”.

		

		2. Time To Kill (5:23)

		

		0:00: Vocal harmony leads to uptempo 1st verse over upwards modulating pedal, joined by guitar motif.

		0:29: Syncopated guitar-driven cadence with staccato synth and fervent vocals.

		0:45: 2nd verse (power chords, ornaments), chorus with harmony vocals.

		1:43: Rhythmic ensemble cadence, pedal accents under processed violin solo, accented groove modulates (harmonically and rhythmically), developing as violin solo continues.

		4:15: Chorus with harmony vocals, rhythmic ensemble cadence.

		

		3. The Only Thing She Needs (7:21)

		

		0:00: Accented (“creeping”) riff, joined by synth counter-figure, turning into full creeping groove.

		0:50: Groove based on zigzag rhythmic figure and pedal accents, fanfare cadence.

		1:23: Creeping groove, zigzag theme with 1st verse, fanfare cadence.

		2:15: Organ cadence, falling accented pedal.

		2:35: Opening creeping texture, synth counter, zigzag theme with 2nd verse, fanfare cadence.

		3:41: Organ cadence, falling accented pedal.

		4:01: Guitar solo over half-tempo, modulating pedal groove.

		5:15: Allan's solo becomes comping figures as groove becomes a loose funky version of creeping theme, rising organ harmony with continued guitar solo and increased energy, ending in heavy chord accents.

		

		4. Carrying No Cross (10:04)

		

		0:00: Fanfare swell leads to synth-driven ballad vocal with scattered snare accents.

		1:24: Clean guitar ornaments over a light groove, B vocal section leading to 2nd verse.

		2:33: Rapid bass pulses lead to a midtempo, modulating pedal groove, punctuated by rhythmic figures.

		4:08: Light groove with synth solo featured (some electric guitar comping), cadencing and modulating.

		5:24: Guitar briefly joins synth lead in a unison melodic theme.

		5:42: Stuttering bass-driven pedal groove under synth solo, rhythmic cadence.

		6:56: Piano ostinato with percussion textures leads to mutant funk groove, rhythmic figures/cadences.

		7:47: Modulating pedal groove reprise, light organ-driven groove with guitar solo featured.

		8:46: 3rd verse vocal with scattered snare accents, final chord.

		

		5. Forever Until Sunday (6:02)

		

		This song would later be re-arranged for Bruford's One Of A Kind. This early live version has a guitar intro instead of the Bruford synth intro. The ending sequence is a bit reminiscent of Bruford's “Adios a La Pasada”.

		0:00: Clean arpeggiated guitar figures, joined by violin/bass head melody in a slow groove.

		1:28: Electric violin solo over modulating groove variations, violin returns to head.

		2:28: Midtempo groove with insistent fuzz bass, synth power chords leading to synth theme, cadence.

		3:16: Syncopated heavy guitar riff with accented piano, leading to guitar solo supported by bubbling bass and synth theme, cadence.

		4:07: Head (reprise) with guitar in lead line, developed into a lyrical guitar solo, noble end cadence (“thanks to the crew”, etc.).

		

		6. Thirty Years (8:08)

		

		0:00: Pastoral synth textures joined by acoustic guitar ornaments.

		0:43: 1st verse (vocals/synth), rising harmony cadence, acoustic guitar ornaments resume over synth pedal.

		1:38: 2nd verse, rising harmony cadence, modulating bridge.

		2:57: Transition: Drums/fuzz bass enter with midtempo groove with synth head melody, developing.

		3:28: Staccato guitar riff/brass-synth accents, synth solo, staccato guitar riff/brass-synth accents.

		4:25: Guitar solo over staccato riff, continuing over midtempo transition groove.

		5:52: Staccato guitar riff (drum ornaments), joined by vocal and brass-synth accents, cadence.

		6:29: 3rd verse with broad, midtempo groove, rising harmony cadence (accented).

		7:06: Transition reprise in half tempo with guitar solo based on head, ending synth textures/snare roll.

		

		7. By The Light Of Day (1:14)

		

		0:00: Drums lead to synth textures, theme developed with the help of guitar lead line.

		0:33: Final synth cadence, snare roll.

		

		8. Presto Vivace (1:23)

		

		0:00: Snare roll into uptempo drum groove, winding, staccato synth line with drum/bass accents.

		

		9. In The Dead Of Night (7:31)

		

		0:00: Syncopated pedal groove in 7/4 joined by synth riff, power chord cadence as synth riff modulates.

		0:28: 7/4 grace-note pedal groove anchored by bass and synth riff, joined by 1st verse.

		1:01: Chorus with synth line, opening pedal groove with synth riff.

		1:15: Transition “hook” groove (4/4, 4/4, 5/8) with synth riff, accented cadence with synth arpeggios.

		1:38: Opening pedal groove, power chord cadence/modulation with guitar ornaments.

		1:54: 2nd verse with 7/4 grace-note bass groove, chorus, pedal groove.

		2:31: Transition “hook” groove, accented cadence with synth arpeggios, opening pedal groove, 7/4 grace-note bass groove (no synth riff).

		3:09: Allan's guitar solo over 7/4 grace-note pedal bass groove (w. textural, modulating synth accents).

		4:43: Guitar solo ends as chorus enters, opening pedal groove, transition “hook” groove, accented cadence with arpeggios, final accented cadence/rave-up (audience clapping).

		

		10. The Sahara Of Snow (9:39)

		

		This song would also later be re-arranged for Bruford's One Of A Kind album (with added layers of marimba). In this early version the guitar takes more lead spots.

		0:00: (Part 1) Swelling synth/percussion textures with abstract figures in clean guitar/fuzz bass, percussion groove surfaces as a midtempo vamp.

		2:26: 7/8 drum groove based on piano vamp, modulating with guitar solo.

		3:08: Lead guitar melody enters over a churning groove, bridge cadence.

		3:55: Pulsating synth interlude with fuzz bass ornaments.

		4:29: 7/8 piano groove reprise with more guitar solo, lead guitar melody reprise, bridge cadence.

		5:44: (Part 2) Groove based on even (hammered) accents, joined by clipped rhythm guitar figure, piano accents.

		6:32: Guitar solo over accented groove (modulating rhythm).

		7:45: Lead guitar melody reprise, developed.

		8:52: Final rave-up.

		

		11. Caesar's Palace Blues (5:14)

		

		In this version the accented guitar part more closely follows the synth line.

		0:00: Midtempo, lilting/syncopated synth riff/melody with guitar accents, developed, rhythmic cadence.

		1:07: 1st verse over syncopated riff, chorus cadence with violin in top line.

		1:40: 2nd verse with syncopated riff, chorus cadence with violin in top line.

		2:31: Processed violin solo over syncopated groove riff, bass modulates and develops into a broader groove.

		3:53: Rhythmic cadence leads to accents, final cadence.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		U.K.: The Ultimate Collector's Edition: Live in Cleveland, Ohio

		Agora Ballroom, September 18, 1978

		

		At this point Allan and Bill had already been fired from (or quit) the band and were only playing for contractual reasons. However, this didn't prevent the band from delivering a great performance. Ironically, they sound more like a cohesive band here than ever before, despite the behind the scenes drama.

		

		1. Alaska (4:13)

		

		0:00: Synthesizer overture.

		2:13: Accented fanfare theme with staccato synth accents and guitar lead motif.

		2:38: Synth/power chord theme, fanfare theme, etc.

		3:56: Churning rhythmic cadence, segues directly into “Time To Kill”.

		

		2. Time To Kill (5:44)

		

		0:00: Vocal harmony leads to uptempo 1st verse over upwards modulating pedal, joined by guitar motif.

		0:29: Syncopated guitar-driven cadence with staccato synth and fervent vocals.

		0:44: 2nd verse (power chords, ornaments), chorus with harmony vocals.

		1:43: Rhythmic ensemble cadence, pedal accents under processed violin solo, accented groove modulates (harmonically and rhythmically), developing as violin solo continues.

		4:15: Chorus with harmony vocals, rhythmic ensemble cadence.

		4:52: Applause.

		

		3. The Only Thing She Needs (7:30)

		

		0:00: Accented (“creeping”) riff (clean guitar), joined by synth counter-figure, turning into full creeping groove with crunchy guitar.

		0:51: Groove based on zigzag rhythmic figure and pedal accents, fanfare cadence.

		1:25: Creeping crunch groove, zigzag theme with 1st verse, fanfare cadence.

		2:17: Organ cadence, falling accented pedal.

		2:37: Opening creeping texture, synth counter, zigzag theme with 2nd verse, fanfare cadence.

		3:45: Organ cadence, falling accented pedal.

		4:05: Guitar solo over half-tempo, modulating pedal groove.

		5:20: Bass featured as groove becomes a loose, funky version of creeping theme.

		6:14: Rising organ harmony with continued guitar solo and increased energy, ending in heavy chord accents.

		

		4. Carrying No Cross (10:24)

		

		0:00: Fanfare swell leads to synth-driven ballad vocal with scattered snare accents.

		1:25: Clean guitar ornaments over a light groove.

		1:52: B vocal section leading to 2nd verse.

		2:35: Rapid bass pulses lead to a midtempo, modulating pedal groove, punctuated by rhythmic figures.

		4:09: Light groove with synth solo featured (some guitar comping), cadencing and modulating.

		5:26: Guitar briefly joins synth lead in a unison melodic theme.

		5:46: Stuttering bass/guitar-driven groove with wailing synth solo, rhythmic cadence.

		6:59: Uptempo piano ostinato with percussion textures leads to mutant funk groove, rhythmic figures/cadences.

		7:51: Modulating pedal groove reprise, light organ-driven groove with guitar solo featured.

		8:50: 3rd verse vocal with cowbell/scattered drum accents, final chord.

		9:58 Applause.

		

		5. Forever Until Sunday (5:36)

		

		0:00: Clean, arpeggiated guitar figures, joined by violin/bass head melody in a slow groove.

		1:18: Electric violin solo over modulating groove variations (clean guitar comping), violin returns to head.

		2:27: Midtempo groove with insistent fuzz bass, synth power chords leading to synth theme, cadence.

		3:15: Syncopated heavy guitar riff with staccato piano, leading to guitar solo supported by galloping bass and synth theme, cadence.

		4:06: Head (reprise) with guitar in lead line, developed into a lyrical guitar solo, dramatic end cadence/rave-up.

		

		6. Thirty Years (8:31)

		

		0:00: Pastoral synth textures (no guitar ornaments this time).

		0:58: 1st verse (vocals/synth), rising harmony cadence, synth interlude.

		1:59: 2nd verse, rising harmony cadence, modulating bridge.

		3:22 Transition: Drums enter with midtempo groove with synth head melody/electric guitar comping, developing.

		3:53: Staccato guitar riff/brass-synth accents, synth solo, staccato guitar riff/brass-synth accents.

		4:59: Guitar solo over staccato riff, continuing over midtempo transition groove.

		6:16: Staccato guitar riff (drum ornaments), joined by vocal chorus and brass-synth accents, cadence.

		6:52: 3rd verse with broad, midtempo groove, rising harmony cadence (accented).

		7:29: Transition reprise in half tempo with guitar solo based on head, ending synth textures.

		

		7. By The Light Of Day (1:28)

		

		0:00: Drum groove with synth head, developed with guitar lead line.

		0:35: Final synth cadence, snare roll.

		

		8. Presto Vivace (1:21)

		

		0:00: Snare roll into uptempo drum groove, winding, staccato synth line with drum/bass accents.

		

		9. In The Dead Of Night (7:08)

		

		Fittingly, Allan's solo on this take is the longest of all four versions covered here.

		0:00: Syncopated pedal groove in 7/4 joined by synth riff, power chord cadence as synth riff modulates.

		0:28: 7/4 grace-note pedal groove anchored by bass and synth riff (guitar plays with synth), joined by 1st verse.

		1:01: Chorus with synth line, opening pedal groove with synth riff.

		1:15: Transition “hook” groove (4/4, 4/4, 5/8) with synth riff, accented cadence with synth arpeggios.

		1:38: Opening pedal groove, power chord cadence/modulation with guitar ornaments.

		1:54: 2nd verse with 7/4 grace-note bass groove, chorus, pedal groove.

		2:31: Transition “hook” groove, accented cadence with synth arpeggios, opening pedal groove, 7/4 grace-note bass groove (with synth flourishes).

		3:09: Allan's guitar solo over 7/4 grace-note pedal bass groove (w. textural, modulating synth accents).

		5:14: Guitar solo ends as chorus enters, opening pedal groove, transition “hook” groove, accented cadence with arpeggios, final accented cadence/rave-up.

		

	
		

		
			11: One of a Kind
		

		

		The Abingdon Chasp

		

		Sometime after leaving U.K. (the band), Allan was given the opportunity to record some demo material for Virgin Records, with one known result being a song titled “The Abingdon Chasp”. On this session he was joined by Bill Bruford, keyboardist Jeff Young (later Steely Dan, Sting, etc.), French bassist Francis Moze (Gong), and alto saxophonist Ray Warleigh (Allan’s long-time jazz partner who had “discovered” Allan back in Bradford).

		

		Usually I have an idea for the title of a piece first, before composing the music. “The Abingdon Chasp” was an exception to this approach. The piece had been sitting around for a long time without a title. In my travels seeking out fine ales, friends and I would frequently drive many miles to Oxfordshire to a Morland house. That is a pub which exclusively serves ale from the Morland brewery, which is located in the small town of Abingdon. Morland was one of the best ales available in that part of the country. The Morland trademark is a little fellow holding an artist's paintbrush in one hand. In the other hand he holds a glass of Morland ale, which he is studying carefully. Often in England, guys are called chaps, and after they've had a few pints, “chaps” might be pronounced “chasp.” Hence, the Morland Brewery trademark came to be known as “The Abingdon Chasp.” I named the tune after that fictional character who lives on the walls and signs of Morland houses - it was written at a time when friends and I would drive a long way to taste the Abingdon Chasp's brew. ¹⁶

		

		Although recorded in late 1978, this version of “The Abingdon Chasp” finally surfaced many years later on 2016's Tales From the Vault PledgeMusic release. This late '70s cut is notable for being the only officially-released studio recording of a solo Holdsworth project between 1976's Velvet Darkness and 1980's I.O.U., and somewhat bridges each of those two eras. The tune has many rhythmic variations and solo sections, a compositional approach probably influenced by all of the highly-structured Bruford and U.K. songs he had been playing for the last couple of years. “The Abingdon Chasp” also employs double-tracked harmony guitar lines, a technique heard earlier on Allan's composition “Shadows Of” (from Gong's Gazeuse!) and also employed on several U.K./Bruford songs. When Virgin ultimately decided to pass on the track, Allan rearranged and rerecorded it for the next Bruford album, One Of A Kind. When asked about this demo in a May 1979 OOR Magazine interview, Bill Bruford answered:

		

		Bruford: He recorded a demo for Virgin, but they didn't follow through. The music was too 'eccentric' for their tastes. He's a fabulous improviser. He's going to try something else. But even if he records a solo record, he'll remain in the (Bruford) group. ¹¹⁵

		

		Lead-wise, Allan didn't seem to find it necessary to apply much in the way of “outside” scales, since the unusual chord modulations already gave the solos lots of room for unpredictable harmonic twists and turns - Allan was clearly pushing himself as a composer in this particular song. A formal harmonic analysis would be pretty interesting, but beyond the scope of this book...

		

		

		

		Song Breakdowns and Commentary

		

		

		

		“The Abingdon Chasp“

		(5:12)

		(From Tales From the Vault, 2016)

		(Allan Holdsworth)

		

		Allan Holdsworth: Electric guitar

		Bill Bruford: Drums

		Jeff Young: Keyboards

		Francis Moze: Electric bass

		Ray Warleigh: Alto sax

		

		0:00: Descending accented fanfare A.

		0:07: Melody line B in sax, modulating to fanfare variation A', then brief guitar solo over anthemic groove fragment B'.

		0:34: Reprise of sax melody B (added bass ornaments), fanfare var. A', harmonized guitar figure over broad C groove, fanfare A (tweaked).

		1:12: Ray's alto sax solo over syncopated groove figure D, modulating and broadening into C' groove variant, reprise D, C' and then dissipating in held E cadence.

		2:37: Allan's guitar solo over C' groove, syncopated groove D, back to C' groove.

		3:16: Sax solo returns in E cadence.

		3:33: Anthemic groove B' (full statement) with sax solo continued.

		3:57: Reprise of sax head melody B, fanfare var. A', harmonized guitar figure over broad C' groove (added low guitar accent figures), fanfare A'' ending variation (with final synth filtering).

		

		Structurally, this composition is strikingly thorny (closer to Bartók than Black Sabbath, really). In the thumbnail breakdown below, capital letters stand for sections, not chords.

		Intro:      A

		Verse 1:    B   A’  B' (fragment)

		Verse 2:    B   A'  C  A

		Solo 1(s):  D   C'  D  C' E

		Solo 2(g):  C'  D   C'

		Solo 3(s):  E   B'

		Verse 3:    B   A'  C' A''

		

		

		
			[image: Allan with a Dick Knight custom Strat, 1977 (Claire Holdsworth in the background).
(Courtesy Eddie M. Coralnick)
]
		

		Allan with a Dick Knight custom Strat, 1977 (Claire Holdsworth in the background).

		(Courtesy Eddie M. Coralnick)

		

		One Last Swing with Bruford

		

		With their departure from U.K. and no response from Virgin regarding “Abingdon Chasp”, Allan and Bill Bruford’s attentions turned back to Bruford's solo band project with keyboardist Dave Stewart and bassist Jeff Berlin (sadly, vocalist Annette Peacock was not available this time). Although One Of A Kind shows further growth in Bruford’s compositional abilities, it would unfortunately only result in one more album with Allan on guitar. Recorded in the opening months of 1979 and followed with a few weeks of touring, Allan's restlessness soon struck again:

		

		Bill's music was so close to U.K. in essence. I called it 'jigsaw' music. As much as I loved working on his albums, it just didn't work for me live. I wanted to get back to the type of feeling that was happening when I was working with Tony Williams...And then when I started working with Gary Husband...I had just been introduced to him and played with him a couple of times and I thought, 'Oh man! I wanna play with THIS guy.' So I decided to form my own band and that's what cut short the Bill thing. ¹⁶, ⁶²

		

		When considering Allan's decision to depart from Bruford (and instead, move towards “looser” settings), it's probably worth noting that Bruford's songs were dominated by exacting, labyrinthine melodic material, and One Of A Kind was Allan's third album with Bill by this time. Allan was apparently tiring of this kind of precise playing, and it no longer seemed to be as challenging to him as it might have been in the past. In any case, Bill wryly describes Allan's sudden departure in his autobiography:

		

		Bruford: On yet another 'happy' day, guitarist Allan Holdsworth called me to pull out of a French tour with about four days’ notice. 'Allan,' I fumed, 'you can't do this. Not at least without leaving me with a workable replacement.' Allan, one of the most spectacularly individual guitar voices on the planet, would be unlikely to produce someone who could begin to come close to what he did. 'Funny you should mention that,' he said, 'because there is this bloke in Slough that I've been teaching a bit (this is actually a bit of an exaggeration, as Allan had only received a cassette demo from the young guitarist), and he could probably do it.'  There was indeed a bloke in Slough. Incredibly, he was willing, able, and available to learn this impossible music, come on this tour, and pretend he was Allan Holdsworth. I'm not sure the deceit was perfect, but we got away with it...To this day, there are those with not very good ears who think he doesn't exist and that 'John Clark' was a pseudonym for an unhappy Holdsworth. ⁹⁰

		

		Despite being the latest victim of one of Allan’s abrupt band departures, Bill was sympathetic to Allan in his 2005 interview with Cristophe Coureau:

		

		Bruford: He was unhappy - the complaint was, I think, that he was boxed in by the compositions, and he was probably right. I wrote too much and didn't leave enough space. This indicates a lack of trust, as if somehow I could not rely upon the musicians to come up with strong improvised material on the spot. That's partly true, and these studios get very expensive very quickly. I 'directed' Allan as a movie director might direct a movie-star, and he didn't like that much. Plus the clock was ticking... On those records, my own playing was like an afterthought. I just worried about everyone else, and would they show up tomorrow. ⁷⁷

		

		Athough Bruford may have employed a heavy hand in the studio, One Of A Kind actually included more compositional contributions from Bill's bandmates than in its predecessor. A couple of the songs had just been road-tested with U.K., and Allan's rejected Virgin demo “The Abingdon Chasp” was here re-arranged as a Bruford song (simplified and without a sax part). These factors make the resulting album a somewhat more organic affair, although at the same time, without Annette Peacock's contribution, it seems a bit more “earthbound”. On record Bill also incorporated more tuned percussion melodies into his compositions than ever before (which was often carried by Allan's guitar in live performances).

		

		Bruford Goes To College

		

		Probably one of the most interesting archival Bruford releases from this period is the Rock Goes To College DVD and CD, which reunited Annette Peacock (for the last time) with the Bruford quartet for a concert at Oxford Polytechnic on March 7th, 1979 (more recently cited in Bruford’s Seems Like A Lifetime Ago as March 1st, but that may be a misprint). The 2009 Winterfold label release (essentially an audio mix of the DVD) is broken down below. It's probably worth noting that it's an incomplete performance record (the missing first two songs can be heard online ¹³⁵) and Allan is a bit under-mixed - the film footage is great, though.

		

		Gear-wise, Allan can be seen playing the white Dick Knight Strat in the February 1978 Old Grey Whistle Test performance. Later he can also be seen with a red Gibson SG in the Rock Goes To College video. He also continued to use his Marshall 50-watt head with Marshall 4x12 cabinets, all with modded (“bodged”) elements. Sometime during this period, he also added a 50-watt Hiwatt to his arsenal of amp heads, as well as a Vox AC-30 (particularly on the One of A Kind sessions).

		

		As a footnote to the Bruford years, just after Allan's final May '79 shows with Bruford, he was reportedly involved in sessions for Annette Peacock's next album, The Perfect Release (as per David Wells' liner notes in Peacock's My Mama Never Taught Me How To Cook, 2004). These sessions also supposedly included Bruford, Dave Stewart, Jack Bruce and Jeff Beck. However, the album's final release featured an entirely different band, and the aborted sessions with Holdsworth and Beck have never surfaced.

		

		Song-by-song album breakdowns (with some commentary from Bruford) of both One of a Kind and Rock Goes to College appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Bruford: One of a Kind (1979)

		Recorded January & February 1979

		

		On four tracks below (“Travels with Myself - And Someone Else”, “The Abingdon Chasp”, “Forever Until Sunday” and “The Sahara of Snow Pt. 1”), edited commentary from Bill Bruford (BB) and guitarist Randy Roos (RR) appears (taken from a 1980 interview conducted by Matthew Mandell and Kenneth Fall) ¹³⁴.

		

		Bill Bruford: Drums, percussion

		Allan Holdsworth: Electric guitar

		Dave Stewart: Keyboards, synthesizers

		Jeff Berlin: Electric bass

		

		(All songs written by Bill Bruford except where indicated.)

		

		1. Hell's Bells (3:32)

		(Dave Stewart, Alan Gowen)

		

		The main rhythmic theme is subdivided into 3 parts which when added together make one 19-beat macro-structure (this is mainly of academic interest only, it still grooves). Allan has a nicely-sectioned solo which sounds like it might've been assembled from different recording set ups. It also navigates some whiplash groove transitions...

		0:00: Synth-brass melody over synth-bass pulses (modulating and applying subdivided patterns of 19 beats per sequence), joined by drum groove, adding ornaments and choir pads.

		1:24: Broad (but heavy) guitar figure enters and develops into a solo, supported by changing rhythmic grooves: bass/drum, piano/bass/drum (1:42), piano with double-time rim-shots (1:50), midtempo accented power chords with “wah synth” bass figure (2:09).

		2:30: Synth melody groove resumes under flute-synth solo, choir pads enter for fade out.

		

		2. One of a Kind, Pt. 1 (2:20)

		

		This two-parter features a variety of rhythmic variations and tempo changes, as well as a couple “tricky dick” moments. The steel drum lines set the mood for this cheerful romp. Allan's solo has a very playful feel, and it seamlessly flows into the ensemble melody immediately following it.

		0:00: Midtempo power chord groove in 5/4, developed with a syncopated grace note and with synth head melody.

		0:24: Syncopated figure A in tuned metal percussion (xylophone/steel drum).

		0:41: Guitar solo over midtempo groove, modulating.

		1:23: Unison ensemble plays syncopated figure A, leading to 10/8 ostinato figure (from head melody variation) with modulating pedal tone, ending in fast cadential figure.

		1:56: Opening synth head melody reprised in bass register, leading to final accent chord.

		

		3. One of a Kind, Pt. 2 (4:00)

		(Bruford, Stewart)

		

		The open textures in the beginning develop into a nice triplet groove, and then a straight uptempo section. Allan's solo spots are based on a cheerful melodic figure.

		0:00: Impressionistic improv texture with various ornaments from keys, bass, drums.

		0:48: Clean guitar comping joins as groove develops. Guitar develops into a mildly-overdriven guitar solo as bass groove becomes more ebullient, rhythmically modulating and developing into a looser, triplet groove (“swinging”).

		2:34: Guitar introduces a melodic motif under brass-synth accents and swing groove, accented cadence.

		3:03: Motivic guitar lead continues over uptempo (straight) groove and flute-synth figure (from opening synth head of Pt. 1), ending in variation of fast cadential figure (from Pt.1).

		

		4. Travels with Myself - And Someone Else (6:10)

		

		Dave Stewart's various synth tones are featured here in several solos, as well as a clean-toned solo from Allan at the end.

		0:00: Synth swells into a slow rock groove driven by flute-synth.

		0:39: Piano theme with gentle guitar ornaments.

		1:10: Flute-synth in top line, developing into loose piano theme reprise and tremolo bar-bent guitar chords.

		2:03: Accented pedal bridge leading to bass solo over glassy synth tones and hi-hat/crash accents.

		2:48: Slow rock piano theme in synth with flute-synth solo, accented pedal bridge reprise, modulating.

		3:49: Uptempo groove with bubbling bass and synth-brass lead, accented cadences and alternating fast and slow tempos.

		5:00: Clean guitar solo over alternating tempos, fading out.

		

		Bill Bruford: A brief listen to Allan (Holdsworth) on this.

		

		Randy Roos: Why did you fade this out?

		

		BB: I know. It was just going! No more space on the LP.

		

		RR: Really? I love this whole thing. Yes, that's nice.

		

		BB: Yes.

		

		RR: This lick coming up here....

		

		BB: (Laughs) That one's a killer! (To interviewers) Sorry.

		

		RR: That's too bad. What happened next? You always wonder. You must have had about ten minutes more, right?

		

		BB: Yeah, it went on for awhile, yes.

		

		5. Fainting in Coils (6:33)

		(Bill Bruford: The Mock Turtle/Anthea Norman-Taylor: Alice/ Sam Alder: Narrator)

		

		This song has a very dramatic, epic feel to it once it gets going. Allan has two solos, one clean, and the other distorted (and joined with an organ background).

		0:00: Layered, harmonically-vague electric piano patterns under Alice in Wonderland recitation, joined by power chords.

		0:37: Drums join power chords, cadence.

		1:06: Clean guitar solo over percolating fretless bass groove and brass-synth stabs.

		1:46: Ascending power chords over pedal piano accents.

		2:04: Lead guitar figure joins, leading to textural swells over vigorous bass, ascending power chords/pedal piano figure.

		3:03: Relaxed groove with organ harmony and melodic bass.

		3:25: Lyrical guitar solo, cadence into held organ, cross-fade into flute-synth ostinato.

		4:36: Additional flute-synth melody line (with finger-snaps) leads to ascending power chords (melody line in brass-synth).

		5:13: Piano solo over relaxed groove with accented bass, brass-synth solo over ascending power chords.

		5:55: Guitar picks up lead line as drums ramp up, piano returns with layer of opening (recitation) patterns, leading to ending cadence.

		

		6. Five G (4:41)

		(Jeff Berlin, Bruford, Stewart)

		

		Allan: I really liked the solo at the end of “In Five G”. ⁷

		

		This tune (named after Berlin’s apartment number back home) features some rare slapped bass (in a Holdsworth track) but is a fiery “Lifetime”-ish jam. This is one of the tunes which Eddie Van Halen played on when joining Allan and Berlin on stage in California a few years later.

		0:00: Uptempo slapped bass riff with hi-hat.

		0:15: Syncopated power riff, joined by electric piano ornaments, groove modulates upwards.

		0:49: Power riff reprised with synth textures developed.

		1:22: Guitar solo over syncopated - but more broad - groove, accented cadence.

		1:49: Filtered keyboard solo over syncopated power riff, modulating.

		2:29: Guitar solo resumes over broad syncopated groove, cadence.

		3:03: Guitar solo continues over half-tempo two-chord vamp. Drums add accented ornaments, tempo modulates, fade out.

		

		7. The Abingdon Chasp (4:50)

		(Allan Holdsworth)

		

		This reworked version of the 1978 Virgin demo replaces the original sax melody (B) with the bass and simplifies the structure. Allan overdubs thick guitar harmony lines in some sections and his guitar has a mature solo tone.

		0:00: Descending accented fanfare A.

		0:10: Melody line B in fretless bass, synth modulating to fanfare variation A', then brief piano solo over anthemic groove fragment B'.

		0:44: Reprise of bass melody B, fanfare var. A', harmonized guitar figure over broad C groove (some added low guitar accent figures), fanfare A (slight variation).

		1:35: Synth solo over syncopated groove figure D, modulating and broadening into C' groove variant.

		2:10: Allan's guitar solo begins: syncopated groove figure D (with “glassy synth”), back to C' groove variant.

		2:34: Acoustic guitar solo in slow cadence.

		2:48: Anthemic groove B'' (full statement) with electric guitar solo.

		3:16: Reprise of fretless bass head melody B (added synth-flute figures), fanfare var. A', harmonized guitar figures over broad C'' groove, fanfare A (slight variation), final synth bubbling.

		

		BB: (electric solo after acoustic guitar interlude) Allan builds nicely on this. It's a very masculine voice here -- (sings along with guitar in deep voice).

		

		RR: It's a pretty melody, right here. I like this next note, where he goes a little bit flat. (Laughter)

		

		BB: Right, right, yeah! We wondered about that one, when it came out. What do you think, Allan? Yaah!

		

		RR: I like that! I like that a lot! Sometimes it's funny about recordings, you know. When you do one, you listen to it, and you think -- I don't know if I like that. Then about six months later, that's your favorite part of the record.

		

		BB: Yes, right.

		

		RR: And you're so glad you kept it.

		

		BB: Yes. This is a guitar choir, in a way. Every note's recorded separately here, you get a very rich guitar sound that way -- and double tracked.

		

		8. Forever Until Sunday (5:46)

		

		Originally performed with U.K. on their prior tour, this song has Eddie Jobson on (uncredited) violin. Jobson's violin melody is very pretty, and Allan does a beautiful exploration of it later in the song.

		0:00: Impressionistic synth chords, joined by head melody in violin (with melodic bass comping).

		1:00: Head reprised with drums and developed with gentle guitar comping and sparse electric piano ornaments and brass-synth accents, head reprise in violin.

		2:40: Midtempo groove with insistent bass, synth power chords leading to synth theme, cadence.

		3:30: Syncopated heavy guitar riff with accented piano stabs, leading to guitar solo supported by bubbling bass and synth theme, cadence.

		4:21: Head (reprise) with guitar in lead line, developed into a lyrical guitar solo, noble/ominous end cadence.

		

		BB: Allan takes a solo now. (BB sings along to guitar)

		

		RR: Nice bass playing.

		

		BB: Yeah. Jeff's not bad. The other thing Allan's good at is if you give him a good, long legato melody, like the one he is about to play, he plays around it nicely.

		

		RR: It sounds like he's played this melody a lot -- before you recorded it.

		

		BB: Yes, he had played it quite a lot. That worked well that time -- because usually you record first and tour later, which is a drag. But on these several tunes he toured it a lot.

		

		RR: Lovely. Very vocal kind of thing.

		

		BB: Isn't it! He gives it the stuka handle a lot, too.

		

		9. The Sahara of Snow, Pt. 1 (5:18)

		

		This two-part song was also originally performed with U.K. on their last tour. It's driven by a hypnotic 7/8 piano rhythm and has an interesting pulsed-synth interlude (somewhat Pink Floyd-ish).

		0:00: Swelling synth textures and abstract figures, fading into midtempo piano/bass vamp, modulating.

		1:36: 7/8 drum groove based on piano vamp, joined by rising bass and marimba accents, secondary piano groove.

		2:17: Lead guitar melody enters over a churning groove, bridge cadence.

		3:05: Pulsating synth interlude, modulating bass pedal.

		4:03: 7/8 piano groove reprise with added marimba solo layer.

		4:30: Lead guitar melody reprise, bridge cadence.

		

		RR: Did you do the marimba thing?

		

		BB: Yes.

		

		RR: The marimba's a really beautiful sound in that. There's a mood that --

		

		BB: Yes. (Listening to melody) Double diminished. Half-step, whole step. (BB sings and whistles along) Upper minor third.

		

		RR: Great snare sound. Who wrote this?

		

		BB: Me... (7/8 piano-marimba section after pulsing synth interlude) ... this is a rip-off from a Dollar Brand LP.

		

		RR: You're kidding!

		

		BB: Not quite. But in intention it is. Do you know Dollar Brand? There's a tune on an Elvin Jones album called “Tintiyana”. On an Elvin Jones album with Dollar Brand. The intro to it is a multi-rhythmic piano piece. It's very polyrhythmic. He's really good with the left moving at one extraordinary tempo and the other -- I want to try to get it to boil!

		

		RR: Just all that action underneath.

		

		BB: I wanted to get -- I didn't do enough of that, actually. The guitarists have to get this kind of thing to boil; and in fact, I just ended up doing a multi-percussion track.

		

		10. The Sahara of Snow, Pt. 2 (3:23)

		(Bruford, Eddie Jobson)

		

		The first thing which stands out about this track is how “four-on-the-floor” it starts out. However, the reprise of the melody from Pt. 1 is a nice development. Allan's solo stays mostly within the groove harmony.

		0:00: Groove based on even (hammered) accents, joined by clipped rhythm guitar and piano accents.

		0:55: Lyrical guitar solo, joined by organ harmony.

		2:00: Lead guitar melody from Pt. 1 resurfaces, ornamented.

		3:06: Final synth swell.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Bruford: Rock Goes to College (2009)

		Recorded by the BBC at Oxford Polytechnic, England, on March 7, 1979.

		

		Bill Bruford: Drums, percussion

		Allan Holdsworth: Electric guitar

		Dave Stewart: Keyboards, synthesizers

		Jeff Berlin: Electric bass

		

		With Annette Peacock: Vocals (“Back to the Beginning”, “Adios a La Pasada”)

		

		1. Sample And Hold (4:45)

		

		Allan plays the maple body custom Strat (Dick Knight) for the first part of the concert.

		0:00: Fade in to syncopated, melodic layers groove on keys, bass and guitar, capped by fanfare figures.

		0:28: See-saw piano ostinato, bass accents, then uptempo funk groove with aggressive slap bass and keyboard ornaments.

		1:09: Power chord bridge, bass and piano dialogue over light rimshot groove.

		1:58: Guitar solo over midtempo two-chord vamp, alternating with bass/piano texture, cadence accents.

		3:04: Syncopated, melodic, layered opening bass groove, developed (guitar joins), fanfare chords relaxing into final cadence.

		

		2. Beelzebub (3:37)

		

		This contains probably my favorite solo from this particular concert.

		0:00: A section: Syncopated head (guitar replaces vibraphone part) with accented bass counterpoint.

		0:40: B section: Guitar solo 1 (short lead statement), over a broader rhythm, ending in cadenza and accented figure.

		1:01: A section reprise (featuring bass synth), leading to accented pedal ostinato against rising keyboard chords, developed into a bass/guitar riff (variation of a fragment of the A melody head).

		1:47: Guitar solo 2 (long) over B section rhythm section, adding organ layers, ending in cadenza and accented figure.

		2:57: A section reprise, ending in accented final chord.

		

		3. The Sahara of Snow, Pt. 1 (3:26)

		

		0:00: Gong, percussion, swelling synth textures and abstract figures (fuzz guitar power chords), developing into midtempo piano/bass vamp, modulating.

		2:01: 7/8 drum groove based on piano vamp, joined by rising bass and piano accents, secondary piano groove.

		2:41: Lead guitar solo enters over a churning groove, bridge cadence.

		

		4. The Sahara of Snow, Pt. 2 (3:43)

		

		The album synth prelude is omitted, probably due to time restraints.

		0:00: Groove based on even (hammered) accents, joined by clipped rhythm guitar figure, piano accents.

		0:56: Guitar solo, joined by added organ harmony.

		1:59: Lead guitar melody from Pt. 1 resurfaces, ornamented.

		3:04: Final accent/rave-up.

		

		5. Forever Until Sunday (6:50)

		

		Synth takes the violin role.

		0:00: Impressionistic guitar arpeggios

		0:21: Head on flute-synth/bass with light drum groove (gentle guitar comping continues).

		1:23: Flute-synth solo, developed cadence, head reprise.

		2:31: Midtempo groove with insistent fuzz bass, synth power chords leading to synth theme, cadence.

		3:22: Syncopated heavy guitar riff with accented piano, leading to guitar solo supported by bubbling bass and synth theme, cadence.

		4:14: Head (reprise) with guitar in lead line, developed into a lyrical guitar solo, dramatic end cadence/rave-up.

		

		6. Back to the Beginning (6:19)

		

		Allan switches to the red Gibson SG at this point in the video.

		0:00: Impressionistic woodwind-synth lead over celeste/synth textures (Annette Peacock introduction).

		0:43: 1st verse: heavy stuttering riff (modulating), vocal enters.

		1:18: Cadence, rising accents, cadence.

		1:35: 2nd verse, cadence, accents.

		2:05: Funky accented groove (w. vocal).

		2:24: 3rd verse, cadence, accents.

		2:54: Funky accented groove reprise (with added electric piano accents).

		3:13: See-sawing synth/bass riff, joined by guitar solo and synth playing two-chord harmony. Cadence, accents.

		5:29: Funky accented groove (with vocal).

		5:47: Guitar solo briefly resumes over broadened funk groove.

		6:05: See-saw synth riff with added triangles and vocal chant from Annette.

		

		7. Adios a la Pasada (Goodbye to the Past) (7:32)

		

		0:00: Atmospheric textures with piano ornaments, melodic bass and cymbal swells, uptempo hi-hat fades in.

		1:24: Guitar melody line surfaces from broad counter-lines, continuing as modulating groove develops.

		2:43: Vocal narration over slow falling harmony with melodic bass, drums resume uptempo groove.

		3:09: Guitar solo resumes over uptempo groove leading to cadence accents.

		3:25: Broad, anthemic groove under guitar solo and vocal recitation, punctuated by accented rhythmic phrase.

		4:07: Vocal narration over slow falling harmony (reprise) with melodic bass, drums resume uptempo groove.

		4:33: Guitar solo resumes over uptempo groove.

		5:00: Accented cadence developed (guitar solo continues).

		5:33: Broad, anthemic groove (reprise) with guitar solo (continued) and passionate vocal, punctuated by accented rhythmic phrase, vocal ends as lyrical guitar solo continues to ending fade out.

		

		8. Five G (5:17)

		

		0:00: Uptempo slapped bass riff with hi-hat.

		0:18: Syncopated power riff, joined by synth effects, groove modulates upwards.

		0:52: Power riff reprised with synth textures developed.

		1:23: Guitar solo over syncopated but broader groove.

		1:49: Filtered keyboard solo (noises/piano accents) over syncopated power riff, modulating.

		2:38: Guitar solo resumes over syncopated broad groove, cadence.

		3:11: Guitar solo continues over half-tempo two-chord vamp. Drums add accented ornaments.

		4:22: Uptempo slapped bass riff reprise, solo.

		4:46: Syncopated power riff, joined by synth, groove modulates upwards to end cadence.

		

	
		

		
			IV
		

		
			All That Jazz
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			12: Touching On with John Stevens
		

		

		Spontaneous Music

		

		This next section step backwards a few years to describe Allan’s 1970s modern jazz projects. This first chapter examines Allan’s exploration of “free-form” improvisatory structures, something which balances out the precisely-structured music he had been playing with Bruford and U.K. around the same time. For example, even before Allan had finished recording his guitar parts for Bruford’s carefully-assembled second album One Of a Kind (in August 1977), he had already started recording mostly non-structured pieces in sessions with “spontaneous music” drummer John Stevens (in May).

		

		John Stevens was one of the main progenitors of the European free improvisation genre, in which every member of an ensemble improvises at the same time, with equal weight and importance given to every instrumentalist. Additionally, a general tendency towards “non-idiomatic” playing is encouraged, which generally means departing from metered rhythms and diatonic harmonic material. In other words, anything resembling what one could expect to find on the radio was deliberately avoided. Stevens' Spontaneous Music Ensemble (SME) solidified in the latter part of the 1960s with such free improv luminaries as reedist Evan Parker and guitarist Derek Bailey amongst its ranks.

		

		Allan's first exposure to free improv was probably his (unrecorded) session with Jamie Muir's Sunship, five years back in 1972 (Jamie Muir himself would later join graduates of the SME in Bailey and Parker’s Music Improvisation Company). The first recorded instances of Allan playing free improv are found on a few John Stevens-led piano and guitar quartet albums - not actually labeled with the Spontaneous Music Ensemble brand on the cover, but essentially an SME project. The tracks often seem to be based on very broad rhythmic or melodic shapes (or were possibly edited to sound that way), and usually lead to some very dense/inscrutable ensemble interactions. The history of these releases ended up becoming a sore point with Allan in the future, however.

		

		What we did was, we went into the studio and recorded a completely spontaneous record with Ron Mathewson, Jeff Young and myself. And because it was all “spontaneous music” we all got together at the end and decided which tracks, which parts of those spontaneous pieces were not useless - because it was a Spontaneous Music record. So that was fine and was Touching On. I don't particularly like it, but that's what it was, that's what happened. But then John Stevens went on to license all the other crap, all the outtakes…nobody saw any money for it. Not that it would have mattered, because if he'd asked me I would have said no, because they were outtakes. To me that's what outtakes mean - not useable. ⁴⁰

		

		Despite Allan's later regrets about these session releases, he recorded or performed with Stevens on several occasions between 1977 and 1979.

		

		Freestyle

		

		In general, these sessions somewhat weave stylistically between post-Coltrane free jazz and European free improv, with some of the more conservative musicians (such as pianists Jeff Young and Gordon Beck) pushing towards more traditional harmony structures. Allan often plays some very “outside” lines on these sessions (as is typical of the free-jazz genre), and pretty much avoids any tremolo bar articulation. His tone stays mostly in “clean jazz” mode, but a few solos here and there have some more bite. The tracks also offer a healthy serving of Allan's guitar comping style, which probably hadn't been featured this much on record since the 'Igginbottom’s Wrench album from 1969. Come to think of it, much of his soloing here is kind of a more mature version of his frenetic 'Igginbottom soloing style, as opposed to the more “liquid” playing he had just perfected with Gong (and would also use to great effect on Bruford's albums).

		

		In terms of Allan's discography, these “spontaneous music” albums are probably the most challenging of all of his projects for most fans, and may be best listened to in short, spread out sittings. As Allan attests above, 1977’s Touching On is the “real” album, while Re-Touch (1983) is made up of Touching On outtakes. Conversation Piece (1980) is taken from a later session recorded for BBC radio in the same year as Touching On.

		

		In 2009, a piano-less trio session from 1978 was rediscovered and released as Propensity. On this album Allan notably plays a 12-string acoustic (last heard on “Gone Sailing” from Soft Machine's Bundles), and delivers a wealth of leads on the instrument. Propensity embraces the unpredictable, exploratory nature of free jazz without compromise or self-consciousness, although this fearless approach also makes it harmonically thornier than the other sessions, and may be especially difficult listening for those not accustomed to “free” music. This session took place almost immediately after Allan had finished his contractually-obligated last tour dates with U.K., and the vibrant, uncompromising nature of these free improvisations may have stemmed from Allan's “liberation” from such a restrictive band situation.

		

		In 2020, the archival label Jazz in Britain made contact with bassist Ron Mathewson, who had played on the 1977 Touching On sessions. Mathewson provided the label with a tape of an informal session from late in the decade, which was soon released as an “Holdsworth / Warleigh / Mathewson / Spring” album titled Warleigh Manor (“The Ron Mathewson Tapes Vol. 1”). Not much is known about the session, although some reports place performances from this particular band formation at around 1979 or 1980 at venues such as the Half Moon in Putney (as part of their Jazz Center Society series).

		

		Of notable interest here is the participation of Ray Warleigh as the featured reedist. In 1971, Warleigh had “discovered” Allan in North England, and then helped him establish a jazz presence in London through live club dates and BBC radio broadcasts (see Chapter 2, 14). In contrast to Touching On and its related releases, Stevens is replaced here by drummer Bryan Spring, another old acquaintance from a BBC broadcast session. Warleigh Manor could thus be seen as Allan and Mathewson pitting Stevens’ free improv aesthetic against the more song-structured modern jazz style featured in Warleigh and Spring’s BBC broadcasts.

		

		After the 1970s, Allan never really played in this kind of raw, acoustic free jazz again. However, the idea of open form composition still remained valid to him. Good examples of more modally-driven improvisations can be heard in the 1990s live “Zones” (Then!), the free-form group compositions of supergroup HoBoLeMa, and on some tracks from Chad Wackerman's Dreams, Nightmares and Improvisations.

		

		Detailed breakdowns of Holdsworth-related tracks from the following 5 albums appear starting from the next page.

		John Stevens: Touching On (1977)

		Gordon Beck/Allan Holdsworth/Jeff Clyne/John Stevens: Conversation Piece (1980)

		John Stevens: Re-touch (1983)

		Danny Thompson, Allan Holdsworth, John Stevens: Propensity (2009)

		Holdsworth, Warleigh, Mathewson, Spring: Warleigh Manor (2020)

		

		The Warleigh Manor breakdown section also includes expanded liner notes which I originally wrote for the Jazz In Britain release.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		John Stevens (Holdsworth, Young, Mathewson, Stevens): Touching On (1977)

		Recorded May 19, 1977

		

		Allan Holdsworth: Guitar        

		John Stevens: Drums

		Jeff Young: Piano        

		Ron Mathewson: Acoustic bass

		

		Allan names this album as the “official” album, whereas Re-Touch was assembled from unapproved outtakes. Although released in 1977, it actually consists of a session that took place a day after the one featured on Re-Touch.

		

		1. Touching On (21:26)

		

		Free improv leads to a midtempo walking bass groove. The tempo varies a few times from a cooking uptempo swing to more ballad-like rhythms.

		0:00: Bass solo, leading to subtle guitar swells and isolated pulses.

		1:10: Cymbals and piano enter, guitar adds relaxed ornaments in dialogue with piano and bass (quartet free improv).

		2:45: Bass establishes a tremolo pedal tone, picked up by piano and developed into a harmony.

		3:50: Ballad-like free improv develops into midtempo walking bass line swing with bebop-ish guitar solo (piano drops out).

		6:19: Piano enters with solo as guitar (mostly) drops out.

		8:15: Guitar tentatively re-enters with chromatic ornaments (becoming more tonal).

		8:57: Tonal piano accents support a brief guitar solo.

		9:50: Vigorous walking bass and drums duet.

		10:47: Tremolo piano accents and fiery guitar re-enter, as quartet ramps up energy.

		12:01: Guitar drops out, leaving piano in foreground lead, ending in slowing accents.

		13:53: Guitar re-enters with soft lines over pulsing piano accents. A livelier tempo eventually resumes as the guitar solo develops.

		16:40: Guitar drops out as piano develops tremolo figures into arpeggios and intermittent walking bass. Energy increases.

		18:15: Guitar re-enters with subtle ornaments and develops over an uptempo piano-driven pedal vamp.

		19:06: Piano begins a descending rhythmic figure, picked up by bass, developing into lower textures as guitar drops out.

		19:50: Bass and drum groove duet, leading to a drum solo.

		

		2. Home (14:15)

		

		This is the only track credited solely to John Stevens (as opposed to all four band members). A bass cadenza is followed by a somewhat Morricone-esque western motif, followed by a middle section driven by a dramatic piano theme. The western motif is reprised at the end.

		0:00: Slow bass melody expands to a solo, joined by subtle cymbal/brushes.

		1:28: Guitar and piano interject a soft, hypnotic motif.

		3:16: Piano and guitar begin tentative dialogue as bass settles down and drops out. The piano harmony becomes a somewhat hopeful jazzy ballad theme.

		6:00: Bass becomes more apparent as cheerful ballad continues, driven by piano chords and guitar ornaments. Piano develops into more florid playing.

		7:13: Held cadence harmony in piano, then return to main ballad theme. Bass briefly introduces a rhythmic motif, followed by another held harmony cadence, etc.

		9:41: Bass takes a more melodic role as theme develops.

		10:30: Final held pedal section, becoming more energetic.

		12:00: Pedal harmony begins to resolve. Guitar employs volume swells in some ornamental passages. Bass harmonics.

		13:26: Piano and guitar reprise hypnotic motif as bass briefly solos.

		

		3. Finally (1:36)

		

		This is a brief snippet of a more “traditional” blowing sequence featuring Allan's guitar solo. Sadly, this is very short.

		Fade in to a heavy-toned guitar solo over comping piano and walking bass with drum swing beat. Faded out.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		John Stevens (Holdsworth, Young, Guy, Mathewson, Stevens): Re-touch (1983)

		Recorded May 18, 1977

		

		Allan Holdsworth: Guitar

		John Stevens: Drums

		Jeff Young: Electric/acoustic piano        

		Barry Guy: Acoustic bass (“No Fear”)

		Ron Mathewson: Acoustic bass (“Re-Touch”)

		

		This session has Barry Guy on bass for the first long track. The second, shorter track, with Ron Mathewson on bass, is probably from the next day’s Touching On session.

		

		1. No Fear (36:52)

		

		A syncopated “head” rhythm frames a long free improvisation and slow ballad structures. Barry Guy plays bass on this track.

		0:00: Accented “head” groove based on traded riffs between guitar/keys and bass.

		0:43: Allan begins clean comping under keys solo as modal groove continues.

		2:08: Allan's guitar solo as keys comp, quickly moving into extended harmonic areas, returning to head.

		4:00: Barry Guy's vigorous free bass over frenetic drums. Patient guitar and later piano (now acoustic) arpeggios join and eventually begin a dialogue.

		5:40: Bass begins to calm down, as piano gets livelier, leading to a group free improvisation.

		7:11: Chordal guitar accents briefly enter and are passed around by bass and piano, leading to rolling piano figures.

		8:52: Minor key ballad feel driven by pulsed piano accents. Piano eventually develops into a two-chord vamp as Allan comps.

		10:33: Piano figures develop into a solo as bass and drums continue free texture. Guitar also begins a parallel solo (dialogue).

		11:49: Unaccompanied, meditative piano chords, soon joined by subtle guitar ornaments.

		12:50: Guitar arpeggios joined by piano single note accents, cymbals, leading to brushes and melancholic chordal guitar figures and a solo.

		14:21: Piano gradually re-enters with soft chords. Isolated bass pulses gradually re-enter as guitar solo continues.

		16:11: Piano comes to forefront in dialogue with guitar, leading to quartet free improv texture.

		17:18: Chordal motif surfaces and is passed around. Piano introduces a major key harmony and bass/drums develop into a stuttering groove. Allan solos over the texture.

		19:24: Harmony becomes darker as groove loosens up somewhat. Bass and piano briefly dialogue on a rhythmic figure, quartet resumes free improv.

		21:03: (Fade out/in edit from original LP flip.) Cymbals accompany dialoguing piano and guitar as bass develops a rising motif based on the “head” riff.

		22:14: Frenetic drums, bass and piano resume free improv as guitar drops out.

		23:43: Bass accents followed by re-entrance of guitar with ostinato figures.

		24:40: Cascading guitar resumes as quartet ramps up intensity. Guitar ostinati return, picked up by piano.

		26:12: A brief drum pause is followed by a late-Coltrane-ish piano trio texture. A melancholic harmony surfaces in piano over heartbeat-like bass pulses. Bass eventually duets with piano as drums drops out. Bass pulses underline florid piano ornaments, etc.

		29:05: Swelling, textural drums re-enter as tempo slows. Piano arpeggios become denser. Drums drops out again and bass contributes ornamental melodic figures.

		32:13: Piano introduces a new, somewhat more cheerful, accented figure, and guitar and drums tentatively re-enters. Drums eventually drop out as a dramatic piano harmony develops.

		35:01: Drums re-enter with frenetic activity. Piano continues tonal harmony as the rest of the band more or less resists.

		36:11: Piano drops out, followed by brief reprise of opening accented jazz groove (Young returns to electric piano).

		

		2. Re-Touch (3:57)

		

		Ron Mathewson plays bass on this short and energetic free jazz track.

		0:00: Dense free improv over uptempo walking bass and piano accents.

		1:15: Guitar drops out giving way to piano solo. Guitar soon rejoins with isolated ornaments.

		2:22: Guitar resumes fluid soloing and piano returns to accents.

		3:20: Piano figures develop into rolling low figures as guitar drops out.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Gordon Beck/Allan Holdsworth/Jeff Clyne/John Stevens: Conversation Piece (1980)

		Recorded Nov 15, 1977

		

		Allan Holdsworth: Guitar        

		John Stevens: Drums

		Gordon Beck: Keyboards (electric/acoustic piano, synth, organ)

		Jeff Clyne: Acoustic bass

		

		The two tracks on this album with Holdsworth on guitar are from a 1977 BBC radio session. Gordon Beck has referred to this band as being informally-named “Plough”.

		

		1. Conversation Piece 1 (22:34)

		

		This improv is loosely thematically-based around a “mystery” motif, mostly carried on piano/keys.

		0:00: Electric piano “mystery” motif leads off a soft, textural sequence.

		1:10: Piano enters (shadowing electric piano) and mystery theme is developed under dialoguing melodic ornaments. Pianos begins dominating the melodic line.

		4:14: Synth/organ accents begin appearing as improvisation continues ramping up.

		5:10: Guitar tone becomes heavier and more aggressive and dialogues with piano.

		6:03: Piano takes the foreground with accented figures, supported by bass.

		6:44: Jazzy drums and guitar comping/ornaments re-enter. Piano and snare become more frenetic and bass follows suit.

		8:28: Brief organ accents lead to (clean) guitar solo.

		9:06: Pedal harmony with guitar volume swells, developed by piano into energetic dialoguing toms.

		10:46: Textural sequence led by melodic bass, rhythmic (bluesy) piano chords, developing into soft, mysterious harmonies. Cymbals and hi-hat imply a slow groove.

		13:15: Harmony begins resolving, returns to piano/guitar dialoguing.

		14:05: Bass begins a pedal tone, trying to lead harmony outside. Drums re-establish subtle groove under jazzy piano.

		16:15: Piano briefly drops out, letting guitar feature. Pianos re-enter in unison figures.

		17:05: Allan switches back to lead tone and follows piano line somewhat before taking off.

		18:22: Electric piano chord harmony comes to the foreground as guitar winds down. Cymbals begin fast swing beat, soon picked up by walking bass. Electric piano solos.

		20:05: Lead guitar resumes, piano returns with chordal accents, becoming jazzy and exuberant. Guitar drops out. Drums peter out.

		21:49: Mystery piano motif reprise.

		

		2. Conversation Piece 2 (17:14)

		

		Textural free improv with a bluesy vamp groove in the middle section.

		0:00: Accented piano kicks off a thorny free improv, with somewhat subdued guitar swells.

		0:56: Piano takes the lead solo role as guitar drops out.

		1:26: Ominous keyboard motif enters (piano/synth) and is developed. Guitar re-enters with some ornamentation. Improv leads to a held cadence.

		2:57: Guitar comes more to the front as piano explores high register ornaments (strings?) and synth-organ lines.

		4:37: Bass and drums settle down leaving textural guitar and organ duet. Bass resurfaces with chordal slides. Abstract keyboard ornaments (with delay processing).

		6:45: Chordal slides also begin on guitar, leading to pedal tone in bass.

		7:37: Organ/synth begins melodic (diatonic) phrasing as drums begin a subtle groove. Guitar begins dialogue with piano and bass.

		9:03: Keys introduce a jazzy/blues riff as energy rises. Loose jamming on jazzy pedal.

		11:35: Piano drives a cadence harmony. Guitar re-enters with a bit more bite, groove ramps up into a two-chord blues vamp.

		13:10: Piano takes foreground as guitar drops out.

		14:15: Return to more textural guitar sounds, bass in foreground. Rapid piano lines enter and dialogue with bass.

		16:10: Drums resume dense groove and guitar enters rapid dialogue with piano accents, becoming more frenetic. Energy abruptly dissipates.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Danny Thompson, Allan Holdsworth, John Stevens: Propensity (2009)

		Recorded September 4th & 5th, 1978

		

		Allan Holdsworth: 12-string acoustic guitar/electric guitar

		John Stevens: Drums

		Danny Thompson: Acoustic bass

		

		1. Jools Toon (10:44)

		

		This cut is notable in that it has Allan playing a 12-string acoustic guitar, and that it's harmonically free throughout.

		0:00: Frenetic drums and bass with 12-string acoustic guitar accents and ornaments. Guitar develops into more vigorous, angular lead lines.

		2:15: Chordal accents on guitar (developed), bass and drums continue frenetic dialogue.

		3:12: Guitar solo line comes to foreground as bass walks. Guitar returns to chordal comping and drums settle down for a little while.

		4:33: Bass comes to the foreground over guitar comping. Guitar introduces melodic arpeggiated figures, a dialogue with bass, chordal accents.

		6:25: Guitar begins a melodic solo line over walking bass and extends the harmony outwards.

		8:47: Drums come to the foreground in snare/tom rolls. Guitar resumes soloing over walking bass/dense drums.

		9:51: Guitar introduces ending cadence chord sequence.

		

		2. It Could Have Been Mono (15:48)

		

		Allan plays some fiery lead lines on electric guitar over a frenzied free jazz texture. Some sequences tend toward pedal tonalities and one somewhat bluesy moment surfaces near the end.

		0:00: Bass introduces a pedal vamp, soon joined by dense drums. Guitar enters with thick chordal accents.

		0:32: Bass begins walking, guitar develops into a lead line. Allan's tone becomes more biting as his solo develops.

		3:30: Chordal guitar ornaments intermittently appear as bass line varies density.

		6:50: Chordal guitar accents lead to pause in energy, bass solo continues.

		7:47: Drums resume dense groove as guitar resumes chordal comping. Guitar soon resumes lead line over walking bass groove, punctuated by accented chords. Guitar solo becomes fiery with cascading figures.

		11:00: Accented figures in guitar lead to snare and toms drum solo.

		11:51: Bass re-enters with pedal bass vamp and develops into a solo line. Guitar adds sparse ornaments/swells. Bass solo becomes somewhat bluesy and guitar briefly joins melodic line.

		14:06: Guitar lead tone returns for another solo. Guitar drops out and bass begins aggressive bowing. Final tremolo cadence/rolls/swells.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Holdsworth, Warleigh, Mathewson, Spring: Warleigh Manor (2020)

		Recorded ca. 1979/1980

		

		Allan Holdsworth: Guitar, violin

		Ray Warleigh: Flute, saxophone

		Ron Mathewson: Acoustic bass

		Bryan Spring: Drums

		

		1. Warleigh Manor Pt. 1 (20:59)

		

		0:00: A flute (Ray) and guitar (Allan) duet develops into a pastoral melody.

		1:43: Bass introduces a midtempo groove featuring a flute solo/cadenza, ending in return to opening duo.

		2:42: Solo guitar is soon joined by bits of bass commentary, a child’s wailing, and cymbals.

		5:07 Bass solo.

		5:42: Transition to fast shuffle with guitar solo, sax accents build to a sax/guitar dialogue, soaring sax.

		8:21: Sudden transition to subdued, tentative phrases.

		10:09: Frenetic “free swing” with guitar solo on top.

		11:11: Sax enters into a free jazz dialogue with guitar, jagged drum accents.

		12:51: Fast walking bass introduces more momentum, leading to a guitar solo over the rhythm section.

		14:53: Sax returns, swing feeling becomes more dominant.

		17:17: Broad phrases, cymbal textures.

		17:53: Guitar solos over accented bass pulses and splashy drums.

		19:15: Guitar and bass dialogue over cymbals, cadence accents.

		20:20: Bass solo.

		

		2. Warleigh Manor Pt. 2 (17:40)

		

		0:00: Free improv: Violin (Allan), flute (Ray), bowed bass, drum textures. Tentative gestures eventually lead to frenetic dialogues.

		4:17: Some ethnic folk-like melodies briefly surface.

		11:35: A pastoral mood develops (Allan switches to guitar).

		13:38: Guitar and bass develop lyrical song-like structures out of accented chords.

		16:14: Flute briefly enters with a light melody, a brief swing moment leads to a final guitar and bass duet.

		

		3. Outtakes & Studio Chatter (7:53)

		

		0:00: Pastoral flute melody over guitar/bass/drums accents, becoming guitar comping with flute.

		1:12: Swing rhythm begins to assert.

		2:45: From the top: swing rhythm with flute lead.

		3:12: From the top.

		4:21: Guitar solo.

		4:59: Flute lead returns.

		6:48: Ending accents and flourishes.

		

		

		Warleigh Manor liner notes (expanded version)

		

		First Zone

		By 2017, Allan Holdsworth’s reputation as a pioneering guitarist had reached the point where a box set of his main catalog could be titled The Man Who Changed Guitar Forever! However back in 1971, Holdsworth was still playing popular dance tunes with the Glen South Band in northern England. This innocuous trajectory was diverted towards somewhat loftier spheres when Holdsworth casually sat in with reedist Ray Warleigh’s visiting “jazz workshop” ensemble at a Newcastle Musicians’ Clinic. Impressed with Allan’s prowess on the guitar, Warleigh invited Holdsworth down to London as his guest, and in short order “introduced him” as a fiery new member of the area’s simmering jazz scene (although a lucky few had already experienced Holdsworth’s unique approach from a couple 1969 gigs with the experimental pop band ‘Igginbottom).

		

		By June 12th of 1972, Holdsworth made his broadcast debut on BBC radio as a featured member of the Pat Smythe Quartet, supported by Ron Mathewson on acoustic bass. Two years later, another BBC session (June 6th, 1974) featured Holdsworth in reedist Tony Coe’s Quintet, this time with Bryan Spring on drums (only three days after the Coe session, Holdsworth returned to the BBC studios with his early patron Ray Warleigh, this time with Smythe, Mathewson and Spring). These and other “Sounds of Jazz”/”Jazz in Britain” programs typically consisted of 4 or 5 blowing tunes, played with abandon but still generally within the confines of “broadcast expectations”.

		

		During the following years, Holdsworth’s career took him into much different waters (The Tony Williams Lifetime, Soft Machine, U.K.) but, perhaps most relevant to the reunion captured on the present release, in 1977 Holdsworth and bassist Ron Mathewson had also recorded Touching On with drummer John Stevens, a pioneer of the “spontaneous music” scene in London, a form of non-idiomatic free improvisation which abandoned pre-written parts and avoided even the slightest inclination towards traditional harmony or rhythm. Holdsworth had brushed up against spontaneous music during informal 1972 sessions with Jamie Muir (King Crimson), but the 1977 sessions with Stevens are probably the earliest recordings of his work in this highly uncommercial form of music-making. After a “far-right” swing of the pendulum took Holdsworth into the arena-rock world of U.K. (a band from which he was subsequently “fired” for refusing to mimic parts off of their record), in 1979 Holdsworth rejoined his old “mates”, quite ready to move past such conventional forms as “actual songs”.

		

		Second Zone

		The bulk of this release comes in the form of two “pieces”. The first probably has more in common with free jazz, where a swing rhythm and modal melodicism are not expressly forbidden. It opens with a lyrical flute and guitar duet between Holdsworth and his original London benefactor Ray Warleigh, after which it heads into a kaleidoscope of shifting instrumental formations with spotlight solos from Warleigh, Holdsworth and finally, Mathewson’s vigorous acoustic bass. Some highlights include a bout of post-Coltrane free jazz skronk as well as some skittering guitar trio (guitar/drums/bass) textures which even now stand apart for their uniqueness.

		

		The second piece heads towards pure spontaneous music, and reflects a more “avant-garde chamber music” feel. Holdsworth plays violin on more than half of this piece, and Mathewson complements Holdsworth’s Paganini-meets-Penderecki bowing with some soulful arco bass of his own (Warleigh’s flute contribution also adds to the chamber music vibe). Because of the strictly free nature of this piece (obviously with no commercial intentions), the players might seem to “noodle about” a bit more here, but considering that this is an informal session at Warleigh’s house (a child’s wail can be heard at one point in the first piece) it’s entirely understandable and in this case forgivable. In the third and final fragment, Allan and his mates have apparently “gotten it out of their system”, and so move on to working on some melodic song material. To be continued?

		

		Third Zone

		Although free improvisation never became a featured part of Holdsworth’s subsequent solo albums, he apparently never lost interest in its possibilities. This kind of spontaneous, unstructured playing would surface in the 90s as “Zones” (captured on the 2003 album Then!), and function as the primary modus operandus for HoBoLeMa, Holdsworth’s 21st Century superband with alumni from Frank Zappa’s band and King Crimson. Holdsworth himself seems to have felt that free improvisation was best experienced live, and not on record. Nonetheless, in this case it makes for a fascinating and enjoyable afternoon at the Warleigh Manor.

		

	
		

		
			13: With Gordon Beck in Paris
		

		

		Gordon Beck

		

		Like Allan Holdsworth, pianist Gordon Beck was an accomplished musician with a strong, personal approach, but also similarly somewhat under-appreciated in his home country. He first established himself with his own jazz trio at Ronnie Scott's in 1965, and subsequently toured internationally with Phil Woods' European Rhythm Machine. In the '70s, he established a successful concert and recording career in France, despite lack of recognition in his own country, England. Beck enjoyed exploring the combination of acoustic piano and electric keyboards (sometimes layered) in his work. A long-running partnership with Holdsworth produced record releases in the '70s, '80s, and '90s, as well a guest spot touring with I.O.U. in the early '80s.

		

		Beck first heard Allan's playing when Holdsworth's first band, 'Igginbottom, debuted in London in 1969. Their earliest stage collaboration was probably a Marquee concert featuring a large-scale jazz ensemble comprised of ‘Igginbottom members, Beck, drummer Tony Oxley, and the Ronnie Scott Big Band (with arrangements by John Cameron, Beck and Scott). In 1972, when Allan moved to London, he and Gordon briefly recorded together on trumpeter Ian Carr's Belladonna. This encounter led them to share the stage on several other adhoc jazz quartet/quintet dates, many of which were broadcast on the BBC. These concerts include a broadcast from 1977 with John Stevens and Jeff Clyne, a 1979 broadcast with Ray Warleigh, and a 1981 concert with Gary Husband (see next Chapter). Gordon Beck recounts their early history in a May 1999 interview:

		

		Beck: I first met Allan Holdsworth at the Ronnie Scott Club where he was playing with a strange, but very interesting quartet that nobody had ever heard of ('Igginbottom probably). He decided to stay in London and we put a quartet together with Jeff Clyne and John Stevens. This was called Plough, and the music was totally improvised. This collaboration was extremely demanding but very exciting at times.... ¹¹⁷

		

		The music of Plough mentioned by Beck above can be found on the 1977 free improv session Conversation Piece, recorded for the BBC after Allan’s return from touring with Tony Williams and Gong. Besides the BBC radio concerts, during this period Allan also recorded two albums with Beck, Sunbird (1979) and The Things You See (1980). As Allan's “senior”, Beck's playing probably did much to inspire Allan to reach for greater heights in his own playing at this stage of his development (at least in the jazz realm).

		

		Sunbird

		

		Sunbird saw Holdsworth and Beck supported by bassist Jean-François Jenny-Clark and drummer Aldo Romano. The album broadly ranges from textural soundscapes to the piano-jazz tunes Allan had been playing with Beck and Pat Smythe at the time in the clubs. On the second side, this album also has Allan in some exotic new musical territory. It would have been interesting to hear how Allan's playing had evolved by the end of the tour on these particular tunes. Allan enjoyed playing on Sunbird, but felt that he never became completely comfortable with the tunes until later in their tour.

		

		The sad thing about that, was that we did the album first. My reading's really bad, and they recorded the album before we did the tour... It wasn't music that I was familiar with, or a style of music that I (was comfortable with at the time). I've always been rather ‘jazz-rock’ and Gordon's music had me twisting on a wire. By the end of the tour, at least I'd figured out how I could work my way through it... (anyways) the more I played with Gordon, the more I enjoyed it, because it was a way to check my own progress. ⁴⁰, ⁴¹, ³⁰, 116

		

		The Things You See

		

		At the end of 1979, Allan and Gordon reconvened to record some tracks as a (mostly) acoustic duo. The Things You See actually has more Holdsworth than Beck compositions, but its stylistic direction follows Gordon's jazz-blues tendencies more than Allan's more iconoclastic polytonal constructions. Nonetheless, this arena seems to have provided an element of challenge for Allan, and he approached Gordon's more “earthly” harmonies with enthusiasm (this relationship would much later culminate in the '90s release None Too Soon, which also featured Holdsworth playing Beck-arranged jazz standards). On the album The Things You See, Allan plays mostly acoustic guitar, with clean electric guitar tones only on the title track and its alternate vocal arrangement, “At The Edge” (featuring Allan on vocals). Gordon uses a combination of acoustic and electric keyboards, sometimes overdubbing additional layers.

		

		Our duo record (The Things You See) made me more satisfied. It’s quite paradoxical however, that success came to me with this music that I like very much, but doesn’t quite correspond to my own... ¹¹⁶

		

		A summary chronology of the main Holdsworth/Beck studio collaborations follows:

		1977, Nov: Conversation Piece (w. John Stevens and Jeff Clyne)

		1979, Jun-Jul: Sunbird (w. J.F. Jenny-Clark, Aldo Romano)

		1979, Nov: BBC3 Jazz in Britain (w. Ray Warleigh, John Aue, John Marshall) (unreleased)

		1979, Dec (1980, Jan): The Things You See (duo)

		1981, Dec: BBC Jazz (w. Jeff Clyne and Gary Husband) (unreleased)

		1988: With a Heart in My Song (duo)

		1996: None Too Soon (w. Gary Willis and Kirk Covington)

		

		Detailed breakdowns of Sunbird (1979) and The Things You See (1981) follow.

		

		Conversation Piece was analyzed in Chapter 12, and the two BBC dates listed above are covered in the next Chapter (and the Appendix). The last two collaborations with Beck are covered in Chapters 21 and 26.

		

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Gordon Beck: Sunbird (1979)

		Recorded June/July 1979 in Paris, Acousti Studio.

		

		Gordon Beck: Electric (Fender) and acoustic piano

		Allan Holdsworth: Electric and acoustic guitars, violin

		Jean-François Jenny-Clark: Bass

		Aldo Romano: Drums

		

		(All titles composed and arranged by Gordon Beck).

		

		1. The Gathering (2:45)

		

		Allan's “floating” intro leads to a more “earthly” cool jazz tune. The tune features Allan on both acoustic and electric (lead) guitar.

		0:00: Modulating acoustic guitar arpeggios establish a rising harmony figure.

		0:30: Piano solo enters with relaxed drums and bass groove (guitar comps).

		1:29: Electric guitar solo (lead tone).

		2:26: Final cadence and acoustic guitar arpeggios.

		

		2. Flight: Part I (6:43)

		

		A galloping rhythm and festive head melody give a somewhat “south of the border” flavor to this piece. The guitar solo leads to deft trades with Beck on piano.

		0:00: Textural rising figures, leading to a galloping uptempo groove.

		0:34: Head in guitar and piano, modulating bridge with piano ornaments, repeat.

		1:18: Piano solo over preceding structure.

		2:45: Electric guitar solo (lead tone).

		4:14: Bass begins walking groove as piano and guitar dialogue.

		4:52: Vamp fades out, leading to drum solo.

		

		3. Flight: Part II (3:00)

		

		This short interlude features Beck's Fender electric piano (no guitar).

		0:00: Electric piano accents drive midtempo shuffle groove, leading into a cool, but bluesy electric piano solo, reprise piano accents.

		2:17: Coda on a held harmony.

		

		4. Flight: Part III (2:49)

		

		This starts out as a loose, impressionistic ballad, but leads into “free improv” territory and some fiery (clean) guitar shredding.

		0:00: Textural acoustic ornaments (piano, bass, cymbals, clean guitar) develop into a free improvisation.

		1:10: Guitar solo (clean tone) featured.

		2:02: Piano solo, leading to a brief pause.

		

		5. Flight: Part IV (3:14)

		

		The galloping texture of Part I is revisited, which then leads to some gymnastic scalar head material.

		0:00: Drum groove leads to uptempo 2-chord vamp with piano solo (sparse guitar comping).

		1:26: Rapid, scalar head figures on piano and guitar.

		2:15: Allan's violin adds some subtle tones as piano solos over vamp, fade out.

		

		6. Halfway House (6:13)

		

		A pastoral violin/Fender piano intro leads to a Beck piano solo, followed by Allan's clean solo over a cool, accented groove, before finally returning to the intro with the full band.

		0:00: Gentle Fender electric piano and violin intro theme, joined by textural cymbals, bass.

		1:33: Piano ornaments become a thoughtful solo exploration.

		3:21: Clean guitar solo over an accented (but broad) modulating groove.

		5:37: Intro theme reprise on piano, violin (this time with rhythm section).

		

		7. Sunbird (5:03)

		

		This song features a kind of “calypso” groove, certainly new territory for Allan's acoustic guitar solo style.

		0:00: Lively, playful piano joined by propulsive bass and acoustic guitar.

		0:17: “Tropical” head in guitar and piano, developed, repeat.

		1:55: Acoustic guitar solo.

		2:50: Reprise of opening piano intro leads to bass solo over cowbell/snare and rhythmic/funky guitar comping.

		4:08: Piano intro reprise leads back to main groove.

		4:30: Final ornamented cadence accents.

		

		8. Second Summer (6:53)

		

		This opens with a “late night” jazz piano rumination, leading to a blues vamp featuring a somewhat bebop-ish clean electric lead from Allan, and a joyful end solo from Gordon.

		0:00: Pastoral solo piano theme.

		1:35: Descending, accented cadence, joined by drums and bass.

		1:53: Guitar solo (clean tone) over bluesy cadence variation.

		3:23: Descending, accented cadence, leading to piano solo.

		6:03: Descending cadence joined by violin, fade out.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth / Gordon Beck: The Things You See (1981)

		Recorded Dec 1979/Jan 1980 in Paris, CBS Studio.

		

		Gordon Beck: Electric (Fender) and acoustic piano

		Allan Holdsworth: Acoustic guitars, electric guitar, vocals

		

		1. Golden Lakes (4:45)

		(Allan Holdsworth)

		

		This is a reworking of an 'Igginbottom melody, for acoustic guitar and piano. The melody also previously appeared on Velvet Darkness' title track.

		0:00: Pastoral head theme in acoustic guitar with piano support, repeat.

		0:55: Chorus harmony.

		1:19: Guitar solo over verse and chorus harmonies (lively tempo accents from piano).

		2:44: Piano solo with sparse guitar ornaments.

		3:52: Return to pastoral intro theme/groove, final coda ornaments.

		

		2. Stop Fiddlin' (2:53)

		(Gordon Beck)

		

		This song features a piano solo from Beck. The lively ending theme would later be used in some '80s I.O.U. performances as thematic brackets for “Drifting Into the Attack” (later released as “Gas Lamp Blues” on 2002’s All Night Wrong).

		0:00: Bluesy solo piano intro.

		0:57: Accented figures begin to surface.

		2:12: Rapid, lively, prancing theme, final cadence.

		

		3. The Things You See (When You Haven't Got Your Gun) (4:29)

		(Allan Holdsworth)

		

		This tune includes a theme “rescued” from Velvet Darkness' “Wish” (near the end). This version for guitars and keys also has an alternate arrangement with vocals, included here as the 6th track, “At The Edge”. A final electric version would surface on I.O.U.'s debut album, with vocals by Paul Williams.

		0:00: Gentle chord melody head on acoustic guitar with electric piano comping.

		0:43: Acoustic guitar solo over midtempo piano groove.

		1:45: Piano solo.

		2:43: Head melody in clean electric guitar.

		3:45: Melody (from “Wish”) with echoed electric guitar lines, final cadence chord.

		

		4. Diminished Responsability (8:14)

		(Allan Holdsworth)

		

		The rhythmic head runs here (derived from Velvet Darkness' “Karzie Key” head) are somewhat reminiscent of 'Igginbottom or Bruford's “tricky dick” moments, but the middle section features thorny unaccompanied solos from each performer.

		0:00: Head: Fast rhythmic figures on acoustic guitar and piano lead to modulating chord accents followed by piano and guitar ornaments.

		0:47: Reprise opening structure.

		1:16: Acoustic guitar solo (unaccompanied and with complex harmony).

		2:34: Piano accents enter in a rising harmony (guitar solo continues).

		3:12: Head end cadence leads to a simmering piano solo (unaccompanied), leading to the rising harmony (with guitar comping).

		5:45: Head end cadence becomes a jagged piano/guitar improv dialogue.

		6:58: Guitar solos over a gentle piano tremolo figure.

		7:46: Head figure (some behind the nut/bridge strums), end cadence.

		

		5. She's Lookin', I'm Cookin' (11:54)

		(Gordon Beck)

		

		This is a fairly jazzy tune traversed in two tempos. A long acoustic guitar solo from Allan is followed by Beck's keyboard spotlight, which features 3 separate keyboard tracks at one point.

		0:00: Relaxed piano arpeggios and acoustic guitar present a pastoral ballad theme.

		0:44: Rising rhythmic accents, leading to theme reprise, development.

		2:22: Theme structure reprise with additional electric piano layer (bass), developed.

		4:49: Acoustic guitar solo over midtempo electric piano vamp with walking bass keyboard line.

		8:17: Piano solo over same groove.

		9:20: Gentle return to pastoral ballad theme texture on 2 acoustic pianos and 1 electric piano.

		10:52: Piano solo resumes over midtempo el. piano walking bass, fade out on accented motif.

		

		6. At The Edge (3:15)

		(Allan Holdsworth)

		

		This song (featuring Allan on vocals and overdubbed clean electric guitars) is another arrangement of “The Things You See” (no piano).

		0:00: Clean, chordal guitar figures.

		0:22: Verse, cadence, verse.

		0:47: Transition, verse reprise, transition.

		1:31: Descending bridge harmony.

		1:51: Guitar solo over verse/transition guitar comping.

		2:27: Verse/cadence, transition end cadence.

		

		7. Up Country (4:15)

		(Gordon Beck)

		

		The jazzy vamping here is pretty “bar room”, but later hits a couple cheerful thematic turnaround vamps.

		0:00: Playful, bluesy piano vamping and improv.

		1:51: Acoustic guitars enter with playful head, followed by gentle comping.

		2:35: Turnaround vamp, joined by electric piano solo, fade out.

		

	
		

		
			14. The BBC Jazz Sessions (1972-81)
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]
		

		Allan with Jeff Clyne (bass) and John Taylor (keys) at The Plough, London 1977

		(Credit: Uli Rhode)

		

		During the 1970s, parallel to Allan’s rock-oriented projects with Nucleus, Tempest, Soft Machine, Bruford and U.K., Allan also continued his relationship with London’s modern jazz scene, in particular in combos with old friends alto saxophonist Ray Warleigh, pianist Pat Smythe and pianist Gordon Beck. Once a year or so, these groups would perform a live session for the BBC, and in these situations many “electric” songs could be heard re-arranged for a more acoustic arena.

		

		The first of these broadcast sessions (generally pre-taped in front of a live audience) took place on June 12, 1972. Led by Pat Smythe, this was Allan’s debut for listeners at home, and besides showcasing his jaw-dropping guitar style, also highlighted his newly-acquired violin skills. This session opened with “Floppy Hat”, which would later be reworked 4 years later for Allan’s Velvet Darkness solo album. A later session from 1974 also included “Kinder”, which would be reworked for the Tony Williams Lifetime project. However, other Holdsworth originals such as “Angela”, “Paris Thoughts” and “Plummet Airlines” do not appear again outside of these sessions.

		

		One concert, (recorded August 14, 1977) featured Allan and Pat Smythe with bassist Ron Mathewson (John Stevens' Touching On) and drummer Martin Drew, performing an uptempo jazz version of Bill Bruford's composition “Forever Until Sunday” (which would soon be reworked as a rock ballad in U.K.'s live sets). This tune, like “The Abingdon Chasp”, was also eventually recorded in the studio for Bruford's One Of A Kind release. A second 1977 concert consisted of Allan, Gordon Beck, bassist Jeff Clyne and drummer John Stevens playing free improvisations, and was eventually released as John Stevens' Conversation Piece.

		

		On a BBC2 broadcast from November 26, 1978, Allan performed a version of his composition “White Line” with Smythe, acoustic bassist Daryl Runswick and drummer Harold Fisher. “White Line” would later be recorded as a demo with Jack Bruce and Jon Hiseman on the “Sherwood Forest” sessions (see Chapter 15), and eventually featured on I.O.U. as a vocal rock song. Besides “White Line”, the set also included Kenny Wheeler's composition “Smatter” (from Wheeler's album Gnu High), Pat Smythe's “What Am I Doing With You”, and Keith Jarrett's “Questar” (from the album My Song). A third concert with Smythe in 1980 included future I.O.U. songs “Letters of Marque” and “Out From Under” (a song co-written by 'Igginbottom guitarist Steve Robinson). Smythe's ensemble piece “New Dawn” later appeared on the 2016 PledgeMusic album, Tales From the Vault, there performed on SynthAxe and Starr Z guitar/board.

		

		A late 1979 Holdsworth-Beck session was accompanied by drummer John Marshall (Soft Machine), saxophonist Ray Warleigh (recently on the Virgin demo of “Abingdon Chasp”), and bassist John Aue. This Jazz in Britain program would see acoustic versions of “The Things You See”, “Every Little Breeze” (a song dedicated to his newly-born daughter Louise), and “Sunday”, a reworked version of the opening section to “Nevermore” (from U.K.). The Holdsworth-Beck collaboration would result in two albums recorded in the late '70s, explored in detail in Chapter 13. The session most significant for the next decade, however, was one featuring drummer Gary Husband and bassist Paul Carmichael. This trio would soon add vocalist Paul Williams to record I.O.U.'s epochal debut album (Chapter 15).

		

		Radio Sessionography

		

		Below are the known Holdsworth BBC program broadcasts (15 in all!), although the exact dates are hard to pin down. Since most of these tracks are not officially available at this point, musical analyses may seem less than useful here. Nonetheless, they can be found in the Appendices (The BBC Jazz Sessions: Breakdowns and Analysis) for those who desire to search out these recordings online (on YouTube, Soundcloud, etc.).

		

		The Pat Smythe Quartet

		BBC2. Jazz Club, June 12, 1972

		feat.

		Pat Smythe: Piano

		Allan Holdsworth: Guitar, Violin

		Ron Mathewson: Acoustic bass

		John Marshall: Drums

		

		Ian Carr’s Nucleus

		BBC. November 19, 1972

		feat.

		Roy Babbington: Bass

		Ian Carr: Trumpet, Flugelhorn

		Allan Holdsworth: Guitar

		Dave MacRae: Electric Piano

		Brian Smith: Tenor & Soprano Saxophone, Alto & Bamboo Flute

		Clive Thacker: Drums

		Trevor Tomkins: Percussion

		

		The Tony Coe Quintet

		BBC3. Jazz in Britain, June 6, 1974

		feat.

		Tony Coe: Clarinet, saxophone

		Allan Holdsworth: Electric guitar

		Pat Smythe: Electric piano

		Daryl Runswick: Acoustic bass

		Bryan Spring: Drums

		

		The Allan Holdsworth/Ray Warleigh Quintet

		BBC1. Sounds of Jazz, June 9, 1974

		feat.

		Allan Holdsworth: Electric guitar, acoustic guitar (track 3), violin

		Ray Warleigh: Alto sax, alto flute

		Pat Smythe: Electric piano

		Ron Mathewson: Acoustic bass

		Bryan Spring: Drums

		

		The Soft Machine

		BBC3. Jazz in Britain, June 10, 1974

		(see Chapter 4)

		

		The Pat Smythe Quartet

		BBC2. Sounds of Jazz, February 2, 1975

		feat.

		Pat Smythe: Acoustic and electric piano

		Allan Holdsworth: Guitar, acoustic guitar

		Daryl Runswick: Bass

		John Marshall: Drums

		

		The Pat Smythe and Allan Holdsworth Quartet

		BBC2. Sounds of Jazz November 14, 1977

		feat.

		Pat Smythe: Piano

		Allan Holdsworth: Guitar

		Ron Mathewson: Bass

		Martin Drew: Drums

		

		The John Stevens Quartet

		BBC Maida Vale. Jazz In Britain, December 26, 1977

		feat.

		Allan Holdsworth: Guitar

		Gordon Beck: Piano

		Jeff Clyne: Bass

		John Stevens: Drums

		

		The Pat Smythe and Allan Holdsworth Quartet

		BBC2. Sounds of Jazz, November 26, 1978

		feat.

		Allan Holdsworth: Guitar

		Pat Smythe: Piano

		Daryl Runswick: Acoustic bass

		Harold Fisher: Drums

		

		Holdsworth & Co.

		BBC3. Jazz In Britain, January 8, 1980

		feat.

		Allan Holdsworth: Guitar

		Gordon Beck: Piano

		Ray Warleigh: Alto/soprano Saxophone

		John Aue: Bass

		John Marshall: Drums

		

		Ian Carr with Nucleus+

		BBC3. Jazz In Britain, March 17, 1980

		feat.

		Ian Carr: Trumpet, flugelhorn

		Brian Smith: Saxophone, flute

		Tim Whitehead: Saxophone, clarinet

		Derek Wadsworth: Trombone

		Guy Barker: Trumpet, flugelhorn

		Geoff Castle: Keyboards

		Allan Holdsworth: Guitar

		Chucho Merchan: Bass

		Chris Fletcher: Percussion

		Nic France: Drums

		

		The Pat Smythe Quintet

		BBC1. Sounds of Jazz, May 25, 1980

		feat.

		Allan Holdsworth: Guitar

		Pat Smythe: Piano

		Ray Warleigh: Alto saxophone, Flute

		Chris Laurence: Bass

		John Marshall: Drums

		

		PAZ with the Singing Bowls of Tibet

		BBC3. Jazz in Britain, March 30, 1981

		feat.

		Dick Crouch: Composer/director

		Ray Warleigh: Sax, flutes

		Allan Holdsworth: Guitar

		Geoff Castle: Keyboards

		Ron Mathewson: Bass

		Alain Presencer: Tibetan Singing Bowls

		

		Allan Holdsworth’s I.O.U.

		BBC3. Jazz In Britain, October 20, 1981

		feat.

		Allan Holdsworth: Guitar

		Paul Carmichael: Bass

		Gary Husband: Drums, piano

		

		Gordon Beck Quartet with Allan Holdsworth

		BBC. Jazz In Britain, December 2, 1981

		feat.

		Allan Holdsworth: Guitar

		Gordon Beck: Piano

		Jeff Clyne: Bass

		Gary Husband: Drums

		

	
		

		
			V
		

		
			The Richter Scale
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			15: To I.O.U.
		

		

		1979: The Sherwood Forest Demos

		

		In 1979, towards the end of his Bruford days, Allan went into the studio with old friends Jack Bruce (Cream, Tony Williams’ Stockholm Wildlife Sessions) and Jon Hiseman (Tempest). This hopeful reunion resulted in what is sometimes referred to as the “Sherwood Forest” demos. Sent “anonymously” to various record labels (in order to test the record labels' ears, so to speak), it naturally failed to generate any significant interest, and live dates scheduled for the following April were cancelled. Nonetheless, this effort helped Allan decide on a future musical direction for himself.

		

		I had a blow with Jack Bruce and Jon Hiseman, and we were toying with the idea of trying to get that team together, but it came unstuck because we all had different problems at the same time. We made a demo at a studio during a couple of evenings and turned out half an album. It was that experience, playing with those two guys, that made me realize that I wanted to do something different and, consequently, that what I was doing with Bill Bruford was not the way I should be going… l just wanted to break loose and play the music that I've been working on for a long time. ¹⁶, ⁶

		

		For this project, Allan offered up two of his own compositions, “White Line” and “Where Is One”, both of which would later be rerecorded for his I.O.U. debut album. All four Sherwood tracks feature mature Holdsworth solos with extended harmony excursions and sublime tremolo-bar articulations. Judging by his thick, horn-like solo tone, he is almost definitely playing one of his custom Dick Knight Strats. Like Tony Williams “Wildlife Sessions”, these are not officially released in any way, but since they can be found online¹³⁷ and are certainly of interest from an historical viewpoint - I present a breakdown of the song structures below...

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Holdsworth, Bruce, Hiseman: The Sherwood Forest Demos (unreleased)

		

		Allan Holdsworth - Guitar

		Jack Bruce - Bass, vocals

		Jon Hiseman - Drums

		

		1. White Line (5:11)

		(Music: Allan Holdsworth, Lyrics: Pete Brown)

		

		It's not about cocaine - “White Line” is basically a song about musicians getting taken advantage of by twerps in the music industry (i.e., record company guys, lawyers, music publishing companies, managers, etc.). ¹⁶

		

		This Holdsworth “standard” was also performed with Pat Smythe’s jazz combo on BBC radio in late 1978. It will soon appear officially on Allan’s first “real” album, I.O.U. and continue to be a part of setlists through the 1990s.

		0:00: Soft, descending bridge harmony, arpeggio figure A.

		0:18: 1st verse with accented cadence, arpeggio A.

		0:39: 2nd verse, cadence.

		0:57: Descending bridge harmony, developed, arpeggio A

		1:27: 3rd verse, cadence,

		1:46: Syncopated volume swell harmony B over pedal bass accents.

		2:10: Uptempo groove variation of B with chordal figures.

		2:34: Chorus over 2-chord vamp C, volume swell B with drum ornaments.

		3:07: Guitar solo over uptempo groove variation of B.

		3:33: Solo over syncopated accent B variation, returning back to uptempo groove.

		4:18: Chorus over 2-chord vamp C, arpeggio A.

		4:47: 4th verse, cadence.

		

		2. Bird Alone (8:46)

		(Jack Bruce)

		

		This song features a long volume swell intro section (soon to be a Holdsworth signature texture), as well as a long (3 min.) outro solo from Allan - in dialogue with Bruce's final verse.

		0:00: Textural volume swells with melancholic ballad vocal.

		1:04: Accented, syncopated groove in compound meter.

		1:29: 1st verse over groove.

		1:54: 2nd verse.

		2:18: 3rd verse with added electric guitar swells and drum fills.

		2:43: 4th verse groove with added ornamentation.

		3:08: Slow groove with guitar arpeggios and broad vocals, cadence, repeat, build and develop with power chords, some funky variations.

		5:46: Guitar solo surfaces and continues over reprise of accented, syncopated groove and 5th verse, etc.

		

		3. Where Is One (5:36)

		(Allan Holdsworth)

		

		Like “White Line”, this song is also meticulously-structured, and features some quick-changing guitar tones as well as brief, punctuating modal vamps. This structure - also found in many jazz pieces (Coltrane, etc.) - would be another favored compositional technique of Allan's in the future. “Where Is One” will eventually appear on the I.O.U. album in a more refined form.

		0:00: Syncopated 2-chord arpeggio figure, cadence A, heavy rising figure B, cadence A, pedal harmony with tremolo-bar scooped chords, cadence A', pedal harmony with “outside” guitar lead.

		0:41: Arpeggiated harmony C.

		0:57: Cadence D (more accented), pedal harmony modulating (tremolo scoops).

		1:24: Cadence A, pedal with guitar lead, cadence A, pedal with lead, cadence A, heavy figure B.

		1:56: Arpeggiated harmony C, syncopated 2-chord arpeggio figure modulating, cadence A.

		2:32: Guitar solo over modulating tempo/harmony variations of previous sections, ending in pedal harmony.

		4:09: Cadence D, pedal harmony modulating.

		4:36: Cadence A, heavy figure B, cadence A, pedal with lead, cadence A, pedal harmony with lead.

		5:08: Arpeggiated harmony C, final cadence and enigmatic guitar motif.

		

		4. Tightrope (6:09)

		(Jack Bruce)

		

		This song has some fascinating groove elements. Allan skillfully navigates the schizophrenic tempos and changes.

		0:00: Solo vocal line (with textural guitar and drums) leads to dramatic accents and drum rolls.

		1:45: Broad groove becomes a stuttering/syncopated pedal rhythm, modulating.

		2:34: Broad groove with scooped guitar chords.

		2:47: Guitar solos over alternating episodes of the stuttering/modulating pedal groove and the broad groove with scooped guitar chords.

		5:06: Vocal returns over dramatic accent chords/drum rolls.

		

		

		Gary Husband and Handlebars

		

		Despite the submission of the Virgin and Sherwood demoes, by the end of the 1970s Allan was still unable to secure label interest in a solo album, at least in England. Ultimately, it took three years and a continental relocation in order to independently produce and distribute Allan's 8-song debut album I.O.U. Prototype versions of some of these songs had been performed as early as in 1978, but it wasn't until meeting a teenage drummer/pianist from Leeds named Gary Husband that these compositions really began to take their ultimate shape.

		

		I'd been told many great things about this young chap from Leeds, Gary Husband, and eventually I had the opportunity to play with him - I thought he was absolutely amazing. I talked to him about doing something, and he said he was into having a go at it. He’s really incredible and very instrumental to me, in bringing to light my kinds of musical ideas, because when I present pieces of music to (the band), he would play them in a way that would be almost as if I was playing the drums, if I could play them - at times it’s almost like one thing, which is very difficult to find, that kind of closeness in people. So finding the right people to play with is very important to me, and Gary is definitely one of those people. ¹⁶, ⁴⁸

		

		One project they formed was Handlebars, an improvisation-based group that included guitarist Steve Topping.

		

		It's taken a long time to sort out, and we're off now, hopefully… There's none of that modal one-chord stuff at all yet. We're also including some almost free improvised pieces. It's all new material…. the most important thing is that it's an opportunity to play things nobody's ever heard me play before….

		

		The most interesting guy I've heard for ages is Steve Topping. He's a friend of Gary's and he's a fantastic player. It's ‘watch out all the imitators' because he's really doing something else and going off in another direction. We did a couple of gigs with him, sort of added him to the band, and we'll probably do that again in the future. His development shows an early interest in John McLaughlin, but he's gone further and channeled his own route from it. It’s one thing to pick up things from somebody, and then it's easy to just carry on chasing that guy, but with Steve I feel he's just listened to things for their musical value. He's a very inspiring player... He's not only a fantastic guitar player but he's also cutting out a new hole for himself. It's the essence you should look for in music, not just what it sounds like. I really haven't seen that for a long time. ⁶

		

		Handlebars eventually did a short Scottish tour in late 1980 (with Bill Worrall on bass). There are sadly no contemporaneous studio recordings of Handlebars, but a reunion of sorts can be glimpsed on Gary Husband's instructional video release, Interplay and Improvisation on the Drums (1998).

		

		False Alarm

		

		For a short period in the late 1970s, Allan led a jazz combo under the name Holdsworth & Co. This jazz composition project featured a changing line-up of club musicians and performed at least once on BBC radio. At some point or another, Holdsworth & Co. eventually dissolved and then reformed as the more rock-oriented outfit False Alarm, now featuring Gary Husband on drums. 1980 saw Allan and Husband recording a demo at Virgin's Town House studio with Hansford Rowe on bass and a female vocalist (probably Helen Chappelle), resulting in new demos of “White Line” and “The Things You See”. With Rowe tied up in other commitments, Allan and Gary played with a variety of bass players, including Henry Thomas during a run of dates at the Riverbop in Paris.

		

		And there was a club in France called Riverbop and there was a really nice lady there called Jacqueline Ferrari. She liked us and she would bring us over there for like two weeks at a time, playing this little jazz club. It was great, but she was the only person who really gave us a chance. ⁴⁰

		

		They eventually found Paul Carmichael as a permanent bassist, with Allan also contributing some vocals.

		

		We worked for what seemed like forever to find a bass player. There were a lot of guys who were playing a fretless bass because they'd heard Jaco Pastorius. To me, Jaco is an absolutely fantastic musician, I love his playing. But it was like he destroyed the bass in terms of other people. All the guys we tried to find were trying to get that tuba-like sound, like Jaco’s sound, but they had forgotten that the thing that is great about Jaco is his playing and his music. It got to a point where if the guy opened his case and the bass fingerboard was bald, Gary would say, ‘Put the bass away - next’. We actually had a gig, and we found Paul Carmichael at the last minute - he wasn't trying to sound like anyone else. ¹⁶

		

		Later in the year, Allan and Gary also joined Jeff Clyne's fusion band Turning Point for a short tour. These shows included a couple spotlight Holdsworth numbers, featuring just the trio of Allan, Gary and bassist Jeff Clyne. Allan and Gary used these opportunities to further perfect False Alarm songs like “Letters of Marque”, “Where Is One”, etc.

		

		I.O.U. and Paul Williams

		

		For most of 1981, the False Alarm trio performed sporadically. Borrowing from 'Igginbottom guitarist Steve Robinson's old band name, they re-titled themselves yet again as I.O.U. (ironically reflecting on their lack of financial success in the UK).

		

		It was a disaster from a financial point of view. We called the band 'I.O.U.' because more often than not, it would cost us more money to do the gig than what we normally got paid for doing it. We almost finished up by phoning people and saying, 'How much do you want for us to play?' That’s what happens when you want to play 'esoteric bullshit', which is what some people call what we do. ⁹¹, ¹¹ 

		

		Gary Husband recounts the difficulties encountered with club owners in England:

		

		It was the most precious jewel to each one of us, this whole thing, and yet it was totally unremarkable to just about everybody, unfortunately... (One time) we played at a place called the Rock Garden which used to exist in Covent Garden, here in London, and it was basically a rock venue. And we'd gone on and started playing our first tune, and the promoter for the gig, or the club owner or whatever - came running onstage going like ‘Stop, stop!’ and we were like ‘What?’ He got us to stop, and he said ‘Guys, do you not realize the people are in?’ He thought we were just warming up, or playing some random thing! (laughs). ⁹⁵

		

		By chance, Allan ran into his old Tempest bandmate, vocalist Paul Williams, and immediately asked him to become the new lead vocalist of I.O.U.

		

		He had a really powerful, bluesy voice which I really liked. (I was in London) and looking across the street, and was like, ‘Wait a minute, that’s Paul Williams!' And he was living in an apartment opposite, so I just asked him, 'I'm getting this band together with Gary Husband and Paul Carmichael, you wanna sing?' And he goes ‘Yeah'. So that’s how that happened... ⁶⁶

		

		Later in the year, Allan's unofficial manager Nik Powell (at least since the Gong days) gave I.O.U. free studio time to record their debut album.

		

		I think we took about five days to record it, and it was mixed in two evenings. Rather quick. It was recorded on The Barge, a studio in England, which is actually a real boat. It floats, but it doesn't move much because it's very heavy. And luckily, the water where it's docked is usually very still. I paid for the mixing (at Trident studios) by selling like the last two guitars that I had (including the Strat purchased in the Tony Williams days). ¹¹, ³³, ¹⁶

		

		Gary Husband also has vivid memories of the making of the album:

		

		(It) features the largest degree of material actually (recorded) live (compared to later albums). His amps were actually sort of in the front of this floating barge - actually quite close to where I live now, I often like to go there and look at it - and he actually kept a surprising amount of material that happened ‘of the moment’ on those sessions. He at that point was using these Hartley Thompson cabinets and was very happy with the sound at that point in time, and so he actually kept a lot of what happened. ⁹⁵

		

		Below, Allan's describes a similar account (from a 1982 Guitar Player interview):

		

		Most of the album was done straight in one take. I don't like cutting. I'd rather do it again from the top than cut it. I just don't like editing - I'm always waiting for when it comes around. I can hear it when I've done it before on other people's records - I go, 'Oh, God.' It usually stands out like someone poking you in the eye halfway through the track. There were a couple of tracks where I added some extra guitar parts, but most of it was done as live basic tracks...

		

		(The studio) was actually a tiny place, so we couldn't get much isolation. The drums were in the middle of the room, the guitar amp was tucked away in one corner, and the bass was practically in the toilet at the other end of the boat. It probably would have sounded better if we had recorded it in a bigger place, but we didn't have the money to do it anywhere else. I'm always experimenting, but for the most part I used Neumann U-87s, because they 'hear' the way I hear. ¹¹

		

		Some early tracks were lost and had to be rerecorded, but the lost tapes were later recovered (including the Paul Williams-sung version of “Water on the Brain”, “White Line”, and “Shallow Sea”). The “lost” version of “Water on the Brain” was eventually released on the 2016 PledgeMusic album, Tales From the Vault.

		

		Unfortunately, I.O.U. were unable to get any labels interested in their finished master tape (We tried for over a year to get somebody to release it. We even went as far as to offer it to record companies for free, but no joy. ¹⁶) and by the end of 1981, Paul Williams had moved to California, leaving I.O.U. a trio once again. The band did at least one instrumental date for the BBC in November (see Chapter 14), but the writing was on the wall...

		

		

		Out From Under

		

		As Allan developed his musical compositions to better suit a keyboard-less power trio format, he moved farther away from the “proggy” ensemble unison lines he'd been playing in U.K. and Bill Bruford's band.

		

		...It just seemed like every time I heard a fusion record it was: (sings fast accented rhythmic line). So I didn’t wanna do that - I wanted to get away from that. Just like when I first started growing up, I played in a blues band for a number of years - and then I spent the rest of my life trying to avoid it!  So - yeah, I deliberately avoided it. Very few tunes that I’ve written have serious heads in them - a couple. It was more about trying to write a really nice vehicle for improvisations - nice harmonies, nice chords. Like, anybody can learn how to play a ‘tricky dick’ line. I mean, if you sit down long enough, you can learn it, but then what?  It doesn’t mean you’re gonna be able to play a good solo. It doesn’t mean anything. There was something about that fusion thing that left me feeling kinda empty, so I stayed away from it - or I tried to. ⁶⁶

		

		Allan's 1982 interview with Tom Mulhern for Guitar Player provides additional insight into his playing style at this time:

		

		Tom Mulhern: Do you use two hands to fret very often? On “Shallow Sea,” for instance, you use a right hand finger to hit a bass note.

		

		Allan Holdsworth: I use it very rarely: mostly for chords. I can do it much more than I do it, but I just don't like to do it, because it's almost become such a fashionable thing.

		

		Do you use hammer-ons or do you try to pick every note?

		

		I use a mixture, with a lot of hammer-ons. I don't use conventional pull-offs, though. I never pull my finger sideways, because I find that when you pull the strings off, you get a kind of 'meowing' sound as you deflect it sideways. And I detest that sound. In the past, I have practiced quite hard to not play like that. I don't think my fingers come off sideways at all. They just drop on and off directly over the top like I'm tapping the strings.

		

		How about left hand-finger vibrato and bends?

		

		Well, I don't think I bend notes anymore. I used to, but I don't think I still do it. If I want a vibrato, I use a classical vibrato technique along the length of the string like a violin. The top two strings and higher up the neck, I change to a classical vibrato, and lower down the neck I go more from side to side. I physically pull the string. Up high I apply more tension and sort of squeeze the string.

		

		How do you work out parts for the band?

		

		Very basically: because I don't write, I have to just play things for people. I mean, I can write the chords down, but I can't write where they come in the bar. They just basically have to do it by memory or take notes on their own. ¹¹

		

		More about Allan's band-leader style and rhythmic idiosyncrasies can be found in a more recent Husband interview with Rick Beato:

		

		Gary Husband: What he would bring, particularly in my earliest memories, was usually - if anything - he'd give me a recording in advance on a cassette, of basically him in the front room with like, a live mic, and then just a foot tap. Now, conceptually integral to Allan's music, there was often little rubatos inherent in pieces, where there would be a slight little time stretch to certain phrases - or pause fermatas straight after phrases… And I picked up on this right away, and of course the foot tap corresponded to the next ‘1’. (People would) ask him ‘What kind of time signatures are being used there?’ and he'd say ‘Well, everything's in 1’, and they thought that that's 'Allan being Allan'. But you know what, that's actually how he heard it. He heard beat 1 as the first '1' that began as a kind of weaker capitulation to the original tempo, so that a kind of slight pause, or a slight little rush, a slight little accelerando, into the phrase - and then it smooths out, and becomes the tempo again - and at that point it was the '1' for him.

		

		And one of the many close things that I feel that we had together was that it felt totally natural to me to have a little rubato and this little rallentando - just to have that little bit, and then a quick little accelerando into what became beat 1 of the continuing next section - back into tempo, so to speak. So you know, to actually pull these off and to interpret them on the drums… Why not? You're a musician, and to a large degree (are) being very improvisational in the realization of it, the execution of the idea in what you do in it. So I could play little things that were similarly out of tempo, but they would have a kind of corresponding thing of when we’d come together again. And this stuff, to a very large, incredibly large degree was unspoken between us. It's the kind of thing that makes you realize this was closer than anything that I could ever possibly know again, you know? No words necessary - just play it, and it got stretched… ⁹⁵
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		When I.O.U.'s debut album first appeared in America, it was a shock to most Holdsworth fans, especially considering its massive leap in chordal and rhythmic complexity compared to Allan's last album appearances (U.K., Bruford's One Of A Kind). In reality, Allan had been working over these compositions for many years (including during the tail end of the Bruford period). As mentioned in the last two chapters, most of these tunes had been “road-tested” in groups featuring pianists Pat Smythe and Gordon Beck, reedist Ray Warleigh, bassist/vocalist Jack Bruce, bassist Jeff Clyne, and drummer Jon Hiseman. Nonetheless, the pairing of Allan with drummer Gary Husband (and the later addition of Paul Carmichael) produced the “perfected model” of these songs, including a couple which remained in Allan's live repertoire throughout his entire career.

		

		Live performances during this period of I.O.U. also included the song “Drifting Into the Attack”, partly derived from Velvet Darkness' “Gattox”, and later surfacing on the 2002 live album All Night Wrong as “Gas Lamp Blues”. Concerts also sometimes included a Gary Husband piano spotlight (“Prayer”, “Song For My Father”, or “Alone Tonight”), as well as Paul Williams performing a sung version of “Water on the Brain” (as heard in studio form on 2016’s Tales From the Vault).

		

		A song-by-song album breakdown of I.O.U. appears on the following pages. Some of the “earliest sightings” of these tunes are also cited.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth:

		I.O.U. (1982)

		(All songs written by Allan Holdsworth except as noted)

		

		Allan Holdsworth: Guitar, violin on track 6

		Gary Husband: Drums, piano on track 6

		Paul Carmichael: Bass

		Paul Williams: Vocals on tracks 1, 3, 5, 8 (probably also lyrics on 1, 3 and 5)

		

		1. The Things You See (When You Haven't Got Your Gun) (5:50)

		

		Previous appearances: Late 1979: Pat Smythe Quartet BBC concert, also on Gordon Beck's The Things You See (1981).

		

		Paul Williams: Vocal 

		

		The title for this tune came from me kinda falling out of the pub one night back in England, and there was this old guy walking down the street. I guess he must’ve seen all of us ‘hooligans’ coming out of the pub and he just looked at us and he said, ‘Boy, the things you see when you haven’t got your gun!’

		

		The chord sequence for this is really simple. We play over the changes before they actually occur in the head at the end - or when we return to the thing - so basically it’s just an Ab to Db to Dbm to Abm to like Am/M7 to an F# to like a Cm/E…back to Ab. That was basically the first few chords, but the solo section of this tune - we actually play over the sequence before the sequence occurs in the head, so we solo over changes that haven’t yet been heard till you get to the end of the tune. ³⁹

		

		The main head theme Allan refers to above first appeared in the Velvet Darkness song “Wish”. It appears here after the solo (which uses its supporting chord progression). This idea of playing through changes before presenting them in the beginning as a “jazz head” surfaces again a couple times in the future (“Tullio”, “Joshua”). Allan may have gotten this idea from Coltrane’s “Countdown”.

		0:00: Guitar lead over rising fanfare, syncopated cadence.

		0:15: 1st verse over descending harmony, rising cadence, repeat with variation, fanfare (without lead).

		0:42: 2nd verse (same structure).

		1:05: Bridge, accented cadences based on verse harmony.

		1:35: Pedal bass with skittering hi-hat and verse harmony variation in guitar swells.

		2:08: Guitar solo over propulsive groove (harmony for “main” head melody).

		2:31: 2nd solo chorus.

		2:53: 3rd solo chorus.

		3:16: 4th & 5th solo chorus.

		3:58: Instrumental verse cadence, bridge reprise, accented cadences.

		4:38: 3rd verse using “main” head melody (recycled from Velvet Darkness’ “Wish”), ending in guitar swells, final lead over fanfare reprise/rave-up.

		

		2. Where Is One (5:32)

		

		Previous appearances: 1979: Sherwood Demo with Bruce/Hiseman, live with Turning Point, 1981 I.O.U. BBC broadcast.

		

		This song contains meticulously-structured variations of tone and texture, as well as brief, punctuating modal vamps. This “outside pedal vamp” device - also found in many jazz pieces (Coltrane, etc.) - would become a useful compositional tactic to allow exotic (polytonal) scalar runs in more tonally-structured solo sections.

		0:00: Textural swell into syncopated 2-chord figure, cadence A, heavy rising figure B, cadence A’, pedal bass harmony with swelled (harmony guitar) chords, cadence A'’, pedal bass harmony with “outside” guitar lead.

		0:45: Harmony chords C.

		1:01: Cadence D (accented), pedal harmony modulating (tremolo scoops).

		1:28: Cadence A, pedal with guitar lead, cadence A’, swelled chords, cadence A’', heavy figure B.

		1:59: Harmony C, syncopated 2-chord figure variation, cadence A (implied).

		2:34: Guitar solo over modulating tempo/harmony variations of previous sections.

		4:09: Cadence D, pedal harmony modulating with swelled guitar chords.

		4:36: Cadence A, heavy figure B, cadence A’, chordal swells, cadence A'’, pedal harmony with lead.

		5:07: Harmony C, final cadence with echoed enigmatic guitar motif (overdub).

		

		3. Checking Out (3:34)

		

		Paul Williams: Vocal

		

		On some of the tracks I just used one mike, because there wasn't really enough room to get ambient miking. On “Checking Out” I overdubbed the solo, and was able to put up an ambient mike because no one else was in the room at the time. Pretty much all the other tracks were done live. ¹¹

		

		This tune is another one of Allan's “heavy boogies”, which includes Gong's “Night Illusion” and the 1985 Holdsworth tune “Metal Fatigue”. The solo end sequence features some roller-coaster harmonized guitar textures.

		0:00: Accented pedal chord riff, 1st verse over accented rhythm, ending with a broader, even cadence.

		0:28: Intro riff, 2nd verse, end cadence developed.

		1:05: Falling transition leads to guitar solo overdubbed over modulating pedal accent motif.

		1:50: Cascading scalar guitar ostinati, panned and harmonized.

		2:17: 3rd verse, cadence, pedal accents, 4th verse, cadence developed.

		3:22: Coda, with overdubbed guitar “zing”.

		

		4. Letters Of Marque (6:57)

		

		Previous appearances: 1980: Pat Smythe Quintet BBC concert, live with Turning Point, 1981 I.O.U. BBC broadcast.

		

		A ‘letter of marque’ was the license issued allowing a privately owned vessel to attack those of an enemy nation. Quite a lot of this went on in England's war with Spain during the sixteenth century when the privateers literally indulged in official piracy. ¹⁶

		

		This tune would become a Holdsworth live staple, and features generous solo sections for each of the band members. As noted in the breakdown to “Where Is One”, the pedal cadences allow the soloists to imply more exotic scale harmonies from the main chord progression, due to their “arbitrary root” nature.

		0:00: Drum fill into cheerful main riff, enigmatic pedal harmony.

		0:34: Reprise main riff with added accents, pedal harmony.

		1:04: Carmichael bass solo with guitar swell comping over light, uptempo drums, pedal cadence.

		2:16: Guitar solo over galloping bass, pedal.

		4:35: Husband drum solo (unaccompanied).

		5:53: Guitar and bass reenter for pedal section, main riff reprise with added accents, final cadence.

		

		5. Out From Under (3:32)

		(Robinson/Holdsworth)

		Previous appearance: 1980: Pat Smythe Quintet BBC concert.

		

		Paul Williams: Vocal

		

		Steve Robinson: Around the time that Allan was recording - or was about to record - his first solo album, I used to visit him quite a lot at his London apartment. I would arrive at his home and play with his son, Sam, on the floor of the living room. Allan was looking for material to fill his album, and I took along a piece of mine which had no title at the time. Allan liked it and asked if he could use it on his forthcoming album. I agreed and left the rest to him. He took the main theme and bridge, but added the groove, lyrics and a lot of other material including the pseudo slide guitar part (which was awesome). That piece became 'Out From Under'. ⁸⁰

		

		All of the vocal melodies here come from Steve Robinson's original tune. Another version can be heard on Steve Robinson's album Recalled to Life. In contrast to the preceding track, this tune doesn’t have a dedicated sequence of solo changes, but instead adds lead guitar “commentary” over a rock riff.

		0:00: Drum fill into sinister heavy riff (extrapolated from the funky low winds/keys riff in the Lifetime song “Celebration”).

		0:16: Clean, accented guitar rhythm A, 1st verse enters over chord melody guitar and accented bass.

		0:46: Chorus with swelled guitar.

		0:58: 2nd verse, clean guitar rhythm A.

		1:23: Sinister heavy riff with guitar lead overdub.

		1:47: “Pseudo slide guitar part” in harmony guitar tracks, sinister riff/solo continued.

		2:31: Chorus with swelled guitar.

		2:44: 3rd verse, clean guitar rhythm A.

		3:02: Final verse fragment sustained, becoming a bass vamp fade out (strangely reminiscent of “Wish”'s odd ending).

		

		6. Temporary Fault (3:15)     

		

		At the time I recorded the I.O.U. album, we had all the regular tunes which I.O.U. played live. “Temporary Fault” was the exception. Gary Husband played piano on that track, and I played violin. It was just the appropriate title, I thought, because it was like a change from the other music. Somebody actually stole the original tapes at the studio, so we had to rerecord several of the tracks, and when we were finished, we had space for another track. So we went in again and recorded “Temporary Fault”. ¹⁶

		

		I did that one DI (direct input) just to see how it would come out, and I was quite pleased with the results. I could have probably gone DI on more. The Hartley Thompson works well for miking and DI. It does everything. The reason I didn't use DI more in the studio was that chords and the solos would have been coming down on the same track. At that time I didn't own enough Hartley Thompsons to set them up, like one for the solo and one for the chords. ¹¹

		

		This track marks Gary Husband's first recorded piano solo, and Allan's last recorded violin solo.

		0:00: Accented fanfare, opening head theme with top line in lead guitar overdub.

		0:25: Head reprise (developed).

		0:45: Theme B, developed.

		1:05: Main theme.

		1:26: Piano solo (Gary Husband) supported by swelled main theme chords in guitar, ending in syncopated percussive bass motif.

		2:12: Guitar solo.

		2:32: Violin solo (probably electric or processed through effects).

		3:12: Percussive bass motif, fade out.

		

		7. Shallow Sea (5:51)

		

		First Appearance: 1981 I.O.U. BBC broadcast.

		

		The idea for this piece stemmed from some lyrics that an acquaintance wrote. What inspired me was that when I read what she had written about this thing, “Shallow Sea,” I thought of something different from what she described - something that looked like a normal sea, with the vastness of an ocean, but you could actually walk through it because it was so shallow. This image is also reflected in the actual chord structure. ¹⁶

		

		One of the outstanding things about this tune is that it features early, unaccompanied “echo/swell chord melody” solos in the opening and ending sequences. This concept would be further developed on several future songs (“Material Real”, etc.) and ultimately culminate in SynthAxe-dominated textural pieces.

		0:00: Textural moaning/whistling effects, leading to theme in echoed guitar swells.

		1:33: Theme reprise, developed (bass swells enter), theme ending with drums, bass, guitar syncopated cadence accents.

		2:46: Theme over accented groove.

		3:13: Guitar solo (4 choruses marked by syncopated cadence accents), rhythm guitar enters on final cadence.

		4:59: Final theme repeat, cadence, swelled guitar textures.

		5:46: Final cadence with electric guitars.

		

		8. White Line (4:50)

		

		Previous appearances: Late 1978: Pat Smythe Quartet BBC concert, 1979: Sherwood Demo with Bruce/Hiseman, 1981 I.O.U. BBC broadcast.

		Paul Williams: Vocal (Lyrics: Pete Brown).

		

		When I was working on a project with Jack Bruce and Jon Hiseman in England, I had written an instrumental which Jack had lyricist Pete Brown write some lyrics for. It's not about cocaine - “White Line” is basically a song about musicians getting taken advantage of by twerps in the music industry (i.e., record company guys, lawyers, music publishing companies, managers, etc.) ¹⁶

		

		This complex tune features Paul Williams' vocals, but later in the '80s an instrumental version (with keys taking on the harmony part and Allan's lead guitar taking the part of the vocal line) would become a live staple. As usual, sudden groove changes and key modulations abound, yet it all seems strangely natural.

		0:00: Arpeggio figure A, 1st verse head with accented cadence, arpeggio A.

		0:24: 2nd verse, cadence.

		0:41: Descending bridge harmony, developed, arpeggio A.

		1:09: 3rd verse, cadence.

		1:27: Syncopated volume swell harmony B over pedal bass accents.

		1:48: Uptempo groove variation of B with swelled chordal figures.

		2:11: Chorus over 2-chord vamp C, volume swell B with light drum accents.

		2:45: Guitar solo (background guitar swells) over groove variation of B.

		3:08: Solo over syncopated accent B variation, returning back to uptempo groove.

		3:52: Chorus over 2-chord vamp C, arpeggio A.

		4:19: 4th verse, cadence, outro fanfare accents.

		

	
		

		
			16: Road Games
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		Going To California

		

		Throughout the latter part of 1981, Holdsworth continued to try getting record labels in the U.K. interested in putting out his self-produced I.O.U. master tape, but was unsuccessful in getting any kind of real attention. Running out of options, in early 1982 Allan decided to bring his band over to America. With the help of States-side supporter Sharon Sudol, they were able to schedule a series of sold-out shows, and were stunned by the incredible reception they received from American audiences.

		

		We hadn't even played together for a year until we came to America. I was repairing bad amplifiers and fixing guitars (and selling guitars and equipment) to pay the bills... As far as being a (working) musician then, I didn't do any sessions - I can't read - and the kind of sessions that were available I wouldn't have done, anyway. I would have rather worked at a factory. And with England being such a small place, if you do a tour there, that's it. You can't do another for a year. It was like a last shot (going to America) because I'd seen my name come up in various American magazines, and I'd thought, 'Oh, that's interesting - they seem to know about us - it's like a last chance’. The singer, Paul Williams, who was working with us at the time, he lived in America - he lived in California - his wife was American. So they invited the band over to stay at his house, and we looked for gigs out there.

		

		And then we met that guy Mike Varney who has that Spotlight column in Guitar Player magazine, and he talked to a San Francisco club owner who had three clubs to give us a gig. I don't know how he did it, but he did. To go from two years of banging our heads against the wall to playing again - it was overwhelming and unexpected...it was a shock going from the Green Man (pub in London), playing to 12 people, to selling out the Roxy (in California). We couldn’t believe it. You have to understand that when we came here, I didn't even have a guitar. I'd sold the last instrument I had to pay for the mix in an album we paid for ourselves (I.O.U.). I had a couple of special amps (probably the Hartley-Thompsons), but that was it, so you can imagine how I felt when we saw people actually waiting to hear us play. ¹⁶, ³³, ²⁴, ⁴⁰, ²⁷

		

		Might As Well Jump

		

		Edward Van Halen: I don't want to seem 'ego-ed out', but there are very few guitarists who I could listen to that make me turn my head and go, 'Whoa! How did he do THAT?' And Allan is about the only one. ¹¹⁴

		

		One of Allan's biggest fans at this time was star guitarist Edward Van Halen. Allan had shared a few bills with Van Halen during his 1978 U.K. tour, but this time Allan and Edward actually got a chance to do some jamming together.

		

		I met Edward a few years ago when I was working with U.K. I didn't know him then, but we said hello to each other. He came down to our first gig at the Roxy, and I was trembling in my shoes at the thought of all the people being out there. At any rate, he came to the gig, and I was talking to him afterwards, and I said, '(Tomorrow) we're coming down in the afternoon to do another soundcheck. Why don't you bring your guitar?' I talked to Jeff (Berlin) too, and told him to come down. So we had a bit of a blow in the afternoon. We thought it would be a good idea to do a jam together at the end of that night. So we worked out one of Edward's tunes. We finished our set, came back on and played this tune together. It was great. It was fun -- kind of a nice contrast to the rest of the gig. ¹¹

		

		Allan also did a brief Q & A session at the Guitar Institute of Technology:

		

		I never thought I'd ever do things like that before. I couldn't believe what someone would ask me. I couldn't possibly be any good at teaching anything right. They were really good about it, in as much as all I had to do was play, and I kind of answered things. They asked all the usual questions; you know, the usual 'Which scales do you use?' 'I use the Richter scale in the attack mode!' No, they were great, they were really fantastic. ¹⁰

		

		Van Halen recounts this period in a slightly different chronology:

		

		Van Halen: I was in the process of helping (Allan) get a record deal with Warner Bros., so I picked him up, took him to some meetings and somehow he ended up spending the night at my house. When we woke up, Allan said, ‘Shit, I have to be at GIT (Guitar Institute of Technology) at noon to do a seminar.’ So I raced him down there just in time. Before I knew it, I was on stage with him and his band, and we were both answering questions and playing together. It was quite fun actually and very interesting, especially for the students/audience. Because Allan and I play very different, we answered the same questions very differently. I was very nervous at first because I didn’t know any of the songs, but I managed to improvise my way through it. The second time Allan and I played together was at The Roxy in Hollywood. I got up and played the last song with them, which was a riff that Jeff Berlin (Allan’s bass player) and I came up with (essentially an arrangement of the Bruford tune ‘Five G’), so I was more comfortable because I was familiar with what we played. ¹¹⁸

		

		Encouraged by his surprising popularity in America, Allan eventually decided to move to California on a more permanent basis, and ended up independently releasing I.O.U.'s debut album (...we just started selling them at the gigs. That’s kind of how it all started - and it hasn’t gone very far from then... ³³). This initial LP release is the “black record” - two printings, one with a New Jersey contact address, and a later one with a California address.

		

		Unfortunately, by summer of 1982 both Gary Husband and Paul Carmichael had decided to return to the U.K. Preferring southern California to London, Allan remained and engaged Bruford bassist Jeff Berlin to join I.O.U., while at the same time tried to form a relationship with the major U.S. label Warner Bros.

		

		Edward Van Halen brought a guy from his record company to see us when we played at the Country Club in Reseda, and he liked it, and from that we managed to get a record deal. I want to record a new one anyway, and get it out straight away, because it was two years previous to I.O.U. that I played with Bill Bruford in U.K., and a lot of progression has gone down since then. I feel that my music and playing have developed. It's really important that we do this new album and get it out quick, so that when people hear it, it's not second-hand, not old. ¹²

		

		Chad Wackerman

		

		In late 1982, Allan met Frank Zappa's drummer, Chad Wackerman. Chad recalls the audition process:

		

		Wackerman: When I joined his band I auditioned for him (I’d already been playing with Frank Zappa, and none of these gigs are full-time - even Frank’s gigs had big gaps). It was just the two of us - no bass player - improvising for an hour and a half, and he taped it. He thought that anyone could play a tune; he was more interested in interaction. ⁹⁴, ⁶⁹

		

		Besides Gary Husband, Chad Wackerman is the drummer most associated with Allan’s work. Over the years, Chad had described his experiences and impressions from work with Allan in several detailed interviews:

		

		Wackerman: He doesn’t tell you what to play, or suggest beats or grooves. Rather than focusing on a 1-bar pattern, he strives to make the whole tune groove. There’s a great amount of freedom playing with him and we know that he’s not into the typical clichés. One thing I had to learn was to play more aggressively in contrast to Allan’s delicate approach in some sections. His compositions are often very rubato, and while the A, B, C sections are played the same, it’s between the sections where he might adjust the time to fit what he’s hearing and feeling, thus lending to odd-time feels - a spontaneous style of arranging, one would say. With soloing, we’ve been playing together for so long and are able to read each other, make those turns together, musically and dynamically, while still surprising each other, too. ⁹⁴

		

		He wanted people who did things organically in his music - or bring something to his music that he enjoyed. He didn’t want to tell anybody what to do, because he didn’t enjoy being told what to do, and in some bands in the past he had a hard time with certain characters being very demanding about what they wanted to hear - probably more guitaristic stuff - and he didn’t enjoy it. And he didn’t want to put that on somebody else. It was really tricky for him to pick a band. We just loved the music so much. We got completely inside of it.

		

		What he would often do - if he was writing a tune, he would always write it in rubato. Very few tunes are written with a loop or a drum machine. There were a few in the 80s - but most of them were written in rubato. And he would get together with the bass player (for many years with Jimmy Johnson) and they would experiment with changing the roots of the chords in these tunes until he was really happy - but again it wasn’t rhythmic yet. Then he would bring in myself (or Gary Husband, whoever was playing with him at the time) and we would figure out a feel, kind of a basic tempo, really. And then he’d play the guitar part to us...and then it would be up to us what we wanted to do with it.

		

		Rhythmically, he would write in phrases. So he’d have a phrase, and then have a space. And often, when we were getting together playing the thing at tempo for the first time, we’d be working on how much space each phrase needed after - when it was finished. It could be short phrases or long phrases, so it ended up being a lot of odd time signatures and very organic-sounding because of that. It wasn’t like 'we’re playing in 7 now, we’re going to force everything mathematically into a pattern of 7 beats per bar'. No, it was more like, here’s a phrase, it’s like a sentence. Then you have a pause, you have another sentence. And even just working on the pauses would tell him how the music felt… So it didn’t matter that he didn’t read, the stuff was so great.

		

		And everybody would get completely inside of it and there was a huge kind of pride about playing this kind of really innovative, different music, that also had room for all of us to be completely creative inside of it. It was really a fabulous experience - it just felt like this music was really precious. His guitar-playing was something else, but even on the compositional side, he’d be kind of killing us in some of these ballads, with some of the chord progressions that he’d come up with, so beautiful and so different, like nothing else.

		

		He was really hard on himself too, but he would grow through it, he would come up with new stuff. There’d be a point where he felt 'Oh I’m not TRULY improvising tonight, I didn’t do something that was brand new tonight', and he’d be incredibly hard on himself as an improvisor, showing that there always needed to be something new in it. But by doing that, he never rested, he’d always come up with some new stuff. A lot of people think he’s being all apologetic after a show, and part of it, I think, was that search. But (and these are my words not his) my feeling is that if he was content, that would stop his growth. I think it was connected with that, personally. ¹⁰⁴
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		I.O.U. Live in America

		

		I.O.U. concerts in the U.S. during this period typically included these numbers:

		Where Is One

		The Things You See (When You Haven't Got Your Gun)

		Letters Of Marque

		White Line

		Gary Husband spotlight

		Water On The Brain (vocal version)

		Drifting Into The Attack (i.e., Gattox/Gas Lamp Blues)

		Out From Under

		Checking Out

		Unaccompanied Lead Guitar Cadenza

		Was There? (including drum and guitar duet interlude)

		

		During I.O.U.’s first dates in America, Allan would take a mid-set break in order to put the spotlight on one of Gary Husband’s piano compositions. This featured either “Prayer” (solo piano), “Song For My Father” (Husband on keys with Paul Williams vocals, duet) or “Alone Tonight” (another Husband/Williams duet). Once Paul Carmichael and Gary Husband left the band, Husband’s piano spotlight was replaced with a Jeff Berlin “pop/classical” medley on solo bass.

		

		The song “Drifting Into The Attack” is basically a chord melody swelled guitar texture intro leading into a leisurely blowing groove (sometimes joined with the riff to “Gattox” from Velvet Darkness). This song finally saw an album release as “Gas Lamp Blues” on 2002's All Night Wrong live album.

		

		Road Games and Signal Interference

		

		With Chad Wackerman on drums and Jeff Berlin on bass, the newly-refreshed I.O.U. began working on a new album (Road Games) in the first half of 1983. However, Warner Bros. producer Ted Templeman was unhappy with the unknown Paul Williams on lead vocals, and wanted someone with more “star-power”.

		

		(Ted Templeman) wanted to change the personnel of the band which caused terrible problems, and I put myself in a lot of trouble because of it, by trying to keep it the way it was originally. For example, they wanted to use a different drummer and a different singer - Geddy Lee or someone - and I wanted to use Paul Williams. But they said there was no way - they weren't putting the album out if we used Paul.

		

		At one point Allan had Joe Turano singing over his newly-recorded tracks, but Templeman wasn’t satisfied with Joe's performance, and these Turano mixes lay dormant until they resurfaced on the 2016 PledgeMusic release Tales From the Vault (which included Turano-sung versions of “Material Real”, “Road Games”, “Was There?”, and “Water on the Brain”). Templeman was finally placated when Allan enlisted his old friend (and more importantly, legendary Cream singer/bassist) Jack Bruce to take on lead vocals. However, Allan still had problems getting Templeman's personal approval (as producer) of the session tracks. After yet another cancelled meeting (April 1983)…

		

		That was it for me, the old steam whistle, with the lid open at the top of my head. I couldn't cope with that; I just said, 'Forget it, let's not even bother.' Then, after a bit of hemming and hawing, they called back and said, 'Okay, do it on your own.' He used to listen to singers over the telephone and never came in the studio, never heard a note. Listening to guys over the phone - pretty hilarious! So he told me to approve it myself - so I did.

		

		With Allan himself now as the album's producer, I.O.U.'s original vocalist, Paul Williams, was brought back into the band...

		

		At the last minute I switched the mixes on 'Road Games', the title track, not because Jack (Bruce) wasn't good, he was, but because of my friendship with Paul. I made a personal decision at that point that I couldn't afford to put Paul on all the tracks and have the album never come out, so I stuck him on just the title track. (Later) Templeman spotted it and said 'We're not putting the album out'. So I called him and talked to him and he said 'Do you really want this thing out?' and the reason I did, was that we'd put so much work into it, so much aggravation. I still liked some of the music, even though it hadn't been recorded properly and could have been done a lot better, but he said 'If you really want it out, we'll just let it go'. So that was the last conversation I had with Ted Templeman. Apparently he told my manager that he felt sorry for me and just put it out because of that. ²³, ⁴⁹, ¹³

		

		Chad sums up the experience:

		

		Wackerman: The Warner Bros. exec. producer told Allan 'Look I’m not going to put this thing out unless you have somebody famous singing on it', and I think two suggestions were Geddy Lee or Linda Ronstadt….He (Allan) struggled, but at the end of the day he did what he wanted to do. So few people in this world get to live the way they wanna live and do exactly what they want to do - he wanted to play his own music… Of course the financials were never there…it was always a struggle. And the guys in the band were into it for the art, too. I think I got paid something like $230 for 'Road Games' and that was the only record I got paid for. We just did it, because it was really just important to play this stuff. ⁶⁹

		

		(Although Allan replaced Jack Bruce’s version of “Road Games” with a version sung by his friend and original I.O.U. vocalist Paul Williams, Bruce’s version was eventually released on the 2017 compilation album Eidolon.)

		

		

		Mixing Games

		

		Unfortunately, more problems with Warner Bros. erupted in the post-production mixing stage:

		

		We started recording at Music Grinder which was run by Gary Skardina and Ron Felicia, very cool people - but then Ted (Templeman) decided that he didn't want me to use that studio and told me we had to move to a WB studio called Amigo. Then the shit hit the fan. Ted told me I couldn't use my engineer and that I had to use an engineer he liked, directly working with Ted, not me! He wasn't like a guy who was working for the band, he was working for the producer - who wasn't there.

		

		We were starting to mix and then we had to stop because Ted said there was another ‘FAMOUS’ band in one of the other rooms that was having problems with the 2-inch tape machine they were using. THIS IS WB so rather than rent another 2-inch they decided to steal our machine. %^&*()(*&^%$%^&* Then transfer all our 2-inch tapes to a 3M Digital machine - quite possibly a pioneering digital machine, but it sounded horrendous (in my opinion). That’s when I threw up my hands and basically gave up. ⁸⁹, ²³, ⁴⁹, ¹³

		

		At this point, Frank Zappa stepped in and tried to help out with the mixing situation...

		

		During this time, I met Frank Zappa, who was very kind to me. I told him my story about the WB problems (I don't think he was a fan of WB either) and he very generously offered to let me use his amazing studio. He said, 'go get a couple of 24 track tapes from WB', which I did. I had to sneak them out, as they were vaulted, but I managed to get a couple of reels out. I took them over to Frank's house and he introduced me to his engineer Mark Pinske. He mixed 3 tracks in one evening. His mixes also showed the destruction that the transfer to the 3M machine at Amigo caused. However, we ended up not using them as Ted Templeman would not allow it. ⁸⁹

		

		These Mark Pinske mixes were ultimately mastered in 2016 by Robert Feist and, like the Turano mixes, released on Tales From the Vault. These Pinske-mixed tracks sound somewhat punchier and less “slick” than the WB mixes, and include “Material Real”, “Three Sheets To The Wind” and “Tokyo Dream”.

		

		Finally appearing on store shelves in late 1983, only six songs were completed before Templeman pulled the plug on this album, but at least all six are great, memorable pieces. The three vocal tunes are driven by “rock vamps”, and “Water on the Brain” serves the same purpose that “Letters of Marque” did on the previous album (that is, provide room for solos from the rhythm section members). “Three Sheets To the Wind” and “Tokyo Dream” are both superb examples of Allan's complex harmonic constructions, but are somehow made more accessible through carefully-crafted orchestration.

		

		It could be said that in this album (and to a lesser degree in the next one, Metal Fatigue) Allan seems to have emphasized the “rock” elements of his style. For example, most of the songs are hinged on “riffs”, rather than a chord melody theme (such as in I.O.U.'s “The Things You See”, “Out From Under”, “White Line”, etc.). The rock riff concept is something that Allan had explored in everything from Soft Machine's “Hazard Profile” to I.O.U.'s “Checking Out”, but on Road Games this device becomes a kind of “gateway” element for broader audiences to latch on to. However, the unapproved inclusion of Paul Williams on the title track was a step too far, and Templeman decided that Allan was henceforth off the label. Fortunately, there was enough time to record just a few more tracks on WB's dime...leading to Metal Fatigue.

		

		An album breakdown of Road Games appears on the following pages.
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		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Road Games (1983)

		(All songs composed by Allan Holdsworth)

		

		Allan Holdsworth: Guitar (Jackson Charvels)

		Jeff Berlin: Bass

		Chad Wackerman: Drums

		

		Paul Williams: Vocals (“Road Games”)

		Jack Bruce: Vocals (“Was There?”, “Material Real”)

		Joe Turano, Paul Korda: Backing Vocals

		

		1. Three Sheets To The Wind (4:14)

		

		Three seems to be a magical age for children. The idea for the title of this instrumental originally was inspired by children. It’s that time when they really start to go crazy, and their personalities start to develop very fast. They tend to do things with a kind of abandon, which reminded me of the old English expression “three sheets to the wind” which is sometimes used when someone behaves that way. ⁶⁴

		

		The higher production budget of WB opened up the sonic landscape for Allan's compositions. Besides the song's artful exploration of layered guitar textures, Allan's solo here traverses many modulating rhythms and harmonies, making it one of his most colorful of the era. As a side-note, “three sheets to the wind” is a term referring to over-intoxication. It's possible that the various “stumbling/descending” chordal sequences might reflect this state of drunkenness. This first tune features a chord melody theme, but the next tune goes into more “rock riff” territory.

		0:00: Falling intro figure A, syncopated main chord melody theme (closely followed by the rhythm section) ending in variation of falling figure A, repeat with variation, figure A extended.

		0:43: Descending chordal sequence (textural) over pedal bass.

		1:08: Guitar solo (processed through a Scholz Rockman, with subtle swelled guitar chords), over main theme harmony (modulating).

		1:52: Solo continues over descending chordal sequence/pedal.

		2:16: Solo (2nd chorus) continued over main theme harmony variation.

		2:59: Solo continues over descending chordal sequence/pedal.

		3:24: Main theme, accented A figure, theme repeat with figure A extended as coda.

		

		2. Road Games (4:14)

		

		Vocals: Paul Williams

		

		The catchy main riff and cadence accents have a unique “brassy” sound created through layering multiple lead guitar lines (instead of one guitar simply playing chords). This tune also includes a rare instance of Allan using tapping as a rhythmic device for chordal motifs. The guitar solo is a classic. Jeff Berlin has a nice outro bass solo at the end. This version is actually a second mix with Paul Williams on vocals. The initial mix featured Road Games’ “approved” vocalist Jack Bruce, and can be found as a bonus track on Eidolon (2017).

		0:00: Fanfare figure leads to pedal accent, then clipped main riff figure (harmonized guitars) over jolly, jaunty bass.

		0:28: Bridge: Rhythmic figure derived from opening fanfare melody, punctuated by tapped guitar phrase, rising cadence accents.

		0:41: 1st verse over main figure, pedal harmony (chorus) with sparkling arpeggio textures.

		1:10: 2nd verse, bridge sequence.

		1:41: Cadenza of two-handed tapped chords over rhythmic accents/handshakers.

		2:05: Guitar solo over main riff verse figure, alternating with pedal harmony with harmonized guitar ostinato (roughly 2 choruses).

		2:53: Bridge sequence, 3rd verse.

		3:23: Pedal harmony (chorus) with sparkling arpeggio textures (bass solo/guitar harmony drone).

		

		3. Water On The Brain Pt. II (2:49)

		

		Originally sung with Paul Williams, this was supposed to be on the old I.O.U. record… but the tape was stolen and was recovered AFTER the original album was done. ⁸⁹

		

		This catchy, driving tune eventually became a showcase for the rhythm section members on almost every single Holdsworth tour. The original “lost” version with Paul Williams on vocals and a guitar solo (in place of the bass solo) can be found on the 2016 Tales From the Vault release. In this version Jeff Berlin gets the spotlight.

		0:00: Syncopated/accented main theme (separate lead and rhythm guitar tracks), accented groove, repeat.

		0:51: Bridge cadence.

		1:02: Bass solo over main theme harmony.

		2:19: Syncopated/accented main theme, accented groove.

		

		4. Tokyo Dream (4:04)

		

		When we were trying to get the I.O.U. band off the ground in England, it was a very difficult time. We didn't get to play a lot of gigs, and when we played, there would often be Japanese people in the audience. I was always surprised by how much they knew about us. Japan always seemed a mysterious place to me, but people from there seemed to know so much about us. I always wanted to travel to Japan just as a tourist, but I knew if I could ever get the band there, with a bit of luck, we'd do well. During that time Japan was just a distant dream, and when I moved to California, I wrote this as one of the instrumentals for the Road Games project... ¹⁶

		

		This song has a beautiful harmonic and melodic structure to it. It features skillfully-crafted layers of multiple guitar/pedal steel tracks as well (some of them possibly pitch-shifted or based on delays). The opening arpeggio sequence and main riff have chords which require right hand tapped double-stops (2-note chords) and melodic ornaments (sometimes with sliding).

		0:00: Drum fill, intro arpeggio with added right hand tapped interval, falling accented chords.

		0:18: Syncopated main riff with overdubbed high register double-stop figures (pitch-shifted?).

		0:31: Arpeggio intro/accents developed with right hand sliding notes, main riff reprise.

		1:18: A liquid guitar solo soon joins over pedal steel guitar groove (based on main theme harmony, bass adds arpeggiated comping).

		2:41: Arpeggio intro/falling accented chords developed.

		3:17: Main riff, drum coda.

		

		5. Was There? (4:09)

		

		Vocals: Jack Bruce

		

		This song features an exciting guitar/drums duet near the end, which is something which had been explored by jazz pioneers like John Coltrane (Interstellar Space), and would be further developed by Allan himself in “The Drums Were Yellow” from 1999's The Sixteen Men of Tain. In live renditions, this duet would often be extended, and farther down the line the live guitar/drum duet would be inserted into “Devil Take the Hindmost”. Some standout drumming appears in the sections before the bridges.

		0:00: Insistent, syncopated main guitar riff (“alarm motif”), joined by accents and 1st verse vocal, modulating.

		0:27: Bridge, heavy funk riff figure.

		0:52: Main riff with drum rolls, bridge variation.

		1:37: Brief but deranged guitar lead over galloping bass (pedal vamp developed from heavy funk riff).

		1:51: Main riff with added drum rolls, bridge, heavy funk riff figure.

		2:29: Wild guitar/drums duet.

		2:57: Main riff with add'l textural special effects, vocal verse joins, bridge extended.

		3:48: Final heavy funk riff figure.

		

		6. Material Real (4:41)

		

		Vocals: Jack Bruce

		

		This tune features a relatively short guitar solo, but the cadence harmony (opening and closing the song) would become a signature Holdsworth structure, and be a part of many future concert improv sections (“Zones”). This ending sequence highlights a drum solo from Chad. The 2003 Sixteen Men of Tain Special Edition (reissued on the Manifesto Holdsworth boxset The Man Who Changed Guitar Forever!) also includes “Material Unreal”, which consists of a newly-recorded version of the cadence harmony and drum solo following Bridge C.

		0:00: Swelled/delayed guitar chords intro.

		0:25: Cadence harmony.

		0:44: Syncopated main riff with 1st verse, Bridge A with accents.

		1:07: 2nd verse, Bridge A variation with added accents.

		1:32: Bridge B, with accents.

		1:59: Bridge C (instrumental guitar layers).

		2:14: Cadence harmony, heavy, chorused guitar figure over main riff variation.

		2:40: 3rd verse.

		2:53: Guitar solo over Bridge B, then Bridge B with vocal.

		3:20: Bridge C, cadence harmony with textural guitar effects and drum cadenza, final “unreal” chordal swell.

		

	
		

		
			17: Metal Fatigue
		

		

		Jimmy Johnson

		

		Shortly after an August 1983 tour (billed with Steve Morse's band), Jeff Berlin decided to leave the I.O.U. band.

		

		When you start a band, you never really know how it's going to turn out and whether the personnel are going to get on with each other. It's difficult, and you always take a chance - you just do it with people you like. I've always loved Jeff Berlin's playing - he's an incredible musician. He's also one of my special friends. But the band wasn't really working out - as well as the fact that I always thought that Jeff should have his own band - because he's such a strong musical personality. He has a more confident type of character than I have - he has that band leader strength. It was obvious that he and Chad weren't getting on too well. So what do you do? We parted company, but obviously I'd like to work with him again under different circumstances. ¹⁶

		

		By January of 1984, Allan found bassist Jimmy Johnson (Flim & the BB's), resulting in the Metal Fatigue band. Like Chad Wackerman, Jimmy Johnson has been one of Allan’s most frequently-utilized musical partners on record and stage and relates his thoughts below:
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		A relatively contemporary photo of Jimmy Johnson (July 2006).

		(Credit: Naoju Nakamura, courtesy Leonardo Pavkovik/MoonJune)

		

		Jimmy Johnson: If a guitar player tries to play a bass part, he’ll find out that it’s physically easy to do (playing the roots and stuff) but the actual approach is what’s odd for people. I think that applies to Allan. His music is really rich harmonically, but it’s kind of flexible with respect to which chord tone he wants to hear on the very bottom. The chords are often complicated to the point where any of 3 or 4 different notes will work fine. So, instead of actually presenting me with a chart with the notes he wants on the bottom, we experiment with the parts and come up with them together. It’s really fun. He has some specific ideas sometimes: if there’s a pedal point, he’ll say it. But on a lot of the stuff, where the chords are going by in a hurry, we’ll just sit down and figure out what works, and I’ll try to write a bass line that leads and makes some melodic sense on its own.

		

		It’s really tricky playing a trio with Al, because when he starts to take a solo, I wish I could be comping as cool as he comps. I can’t do it. Jeff Berlin can play a lot of voicings, but I’m more of a one-note-at-a-time guy. It’s actually more fun for me, because I don’t have to systematically think it out. I can play the bass note, hear the chord and then take it from there. I’m not really trained enough to know which scales are supposed to fit where. People say, ‘Well, you’re playing a half-demolished something-or-other scale there’, and I say ‘Really?’  It’s just by ear - I’m just trying to play melodies that hold together. And in playing bass lines, I guess some of that applies as well. I want to lead to the next note. If there’s a little hole I’ll jump in. I’ll take a chance.

		

		We never know where he’s (Allan) going. But if he starts to go, we usually go too. It all flows out. Husband was the wildest for that. If Allan would really start wailing, Gary would start really wailing, and the whole band would just go to the moon… You’re proud to come into a town and be playing with Allan. It’s one of the few gigs like that, and I’m really glad to be involved. ⁷²

		

		Allan continued touring America in 1984 with Paul Williams and the new rhythm section, with some East Coast dates featuring old friends Gary Husband and Gary Willis filling in (the following year also featured some dates with keyboardist Larry Cohen guesting).

		

		Metal Fatigue

		

		The genesis of Allan Holdsworth's third (“proper”) album, Metal Fatigue, lies in the Warner Bros. 2-album deal which Edward Van Halen had helped Holdsworth get in 1983. This deal had initially produced the Road Games “maxi-single” but, as described in the previous chapter, Allan's insistence on including singer Paul Williams on that album had soured his relationship with producer Ted Templeman to the extent that Holdsworth was essentially being kicked off the label. However, Allan was still contractually guaranteed demo session money for the second album, Metal Fatigue.

		

		The majority of the recording was actually done quite a while ago, and there are two different sets of personnel. On Side One it was Chad Wackerman on drums, Jimmy Johnson on bass, Paul Williams on vocals and myself on guitar... We did the recording and they (WB) obviously replied that they didn't like it, so then we turned to a small company called Enigma. We signed with them, and padded out the recordings that were to become Metal Fatigue. ²³, ⁸⁶, ¹⁴

		

		One new song, “Devil Take the Hindmost”, actually began appearing in I.O.U.'s live sets as early as September of 1983. “Panic Station” and “Metal Fatigue” were added to the set list in January 1984, with the pastoral “Home” not far behind. These four songs would end up as Side One of Metal Fatigue, and it's likely that they were recorded in the opening months of 1984.

		

		Live In Japan 1984

		

		In May of 1984, Allan embarked on his first Japan tour. One date (May 14) was filmed for TV and eventually released in 2018 on I.O.U. - Live in Japan 1984, capturing the freshly-convened Metal Fatigue version of I.O.U. at its height. Sourced from a 1984 Japanese Laserdisc release (Allan Holdsworth in Japan - Tokyo Dream), this archival album captures a pivotal moment in Allan’s career, in that this would be the last tour where he included a vocalist, and before he began using the SynthAxe as part of his live stage arsenal. In fact, a good half of these songs would never be heard on stage again, probably because of the lack of a singer.

		

		Live in Japan 1984 also features an exclusive electric guitar solo for “Home” (instead of the acoustic one found on the studio release) and an extended textural guitar intro for “Material Real”. The performance of “Was There” is also noticeably more vibrant than the studio version with an extended guitar and drums shoot-out.

		

		The album I.O.U. is represented on this concert by “White Line”, “Letters of Marque”, “Where Is One?”, and “The Things You See (When You Haven't Got Your Gun)”. Road Games is represented here by “Tokyo Dream”, “Road Games”, “Material Real” and “Was There?”, while Metal Fatigue songs (not yet released at the time of this concert) include “Panic Station”, “Home”, “Devil Take the Hindmost” and “Metal Fatigue”. It’s worth mentioning that the sound of the 2018 release has been exquisitely remastered and reveals fresh layers to even long-time “collectors”. The Manifesto release also includes a bonus DVD which is an un-remastered transfer from the 1984 Japanese Laserdisc.

		

		Finishing Fatigue

		

		In the second half of 1984, Chad Wackerman and Jimmy Johnson became tied up in other commitments for a time, so original I.O.U. drummer Gary Husband returned to the States to help out with some dates. Gary then ended up contributing to the recording and arranging of a new song, “The Un-Merry-Go-Round”, with new touring bassist Gary Willis (Tribal Tech) contributing bass. This long composition also featured a reunion with keyboardist Alan Pasqua, whom Allan had last played with in the Tony Williams Lifetime days.

		

		Gary Husband: Another piece, named 'Song For My Father' was actually recorded with Paul Williams, and was to be the final track on Metal Fatigue. I seem to remember that, because 'The Un-Merry-Go-Round' was a tribute to Allan's father, and if we'd then ended with mine, the whole thing was perhaps in danger of becoming a bit morbid! It didn't make it in the end. Straight after this recording (“The Un-Merry-Go-Round”) we went on the road with Paul Williams and Gary Willis. This was not, however, the most amazing of line-ups - the bass and drums were not happening. ¹³⁸

		

		The February issue of Guitar Player included a preview of Metal Fatigue in the form of a flexi-disc edit of “Devil Take The Hindmost”, supplemented by Steve Vai's transcription of the first solo chorus in that song (Vai had previously transcribed Allan's solo from U.K.'s “In The Dead Of Night” for another magazine). The new album was finally released around April of 1985 with Paul Korda contributing lyrics, melody and vocals to “In The Mystery” at the last minute (Allan had previously met Korda when Paul Williams asked Korda to sing layered harmony vocals for Road Games). Allan later returned the favor by contributing a guitar track to Korda's song “Living in the Sky”, written for the 10th anniversary of the International Space Station. Another Japan tour (in 1985) was mounted to promote the album, this time with long-time collaborator Gordon Beck guesting on keys.

		

		Side One of Metal Fatigue is essentially a continuation of the Road Games album in many ways, as it uses the same personnel and same recording studio. “The Un-Merry-Go-Round” is an ambitious 7-part tone poem/suite, featuring Gary Husband, Gary Willis and Alan Pasqua. “In The Mystery” includes the first use of a drum machine (“Mac Hine”) in Allan's recordings, and although the setting is fairly conservative here (“pop”), Allan would later take this compositional tool much farther on future releases. This album also sees Allan trying out Kramer's new “stereo” Ripley Hex Guitar as well as a Roland guitar synthesizer. For many people, this was Allan's best, most accessible album, and it amazingly even got some college radio airplay. However, Holdsworth soon moved away from this more commercial direction on his next album.

		

		Sound Exploration

		

		In Steve Vai's Feb 1985 Guitar Player “Solo Flight” article, Vai lists the gear behind “Devil Take the Hindmost” as “a Jim Kelly Line Amp and a custom white Strat-like Charvel equipped with one Seymour Duncan D59B pickup.” However, at around this time Allan also began developing a relationship with Ibanez in order to design more guitars made to his own specifications. An Ibanez guitar was used during the following year’s Atavachron tour, and can be heard (and seen) on the 2020 release Allan Holdsworth - Frankfurt ’86.

		

		Ibanez made about six different guitars and each one was progressively better than the one before until, about six months ago, when they gave me a guitar which was absolutely marvelous, the best guitar I've ever owned. They then decided that they were actually going to produce this guitar (Allan Holdsworth-10), which is great...

		

		Paul Williams is always the guy I've trusted when I've asked him about the guitar sound. I guess I've known him for such a long time that he's come to know exactly what I sound like. Every time I tested a guitar, I'd ask him and he'd always say, “No - the red Charvel - sorry- play the red Charvel...”  I couldn't believe it when I played the Ibanez during one gig in New York. I was a bit scared to play it, and I was only going to play it for one tune - but liked it so much that I played it for the rest of the tour. The next day at the sound check, Paul heard it, and he said, “Play the Ibanez,” because it sounded better. That was a wonderful achievement, because the Charvel was difficult to beat. The bottom line with Ibanez was they knew I wouldn't play their guitar unless they made me a better one than I already had. In fact, the green one I have is a production model, and it was so good that I persuaded them to let me have it. To me it was a step forward, and I'm going to be working with them in the future to take it even further. I'd like to make it a different shape, etc.

		

		The amps I'm using at the moment are made by a small and fairly new company called Pearce Electronics, out in New York. They are all solid-state with independent effects send and return loops for each channel, so you can set two of them up for stereo lead and stereo rhythm. The other great thing is that they are so portable; they only take up a single rack mounting space. They're great! In the beginning I used to use Vox and Marshall. I've used a lot of other amplifiers that I liked, including Jim Kelly and the Sundown. But I still find myself using the Hartley-Thompson to judge the others by. ¹⁴, ¹⁶

		

		Allan at this time was also very interested in composition and - possibly due to the unstable nature of his band personnel in the previous few years - he became curious about different musical groups re-interpreting his pieces.

		

		One of the things I'd really love to do is get an amazing band together but not be a player in it at all, just a writer. I'd love to write a piece of music that a set of musicians could embellish. The themes and the chord structures would be fixed, but the rest of it would be very open to interpretation. In the framework of a band you can tell the players roughly how it is, they know what the bar lengths are and they can take it from there, without ever getting lost or the music becoming something else.¹⁴

		

		However, a far more impactful event also occurred in early 1985, when Allan first tried out the SynthAxe MIDI-controller at a NAMM show...

		

		Song-by-song album commentary and breakdowns of Metal Fatigue and Live in Japan 1984 appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Metal Fatigue (1985)

		All songs written by Allan Holdsworth, except as indicated.

		

		1. Metal Fatigue (4:54)

		

		Allan Holdsworth: Guitar

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		Paul Williams: Vocals, lyrics

		

		The opening of this tune is an immediate 'ear-grabber'. Its unique sound is due to a harmonizer effect which creates a parallel tone (or tones) to what is actually played. Typically, this kind of harmonizer effect is used to create diatonic chord layers from single note figures, but here Allan uses it to create very exotic chord intervals.

		0:00: Harmonized (down 2 notes), heavy 2-accent motif with ornamentation, joined by rhythm section and supplemented with additional flourishes/pinch harmonics.

		0:25: 1st verse over modulating 2-chord accents (clean tone with harmonized additional pitches 5 and 12 notes higher), accented verse cadence.

		1:03: Accented heavy intro motif (with guitar fills, etc.).

		1:28: 2nd verse.

		1:54: Chord melody bridge, more syncopated bridge cadence, accented verse cadence (“How long?”).

		2:26: Guitar solo over broad, modulating verse harmony variation.

		2:52: Accented heavy chords motif (with bass/drum fills instead of guitar).

		3:16: 3rd verse.

		3:43: Chord melody bridge, syncopated bridge cadence, accented verse cadence.

		4:30: Accented heavy chords motif.

		

		2. Home (5:29)

		

		Allan Holdsworth: Guitar (Ibanez brand Maccaferri acoustic)

		Jimmy Johnson: Bass (fretless)

		Chad Wackerman: Drums

		

		I remember a time when all I wanted to do was get away from there. Now, each time I go back, I see it with new eyes. I wrote ‘Home’ simply as a piece about that place where one grows up. Bradford was once a booming textile town with rows and rows of tiny terrace houses lining cobble streets. After our first Japanese tour early in 1984, I flew back to California the long way, stopping off in England to visit relatives and friends. There in a local ale house (The Goodman's, located in a suburb of Leeds), I recorded the sounds of friends, pub patrons, and the room, not because I'm an ale fanatic (although I am), but because these sounds and the sounds of the traditional ale pumps are something unique to the environment at home. I recorded them in stereo on cassette using a small Walkman. We took that tape and transferred it at the Music Grinder studio in LA, where a portion of that tape became the backdrop to the opening prelude of ‘Home’. ¹⁶

		

		This piece has a deceptively complex structure, and was likely inspired by composers such as Aaron Copland or Stravinsky. Even when themes and cadences are reprised, they undergo subtle variations, making this piece truly a composition in the 'classical sense'. For live performances, the acoustic guitar solo was performed on electric.

		0:00: Pub sounds.

		0:13: Intro A (clean chord melody).

		0:31: Intro B (with rhythm section).

		0:56: Theme 1.

		1:10: Theme 2, Cadence 1.

		1:24: Theme 3, Cadence 1.

		1:46: Theme 3, Cadence 2

		2:04: Bridge.

		2:20: Theme 1

		2:32: Theme 2, Cadence 1 (Guitar solo begins).

		2:48: Theme 3, Cadence 1.

		3:09: Theme 3, Cadence 2.

		3:32: Theme 1 (Guitar solo ends).

		3:45: Theme 2, Cadence 1.

		3:59: Theme 3, Cadence 1.

		4:20: Theme 3, Cadence 2.

		4:41: Intro B variation.

		4:58: Intro A (textural volume swell solo).

		

		3. Devil Take The Hindmost (5:33)

		

		Allan Holdsworth: Guitar

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		

		What I wanted to do with ‘Devil Take The Hindmost’ was write a tune that didn't have a lot of chords in it, because most of the tunes that I write have a lot of changes. So to give us a little bit of brain rest, during the night we'd play something like that, because it was something that people can relate to, something with which the players can sort of just have a good time, just a kind of ‘boogie-out’ tune. ²⁵

		

		The solo in this song is for many fans their all-time favorite. It starts out with short phrases using Allan's unique brand of tremolo bar articulation, but after a rapid bass fill it launches into cascading “outside” scalar figures, before returning to “inside” melodies in the turnaround. The immediately following second solo incorporates more pinch harmonics and outside melodic hooks from the very beginning. In many live versions, the first solo section became a duet between the guitars and drums (such as was done in “Was There?” on previous tours), with the bass re-entering for the second solo sequence.

		0:00: Rising fanfare motif, main rhythmic theme based on 2-beat accents.

		0:14: Syncopated cadence with accents, ending in fanfare motif.

		0:36: Main theme, syncopated cadence with accents.

		1:01: Textural guitars and arpeggios variation of theme harmony.

		1:24: Vamp intro to solo section with clean guitar accents.

		1:34: 1st guitar solo over modal vamp, turnaround cadence.

		3:24: 2nd guitar solo segment.

		4:58: Main theme, syncopated cadence with accents, ending in fanfare motif.

		

		4. Panic Station (3:31)

		

		Allan Holdsworth: Guitar, Ripley Hex Guitar (Kramer)

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		Paul Williams: Vocals, lyrics

		

		This tune is notable for Johnson's melodic bass solo, Allan's wild guitar solo, and the muffled, panned guitar figure in the bridge sections. I assume these are the Ripley stereo guitar tracks, as the strings can be panned individually on Ripley Hex guitars.

		0:00: Fade in on opening motif: syncopated bass/drums with “synthy” guitar arpeggio.

		0:25: 1st verse over a propulsive groove and swelled guitar textures punctuated with heavier guitar figures.

		0:51: Bridge, opening motif.

		1:13: 2nd verse, bridge with muffled stereo Ripley guitar figures.

		1:34: Transition (modulating).

		1:49: Guitar solo (with tapping and dramatic tremolo bar swoops).

		2:10: 3rd verse, bridge with Ripley guitar figures.

		2:32: Bass solo over modulating transition.

		2:58: Opening motif with added Ripley guitar figures (fade out).

		

		5. The Un-Merry-Go-Round (in loving memory of my father) (14:06)

		

		Allan Holdsworth: Guitar

		Alan Pasqua: Keyboards

		Gary Willis: Bass

		Gary Husband: Drums

		

		Basically, I wrote that for my Dad, because my Dad died during that year that I was doing the album. He was a really great artist, he used to draw this merry go round with all these famous English politicians on it, like you’d have Ronald Reagan and all these guys on it, and he’d have them with their slogans, and he used to call it the Un-Merry-Go-Round, so I got the title from him...

		

		“The Un-Merry-Go-Round” is what I decided to call a story I thought of. In the story, an honored, high-ranking astronaut type must decide whether he should embark on a mission which will take him a great distance and bring him back to Earth in a distant future. The astronaut, Colonel Som, decides to accept the mission and leaves his friends and family behind, knowing they will be gone when he returns. ³³, ¹⁶

		

		Gary Husband: I came up with the related tempo change ideas for various sections. The making of the new quarter note being the quarter note triplet of the tempo before, and vice versa. The way it was before was a lot more static. I will guess he'll have worked with the other drummers in a similar fashion, but I'm so proud to have made those contributions, had that opportunity. I was blessed. ⁹³

		

		(On the extended drum solo improvisation): I certainly don't have any preconception of how it is going to materialize. I merely try to concentrate, while relying on accumulated knowledge in the subconscious, and on being clear and articulate about the way it happens to go. It's almost totally instinctive; it feels as though the music just flows through me and out through the drums. Strong discipline and concentration are also important when constructing solos. It is something I regard as a statement or a story that is only relevant to the mood and inspiration of the moment itself. So I follow my feelings. ¹²⁰

		

		The Un-Merry-Go-Round is constructed from four major themes:

		Voyage theme: staccato ostinato figures with bass pulses

		Pedal vamp with clean modulating chords

		Funky groove (modulated from main tempo as described by Gary above) with harmonized clean chords

		Chord melody theme (textural arrangement and rhythmic arrangement)

		

		Each of these themes may also have specific intros, variations and cadences. These structures support three guitar solos, one drum solo, and one keyboard solo (played over three theme sections). The Holdsworth transcription book Reaching For The Uncommon Chord includes a fairly detailed synopsis of the “movie” Allan has in mind here (as written/reinterpreted by Chris Hoard). Below I only summarize the sections. In order to avoid confusion for owners of Reaching, it’s worth mentioning that the themes I list below are organized a bit differently than the way they are labelled in the Uncommon book transcription.

		

		Finally, on the Wardenclyffe Tower expanded edition (now included in the Manifesto box set), Allan rerecorded two sections of “The Un-Merry-Go-Round” with the keyboard and guitar solo sections exchanged. In the Uncommon breakdown below, they occur as Parts 6 and the first half of 7, but on the Wardenclyffe Tower disc they are labelled Parts 4 and 5.

		

		Part 1: “The Call”

		(Col. Som is given his mission)

		0:00: “Voyage” theme: Bass pulses with staccato figure, joined by swelled textures and high accents (“the merry-go-round”), ending in a unison staccato cadence (with drums).

		Part 2: “Conscience And Denial”

		(Som worries that the mission is not worth the price)

		0:43: Pedal vamp theme and guitar solo/lead line 1 (supported by broad, clean chords), repeat, accented cadence chords.

		Part 3: “On His Own”

		(Som launches in his ship, and then thinks about his solitude)

		1:48: Voyage theme bass pulses/staccato figure with drums/synth ornaments, ending in unison staccato cadence.

		2:14: Drum solo.

		Part 4: “The Mission”

		(Som carefully pilots the ship through hazardous areas)

		3:58: Voyage theme bass pulses/staccato figure with drums/synth ornaments.

		Pause.

		4:26: Pedal vamp with clean accent chords and guitar solo 2.

		Part 5: “Nebulous Remorse”

		(Som misses his home and his family, watches holograms)

		5:31: Funky groove with clean chord accents (harmonizer effect).

		6:01: Textural guitar theme intro (“orchestral interlude”).

		6:34: Textural guitar theme, cadence 1.

		7:25: Textural guitar theme, cadence 2.

		Part 6: “Destination”

		(Som reaches his goal (an alien planet), and exchanges mysterious gifts with the inhabitants)

		8:18: Textural guitar theme harmony with chord melody guitar, bass and drums (midtempo groove), cadence.

		9:38: Guitar solo 3 over swelling/bell-like textures based on previous chord melody.

		10:45: Cadence with added accents.

		Pause.

		Part 7: “Anticipation/Return”

		(Som approaches home, 500 years after he departed)

		11:08: Pedal vamp with clean accent chords and Pasqua synth solo.

		12:11: Synth solo continues over Voyage theme bass/staccato pulses motif, then back to pedal vamp.

		13:11: Funky groove with clean chord accents (short reprise of Part 5).

		13:42: Final textural guitar theme reprise (“merry-go-round” theme variation).

		

		6. In The Mystery (3:49)

		

		Allan Holdsworth: Guitar, Roland guitar synthesizer

		Jimmy Johnson: Bass

		Mac Hine: Drum machine

		Paul Korda: Vocals, melody, lyrics

		

		Paul Korda: It was an interesting project, for Allan needed lyrics and melody for the session the next day as, in two days, the masters were to be pressed by the factory for release in three weeks. I managed to write it in two hours, sing it over the phone, and sang it in the studio the next day. I heard my track on KROQ about two weeks later. It was quite a feat, especially being homeless, at the time! ¹²¹

		

		This “pop-inflected” song features some additional textures created by the Roland guitar synthesizer. For rhythmic playing, the Roland's pitch-to-voltage tracking was too slow for Allan to use on any solos or rhythmic parts, but for textural effects it was “close enough”. Another, more precise guitar-synth controller, the SynthAxe, would very soon become Allan's most important new tool for the next decade.

		0:00: Arpeggiated opening figure.

		0:17: Accented groove/clean chord accents under 1st verse, intro arpeggio.

		0:43: 2nd verse.

		1:01: 3rd verse with additional “funky” guitar figures, developed into arpeggio motif harmony.

		1:35: 4th verse (w. subtle SFX, “funky” guitar figures), developed into intro harmony.

		2:25: Guitar solo (over verse harmony). (One transcription notes that the guitar is tuned in fifths for this solo.)

		2:44: 5th verse (funky), developed into intro harmony.

		3:19: Intro harmony (sustained textures).

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: I.O.U. - Live in Japan 1984 (2018)

		Recorded May 14, 1984, Yubin Chokin Hall, Tokyo, Japan

		

		Allan Holdsworth: Guitar

		Jimmy Johnson: Electric Bass

		Chad Wackerman: Drums

		Paul Williams: Vocals (2, 3, 4, 8, 9, 11, 12)

		

		1. Tokyo Dream (6:58)

		

		The first half of each guitar solo chorus is based on a 2-chord vamp, while the 2nd half modulates into a “mystery” cadence.

		0:00: Intro chat.

		0:26: Drum fill, intro arpeggio with added right hand tapped interval, falling accented chords.

		0:43: Syncopated main riff with right hand tapped chords.

		0:58: Arpeggio intro/accents developed, main riff reprise.

		1:47: “Pedal steel” guitar groove, guitar solo (based on main theme harmony).

		2:45: 2nd & 3rd solo choruses.

		4:41: 4th solo chorus (1st half only).

		5:08: Arpeggio intro/falling accented chords developed, main riff, drum coda.

		

		2. Road Games (4:25)

		

		0:00: Fanfare figure leads to pedal accent, then clipped main riff figure over jolly, jaunty bass.

		0:32: Bridge: Rhythmic figure derived from opening fanfare melody, punctuated by tapped guitar cadenza, rising accents.

		0:44: 1st verse (vocal) over main figure, pedal harmony (chorus) with sparkling arpeggio textures.

		1:13: 2nd verse, bridge sequence.

		1:45: Cadenza of two-handed tapped chords over rhythmic accents.

		2:12: Guitar solo over main riff verse figure (verse-chorus-verse). The middle section features a stop-time rhythm break before resuming the main riff.

		3:01: Bridge sequence, 3rd verse.

		3:30: Pedal harmony (chorus) with sparkling arpeggio textures (bass solo/guitar harmony drone).

		

		3. White Line (7:01)

		

		0:00: Arpeggio figure A, 1st verse (vocal) head with accented cadence, arpeggio A.

		0:43: 2nd verse, cadence.

		1:01: Descending bridge harmony, developed, arpeggio A.

		1:30: 3rd verse, cadence.

		1:48: Syncopated harmony B over pedal bass accents.

		2:12: Uptempo groove variation of B with arpeggio figures.

		2:37: Chorus over 2-chord vamp C, syncopated harmony B with light drum accents.

		3:14: 1st guitar solo chorus over groove variation of B.

		3:39: Solo continues over syncopated accent B variation.

		4:02: 2nd-4th solo choruses.

		6:00: Chorus over 2-chord vamp C, arpeggio A.

		6:30: 4th verse, cadence, outro fanfare accents.

		

		4. Panic Station (4:10)

		

		0:00: Fade in on opening motif (syncopated bass/drums with chorused guitar arpeggio).

		0:26: 1st verse (vocal) over a propulsive groove and guitar textures punctuated with accented cadences.

		0:52: Bridge, opening motif.

		1:14: 2nd verse, bridge.

		1:35: Transition (modulating).

		1:51: Guitar solo.

		2:10: 3rd verse, bridge.

		2:32: Bass solo over modulating transition.

		2:58: Opening motif.

		

		(followed by band intros)

		

		5. Letters of Marque (6:42)

		

		This track omits the opening theme section and fades in with the beginning of the guitar solo.

		0:00: Fade in on guitar solo over galloping bass, pedal break.

		1:11: 2nd solo chorus.

		2:17: 3rd solo chorus.

		3:26: Drum solo (unaccompanied).

		5:14: Guitar and bass reenter for pedal section.

		5:27: Main theme riff (2x), final cadence.

		

		6. Home (5:42)

		

		This version of “Home” is notable for having an electric guitar solo instead of an acoustic one as found on the studio release.

		0:13: Intro A (clean chord melody).

		0:20: Intro B (with rhythm section).

		0:46: Theme 1.

		1:00: Theme 2, Cadence 1.

		1:15: Theme 3, Cadence 1.

		1:38: Theme 3, Cadence 2.

		1:57: Bridge.

		2:14: Theme 1.

		2:26: Guitar solo (over Theme 2, Theme 3, Theme 1).

		3:41: Theme 2, Cadence 1.

		3:55: Theme 3, Cadence 1.

		4:17: Theme 3, Cadence 2.

		4:39: Intro B variation.

		4:57: Intro A (textural volume swell solo).

		

		7. Devil Take the Hindmost (5:26)

		

		0:00: Rising fanfare motif, main rhythmic theme based on 2-beat accents.

		0:14: Syncopated cadence with accents, ending in fanfare motif.

		0:37: Main theme, syncopated cadence with accents.

		1:03: Textural guitar arpeggios (variation) of theme harmony.

		1:26: Vamp intro to solo section with clean guitar accents.

		1:44: 1st guitar solo over modal vamp, turnaround cadence.

		3:20: 2nd solo chorus.

		4:41: Main theme, syncopated cadence with accents, ending in fanfare motif.

		

		8. Material Real (7:42)

		

		In contrast to the studio version on Road Games, this live take has an extended textural guitar intro, but omits the guitar solo.

		0:00: Swelled/delayed guitar chords intro loosely based on cadence harmony.

		3:11: Cadence harmony statement.

		3:29: Syncopated main riff with 1st verse (vocal), Bridge A with accents.

		3:52: 2nd verse, Bridge A variation with added accents.

		4:07: Bridge B, with accents, Bridge C.

		4:58: Cadence harmony, main riff variation with bass harmonics.

		5:31: 3rd verse, etc.

		6:13: Bridge B, C.

		6:24: Cadence harmony supporting drum cadenza, final “unreal” chordal swell.

		

		9. Metal Fatigue (5:03)

		

		0:00: Heavy 2-accent motif (harmonized) with ornamentation, joined by rhythm section and supplemented with additional flourishes/pinch harmonics.

		0:28: 1st verse (vocal) over modulating clean 2-chord accents, accented verse cadence.

		1:04: Heavy 2-accent motif (with guitar fills, etc.).

		1:28: 2nd verse.

		1:54: Chord melody bridge, more syncopated bridge cadence, accented verse cadence (“How long?”).

		2:25: Guitar solo over broad, modulating verse harmony variation.

		2:51: Heavy 2-accent motif (with bass/drum fills instead of guitar).

		3:14: 3rd verse.

		3:41: Chord melody bridge, syncopated bridge cadence, accented verse cadence.

		4:26: Heavy 2-accent motif (final with guitar fills).

		

		10. Where Is One? (7:59)

		

		An interesting chromatically-shifting “crawling figure” replaces one of the pedal-steel textures from the studio version.

		0:00: Syncopated 2-chord figure, cadence A, heavy rising figure B, cadence A, chordal fill, cadence A' (variation), pedal harmony with “outside” guitar lead.

		0:47: Harmony chords C.

		1:04: Cadence D (more accented), pedal harmony modulating (tremolo scoops).

		1:35: Cadence A, pedal with guitar lead, cadence A, “crawling melody”, cadence A', heavy figure B.

		2:10: Harmony C, syncopated 2-chord figure modulating, cadence A (implied).

		2:50: Guitar solo over modulating tempo/harmony variations of previous sections (several choruses).

		5:55: Cadence D, pedal harmony modulating with swelled guitar chords.

		6:25: Cadence A, heavy figure B, cadence A, pedal with swells, cadence A', pedal harmony with lead.

		7:01: Harmony C, final cadence with unison figure.

		

		11. The Things You See (When You Haven't Got Your Gun) (7:27)

		

		0:00: Guitar lead over rising fanfare, syncopated cadence.

		0:17: 1st verse (vocal) over descending harmony, rising cadence, repeat with variation, fanfare (without lead).

		0:47: 2nd verse (same structure).

		1:10: Bridge, accented cadences based on verse harmony.

		1:40: Pedal bass with skittering hi-hat and verse harmony variation in guitar swells.

		2:06: Guitar solo over propulsive groove (harmony for “main” head melody).

		4:18: Instrumental verse cadence, bridge reprise, accented cadences.

		4:58: 3rd verse, ending in accented fanfare chords.

		

		12. Was There? (6:30)

		

		0:00: Insistent, syncopated main guitar riff (audience clapping rhythm), joined by accents and 1st verse (vocal), modulating.

		0:42: Bridge, heavy funk riff figure.

		1:08: Main riff with drum rolls, bridge variation.

		1:53: Guitar lead over galloping bass (pedal vamp developed from heavy funk riff).

		2:07: Main riff with added drum rolls, bridge, heavy funk riff figure.

		2:46: Extended guitar/drums duet.

		4:17: Main riff, vocal verse joins, bridge extended.

		5:15: Final heavy funk riff figure.

		

	
		

		
			18: Atavachron
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		Allan with SynthAxe

		(Credit: Eddie M. Coralnick)

		

		Enter the SynthAxe

		

		During the making of his 1985 album Metal Fatigue, Allan Holdsworth had begun experimenting with tuning his guitar in fifths (guitars are normally tuned to mostly fourths). Although this meant relearning all of the fingerboard patterns he had been used to, this would essentially give him a greater range of available notes on the guitar. In fact, on Metal Fatigue's final track, “In the Mystery”, Allan played the guitar solo using this “fifths” guitar tuning. Eventually, Allan began exploring double-neck solutions to allow him to take advantage of both kinds of tunings without having to switch guitars live on stage.

		

		I experimented with a (Chapman) Stick which had been loaned to me, and I decided I'd really like to play one that was tuned in fifths - because I'd been experimenting playing with a guitar tuned in fifths. I talked to Emmett (Chapman) about it, and he told me he thought the instrument could work like that - so he made me one where the half usually tuned in fourths was tuned in fifths, and the other half was tuned like a guitar (in fourths). So between Emmett and me, we applied our logic to come up with a particular tuning. ¹⁶

		

		However, a more flexible solution came along when Allan was invited to try the SynthAxe, a MIDI-controller whose string tunings could be altered instantaneously through digital program changes. In a 1985 interview, designer Bill Aitken and Allan discuss Aitkin’s SynthAxe:

		

		Bill Aitken: A week before the NAMM show I was in LA, and Oberheim were kind enough to give me some office space in the demo room, to let some of the prime guys in the LA area have a look at the SynthAxe. Allan was one of the guys who phoned me up. He came down, had a look, and his reaction was pretty positive - after a couple of hours' rehearsal, he blew an amazing number....

		

		Allan: ...I was so knocked out with it, because I didn't need two necks anymore. It's a way of being able to find new ways of expression in music through the use of a brilliantly designed piece of equipment.

		

		Bill: We analyzed every single parameter like pitch, dynamics, and sustain, and all of them are independently under software control. If you bend a guitar string halfway across the fingerboard it will raise the pitch by a tone or maybe three semitones. On the SynthAxe you can make it anything you like - it could be an octave if you like. The same applies to the wang bar - it can be the range you want it to be; when you wang it down an octave, all the strings go down exactly on octave, not just approximately, as on a normal guitar. On the SynthAxe, they all go down absolutely in parallel, so you get a tuned chord wherever you are on the wang bar! You don't have to apply these things to pitch either; you could apply them to filter, attack times, vibrato speeds and depths, whatever you want! ¹⁵

		

		On the SynthAxe, Allan tuned the high E string just as it is tuned on a regular guitar, but then tuned the lower strings in falling fifths intervals, so that his lower pitch range overlapped with that of an electric bass. As a MIDI-controller, Allan used the SynthAxe to drive mostly Oberheim synth modules, especially the Matrix 12 (The Oberheim has a vocal quality or something...you can assign two voices to each string. And you can pan them anywhere in the stereo image and get some really beautiful stuff. ¹⁹).

		

		The SynthAxe itself is basically a MIDI-controller, with programmable triggers for sustain, pitch-bending, touch sensitivity and whammy bar articulation. This unit plugs into a “Pedal Unit” (allowing for real-time control of piano-like pedal sustain and on-the-fly “capo setting” (retuning)). The Pedal Unit can go directly into a synthesizer module, or it can be plugged into the separately-bought Console. The Console allows the player to split his signal into up to 8 different synthesizer modules, each with their own stored preset (up to 50) for tuning, transposition, sensitivity, patches, etc. The final add-on piece is the Step On Pedal, which basically lets the player cycle through the Console presets in a programmable “set list”. The unit actually only became available sometime after the SynthAxe first debuted (which explains Allan’s SynthAxe mishap on Frankfurt ’86).

		

		One of the main strengths of the SynthAxe is that the neck employs touch-sensitive sensors which detect fingerboard action directly and instantly. Most guitar-MIDI controllers work on a pitch-to-voltage technique - that is, a sensor “hears” the pitch of a string being played, and then converts that into a number, which then tells a synth to play a note (typically this creates a small - but very distracting - time lag).

		

		The reason the SynthAxe neck is angled oddly from the strumming strings is so that a player can comfortably play chords near the nut (the neck is much longer than a regular guitar). The upper-body “piano” trigger keys are used to produce sustained pitches (kind of like how an e-bow affects a regular guitar). These piano-key triggers are also programmable for controlling sensitivity, envelope filters, etc. Also, the buttons have the same kind of 2-step “after touch” trigger function that digital cameras have nowadays: “half-way down” triggers a note and certain basic parameters, but “all the way down” triggers additional effects (volume shapes, wah filters, pitch-bending etc.). The piano-key module also has individual “group sustain” buttons which will “hold” notes from the high or low strings while one solos on the other strings (this is kind of a chord melody style “cheat”). Finally, another switch will allow for left- or right hand tapping (i.e. - removing the need to pick, and allowing one to sound notes with just the fingertips of one or both hands).

		

		Atavachron

		

		For the previous album Atavachron, I'd only had the SynthAxe a short time before we started recording. In fact, we actually came back off the road and I was waiting at home for it to arrive so that I could start working on the album and I didn't write anything until I got it. ²³

		

		The new album gave Allan the opportunity to explore his new, “any-tuning-goes” instrument. More importantly, Allan had always wanted to play a wind/brass instrument (even from his childhood), and the SynthAxe's sustaining capabilities gave him a sound closer to that which he had originally desired. In fact, one of Allan's signature textural concepts was very naturally realized by the SynthAxe's software.

		

		For years I've used a delay, a harmonizer, and a volume pedal to get my chordal sound. I tried the SynthAxe in the same way, and it sounded wonderful. One of the tracks on the album, “All Our Yesterdays,” features that sound. I was pleased with how the piece turned out. Once I got into the synthesizers and their parameters, I tried to get all of the effects to happen automatically without using a volume pedal. Some have real slow attacks, so it's like fading-in sounds with a volume pedal. Now I can control the attack, the sustain, and the release all from the synthesizer. So I've created a number of patches that give like an automatic volume pedal effect. ¹⁹

		

		When I got the SynthAxe, it just sparked off this incredible interest in synthesis which I'd never thought of before. So I'm trying to get a deeper understanding of synthesis so I can create my own sounds and programs. And that is really exciting to me, because I'm so new at it. I've got all this energy again like I had when I first started playing. It's a different kind of energy than the one I have for just developing my musical knowledge. So one helps the other. It's a new inspiration for me. ¹⁰⁰

		

		Band-wise, I.O.U. “veteran” Gary Husband returned to contribute drum tracks to most of the album (“Non-Brewed Condiment”, “Funnels”, “Atavachron”, “Mr. Berwell”). Gary recalls his contributions to Atavachron:

		

		Husband: Being the consummate musician he is, Jimmy Johnson would feel his way through dear Allan's songs, digesting them harmonically, playing along with the demos Al had begun putting together by this time (with SynthAxe textures and static drum machine beats). He'd always choose fantastic notes. We'd all be in the studio and Allan would audition all Jimmy's choices and usually accept all of them, maybe with an exception of a couple here and there. If that. The drum parts for the songs I always formed and prepared - even back in the old I.O.U. days. Atavachron and Sand were my big kinda “arty periods” for that though. I'd have a day to digest them in the hotel room on cassette, and then I'd sit and create beats specifically for the pieces, to be kind of counter to the compositions but something that would carry them in a hopefully interesting and less typical way. Allan really dug that I approached it really creatively and personally. So all the beats and drum contributions - ‘Mr. Berwell’, ‘Non-Brewed Condiment’, ‘Atavachron’ etc. were up to me to come up with, and manifested bearing no relation whatsoever to the static drum machine thing on the demos. ⁹³

		

		There was a studio in Costa Mesa called Front Page, and a lot of those albums were done there, on an absolute shoestring. And Allan would give me these little demos the day before, and we’d go to Charlie's Chili Place and listen to them. And in that morning during the setup, I'd kind of create a beat as he wished me to do. “What can you do? What can you do with that?” So I would just relish meeting that challenge, you know. So, it was just like “Please be creative with this, find something to do on it”. And so, as a result, I was able to really stretch my imagination, and come up with something that was kind of a little bit like a counter-composition to the way he’d do things. That's where a lot of those beats came from, and this would be invented in the morning of the session… ⁹⁵
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		Gary Husband and Allan Holdsworth, ca. 1993/1994

		(photo: Steve Hunt, courtesy Gary Husband)

		

		Old Lifetime boss Tony Williams also joined Allan in the studio to record a few drum tracks. However, Allan felt that some of these songs needed a different touch, and so in the end he mostly used Chad Wackerman's electronic drum tracks instead. One song however, still retains Tony Williams' original acoustic drum tracks (“Looking Glass”), while Chad's electronic drum takes were chosen for “The Dominant Plague” and “All Our Yesterdays”. The ever-reliable Jimmy Johnson played bass on essentially every track with a groove.

		

		Another Lifetime alum, Alan Pasqua, contributed 3 keyboard solos (“The Dominant Plague”, “Atavachron”, “Mr. Berwell”), and new musical partner Billy Childs contributed his own unique keyboard style in a solo for “Funnels”.

		

		On Atavachron, because I'd written and recorded most of the music on synthesizer, I wanted to get somebody else to come and play solos. So Gary Willis, the bass player on “The Un-Merry-Go-Round”, introduced me to the piano player, Billy Childs, and he sounded great. And through working with Bunny Brunel, I met Kei Akagi, who's fantastic. He's the guy who's in the band now.... Kei was actually going to play on some of the album, but he wasn't available at the time. We couldn't coordinate it, and so I asked Alan and he played on two tracks, “Atavachron” and “Mr. Berwell”. Billy Childs played on “Funnels”. ¹⁰⁰

		

		Touring Atavachron: Frankfurt ‘86

		

		For the 1986 Atavachron tour, Allan's band consisted of Gary Husband (drums), Jimmy Johnson (bass) and Kei Akagi (keyboards), with guitarist Steve Topping sitting in for an improv on at least one February U.K. date, and Billy Childs on keys for one stretch of American dates. By late spring, new unreleased songs from 1987's Sand were already being tried out on the road. A sample set list is as follows:

		Non-Brewed Condiment (SynthAxe)

		Looking Glass (SynthAxe)

		White Line (supported with keyboardists, from this point forward the vocal line was usually carried by the guitar)

		Funnels

		Atavachron (SynthAxe)

		SynthAxe solo (“Sand” excerpt)

		Pud Wud (SynthAxe)

		Devil Take the Hindmost

		Tokyo Dream

		Three Sheets to the Wind

		Letters of Marque

		

		The Atavachron quartet (with Kei Akagi) performed during Frankfurt, Germany’s Musikmesse (industry fair/expo) on February 16, 1986. This concert, recorded for television broadcast, was released on the Manifesto label as Frankfurt ‘86 (2020), with an accompanying DVD of the broadcast itself.

		

		It’s interesting to compare this recording with Live in Japan 1984. Paul Williams’ vocals are replaced by Kei Akagi’s keyboards, pushing the band sound much closer to jazz-rock than British art rock. Gary Husband’s drumming, also jazz-based, leads to a wider variety of dynamic textures in these renditions. For example, Gary frequently changes the drum parts from his original recorded versions and even sometimes lays out completely, letting the rest of the band breathe in a more chamber-like atmosphere.

		

		Here Allan debuts the SynthAxe in a live setting, and although there are apparently a few technical problems here and there, once the circuits connect he seems to really be enjoying himself. For electric guitar he plays his newly-developed Ibanez through a broad delay, giving a much different tone than that obtained with the Charvel Jackson he had used for the 1984 Tokyo show. Allan was unhappy with the tone he obtained through the borrowed amplification he was forced to use, but the show is a fascinating snapshot of an elite band of musicians fighting through less-than-ideal circumstances.

		

		This is also the only official Allan Holdsworth release featuring Kei Akagi on keyboards (they also appear together later on Andrea Marcelli’s 1993 album Oneness), and his approach is notably unique from that of Gordon Beck, Alan Pasqua and Billy Childs (and soon Steve Hunt). This performance was, in fact, the first show of the European tour, and probably the first time Kei Akagi had ever played with drummer Gary Husband.

		

		Song-by-song album commentary and breakdowns of Atavachron and Frankfurt ‘86 appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Atavachron (1986)

		Produced by Allan Holdsworth

		

		1. Non-Brewed Condiment (3:39)

		

		Allan Holdsworth: SynthAxe, Guitar

		Jimmy Johnson: Bass

		Gary Husband: Drums

		

		Solo: Allan Holdsworth - SynthAxe

		

		Non-brewed condiment is something that's used on fish and chips in England because it's cheaper than malt vinegar. It's just a substitute for malt vinegar, like you have, in America, mayonnaise that's not real mayonnaise. And the reason for that title was that it was a tune that I did entirely on the SynthAxe. It was my first real synthetic piece in a way, and since my favorite food is still fish and chips, and my favorite drink is still ale, “Non-Brewed Condiment” seemed like the perfect title for that piece. The bass line is actually a 5th below the bottom of my chord in each instance, I wrote the chords first, and then I wrote the melody on top… ¹⁰⁰, ⁶⁶

		

		Although the song structure itself is relatively straightforward, the intricate fanfare figure is one of Allan's most exciting “heads”. The solo is on SynthAxe, but the fanfare head is (probably) doubled on guitar as well. The first half of each solo chorus has a somewhat exotic harmony, which then resolves itself into a more “tuneful” second half (a tactic Allan frequently uses in his solo chorus constructions).

		0:00: Drum fill into groove, fanfare over descending harmony, main vamp riff with accented bass.

		0:29: Fanfare, vamp riff.

		0:45: SynthAxe solo over descending harmony vamp based on vamp and fanfare rhythm.

		1:30: 2nd solo chorus.

		2:07: 3rd solo chorus.

		2:27: Fanfare, vamp riff, repeat.

		2:59: Outro SynthAxe solo over same groove.

		3:26: Final drum cadenza.

		

		2. Funnels (6:10)

		

		Allan Holdsworth: Guitar

		Billy Childs: Keys

		Jimmy Johnson: Bass

		Gary Husband: Drums

		

		Solos:

		Allan Holdsworth: Guitar

		Billy Childs: Keys

		

		I wrote it actually for a different group that were gonna be playing at the Queen Mary Jazz Festival a few years ago. The Queen Mary has 3 funnels, and that’s why I called the tune “Funnels”. But we ended up not playing it at that gig. I wrote the tune specifically for that because each one of the guys was supposed to hand a tune in - and I wrote this tune with the same changes for the head as for the blowing, so that it would be kind of easy for everyone to play. (39)

		

		The “head chorus” (0:00-0:45) is repeated 3 times (for 3 “funnels”?) during each person's solo. The final head-chorus has a lead guitar added, playing the top line melody. I don't get too detailed about Allan's solos here because that would require a separate book in itself, but it's briefly worth pointing out the “floating” quality of his solo here. He achieves this partly by avoiding the downbeats, or by letting notes from a previous measure sustain over a bar line. This is a rhythmic device which Miles Davis also used, but Allan takes that idea and spins it in his own way with his own unique poly-tonal scalar ideas.

		0:00: Head-chorus: Syncopated chord melody phrase, broader phrase with sliding chords.

		0:19: Modulating cadence, chord melody reprise, sliding chord cadence.

		0:45: Guitar solo over head chorus.

		1:38: 2nd guitar solo chorus.

		2:22: 3rd guitar solo chorus.

		2:58: Billy Childs' keyboard solo (flute texture).

		3:51: 2nd keys solo chorus.

		4:28: 3rd keys solo chorus (with panned organ comping).

		5:11: Guitar lead melody added to head-chorus.

		5:52: Coda, final keys flourish.

		

		3. The Dominant Plague (5:41)

		

		Allan Holdsworth: SynthAxe

		Jimmy Johnson: Bass

		Chad Wackerman: Electronic drums

		

		Solos:

		Alan Pasqua: Keys

		Allan Holdsworth: Guitar

		

		Oddly-accented (“robotic”) SynthAxe-driven rhythms support asymmetrically-structured blowing sections. Alan Pasqua's first solo on this album occurs here and he uses some bluesy licks to contrast against Allan's more exotic melodies. This song also features a “surprise” bass solo from Jimmy Johnson at the end.

		0:00: Accented pedal chords (briefly modulating) with staccato synth-brass chords on top, leading to accented ensemble cadence.

		0:39: Modulating cadence on SynthAxe (flute texture).

		1:23: Alan Pasqua solo with brassy synth texture over previous modulating verse structure (skips modulating cadence).

		1:56: 2nd keys chorus (full sequence).

		2:54: Guitar solo (opening with wild tremolo bar articulation) over chorus (skips modulating cadence).

		3:26: 2nd guitar solo chorus (full sequence, however...).

		4:26: Bass solo enters during modulating cadence section.

		5:13: Drums outro.

		

		4. Atavachron (4:45)

		

		Allan Holdsworth: SynthAxe

		Jimmy Johnson: Bass

		Gary Husband: Drums

		

		Solos:

		Alan Pasqua: Keys

		Allan Holdsworth: Guitar

		

		Allan explores various rhythmic “brass” SynthAxe textures on this song. It also features some great song dynamics (the pedal ostinato stands out). The solos both start out “early”, which is a nice touch.

		0:00: Syncopated, seesaw SynthAxe (soft brassy) chords over midtempo groove.

		0:26: Chorus: rising SynthAxe figures, developed.

		0:45: Seesaw brassy figures reprise.

		1:12: Pedal ostinato vamp (keys solo opening)

		1:29: Pasqua electric piano solo over modulating cadences.

		2:04: Piano solo over chorus.

		2:22: Seesaw chords, pedal ostinato (guitar solo opening).

		3:06: Guitar solo over modulating cadences.

		3:40: Guitar solo over chorus.

		3:59: Seesaw sequence, pedal ostinato.

		

		5. Looking Glass (4:31)

		

		Allan Holdsworth: SynthAxe

		Billy Childs: Keys

		Jimmy Johnson: Bass

		Tony Williams: Drums

		

		Solo: Allan Holdsworth: Guitar

		

		It’s based around chords where the intervals are pretty wide, like, for example, the first few chords are played on the first 2 strings and the last 2 strings only. But I like to do that because then you can give each tune a color, rather than just playing the same voicings, for you know, your favorite voicings in every tune. I like to try and make each tune a little more specific than that, so that they have a specific thing that happens more or less in that tune alone, and it’s not something that’s found consistently in any of the other ones. Although obviously, because it was my composition I guess, there’s some thread of evidence of lunacy in there somewhere… ³⁹

		

		...A lot of the solo changes for that tune are from the middle part of the head, and then I’ll morph it until it gets back to square one, and then we get back into the head. And that head’s interesting because it’s in two different keys and there’s two different heads in each key. ⁶⁶

		

		This song (the only track here featuring old bandmate Tony Williams) was a live favorite for many years and was performed on both SynthAxe and regular electric guitar on different tours. It showcases the drummer in the main head sections.

		0:00: Drum fill, accented head chords (SynthAxe and keys) driven by lively drum fills.

		0:26: Accented head (reprise variation), ending cadence with top line lead guitar.

		0:47: Chorus with broader groove and lead guitar top line over synth chords.

		1:04: Accented head, now transposed to a lower key.

		1:26: Guitar solo over modulating chorus/head variations (and clean guitar comping).

		3:24: Chorus with guitar in top line, accented head (twice, as in the opening).

		

		6. Mr. Berwell (6:21)

		

		Allan Holdsworth: Guitar, SynthAxe

		Jimmy Johnson: Bass

		Gary Husband: Drums

		

		Solos:

		Allan Holdsworth: Guitar

		Alan Pasqua: Keys

		

		Allan's nickname for his son Sam was “Mr. Berwell”. This song features some dramatic cadences and rhythmic surprises, and the solos occur in asymmetrical positions at times. The ending has a nice, 'majestic' feel to it and also features some outstanding drumming.

		0:00: Storm sounds, chord melody theme on clean guitar with reverse-echo.

		0:51: Head reprise, cadence, drum solo.

		1:30: Pedal vamp with brassy staccato chords,

		1:44: Guitar solo over cheerful harmony with ending cadences.

		2:20: Guitar solo continues as groove broadens (but with accents).

		2:46: Guitar solo over pedal vamp, cheerful harmony with ending cadences.

		3:36: Electric piano solo over cheerful harmony, broad groove, etc.

		4:54: Following rain sounds, guitar in top line over opening theme (heavily accented/ornamented by drums and modulated to a “noble” tempo).

		5:45: Coda with drum groove/cadenza resuming, SynthAxe fade out.

		

		7. All Our Yesterdays (5:25)

		

		Allan Holdsworth: SynthAxe

		Rowanne Mark (later Karapogosian): Vocals, lyrics

		Chad Wackerman: Electronic drums

		

		(Rowanne) sang on “Home” (from Metal Fatigue) originally, but I chose not to use it. Not because of her, I love the way she sings. She sang it beautifully and with no lyrics. But it started to remind me a little bit of too much of a Star Trek thing; because of the sound and the way that it worked out. But I always had in mind to use her because she's so talented. So when I wrote the melody for “All Our Yesterdays”, I tried it on guitar, then tried it on synth, and I went, ‘Wait a minute, this is perfect for vocals, perfect for Rowanne,’ so I called her and she asked me how I wanted to do it. I told her to have a go and write some (lyrics). I told her what I felt the music was about, and she phoned me back a few days later, sang these lyrics over the phone and knocked me out. They were perfect. It was exactly what I had in mind for the song. It was a reflective kind of thing, and that's what that song's about. It's like looking back over your own life. I was really pleased with the way that turned out. ¹⁰⁰

		

		“All Our Yesterdays” (Rowanne Mark, lyrics):

		

		Through the trees, the sunlight's streaming

		the leaves of light are falling down on me

		though softly and I close my eyes...

		I know there is a treasure here in this place

		it was left here long ago, or only last night...

		Now in the morning... of yesterdays... are muted yearning

		the haze has softened every future fear

		for all our yesterdays are near…

		Golden leaves, a light will gently fall and color all our yesterdays.

		

		This evocative song feels like a cross between film music and classical art song, with a kind of electronic sci-fi “battle scene” flailing away in the middle.

		0:00: Clock ticking, swelled SynthAxe string textures joined by vocal.

		0:34: Bridge (melancholy/suspenseful harmonies) with vocal.

		1:30: Thick, layered swells reprise opening harmony variation.

		2:15: Improv section begins: Chad's electronic drums enter, joined by Allan's SynthAxe brass stabs and sine wave patches (panning effects).

		4:10: Swelled textures (and some harpsichord patches) returns to opening vocal harmonies, falling cadence, clock sounds.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Frankfurt ‘86 (2020)

		Recorded February 16, 1986

		

		Allan Holdsworth: Guitar, SynthAxe

		Kei Akagi: Keyboards

		Jimmy Johnson: Bass

		Gary Husband: Drums

		

		1. Three Sheets to the Wind (6:11 - actual song lengths, not CD track length)

		

		Solos:

		Allan Holdsworth: Guitar

		Kei Akagi: Keyboards

		

		0:00: Falling intro figure A, syncopated main chord melody theme (closely followed by the rhythm section) ending in variation of falling figure A, repeat with variation, figure A extended.

		0:45: Descending chordal sequence (arpeggiated).

		1:10: Guitar solo over main theme harmony (modulating).

		1:52: Solo continues over descending chordal sequence.

		2:15: 2nd solo chorus.

		3:19: Keyboard solo (two choruses).

		5:26: Main theme, accented A figure, theme repeat with figure A extended as coda.

		

		2. Letters of Marque (14:54)

		

		Solos:

		Allan Holdsworth: Guitar

		Kei Akagi: Keyboards (piano)

		Gary Husband: Drums

		

		0:00: Drum fill into cheerful main riff, enigmatic pedal harmony.

		0:31: Reprise main riff with added accents, pedal harmony.

		0:59: Bass solo (during the 2nd chorus the drums pull back dramatically).

		3:16: Guitar solo (drums return).

		4:25: 2nd solo chorus.

		5:29: 3rd solo chorus.

		6:35: Keyboard solo (7:29 spotlights a nice dynamic moment).

		9:52: Drum solo (unaccompanied).

		13:44: Band reenters for pedal section.

		13:56: Main theme riff (2x), final cadence.

		

		3. Tokyo Dream (8:33)

		

		Solos:

		Kei Akagi: Keyboards (piano)

		Allan Holdsworth: Guitar

		

		0:00: Drum fill, intro arpeggio, falling accented chords.

		0:17: Syncopated main riff with right hand tapped chords.

		0:31: Arpeggio intro/accents developed, main riff reprise.

		1:17: Piano solo (3 choruses).

		4:06: Guitar solo.

		5:01: 2nd & 3rd solo choruses.

		6:50: 4th solo chorus (1st half only).

		7:17: Arpeggio intro/falling accented chords developed, main riff, drum coda.

		

		4. Looking Glass (7:14)

		

		Solos:

		Allan Holdsworth: SynthAxe

		Kei Akagi: Keyboards (piano)

		

		0:00: Accented head chords (SynthAxe and keys) driven by lively drum fills.

		0:20: Accented head (reprise variation), ending cadence.

		0:41: Chorus with broader groove.

		1:00: Accented head, now transposed to a lower key.

		1:19: SynthAxe solo (envelope-filtered tone) over modulating chorus/head variations.

		3:37: Piano solo (SynthAxe comps with string/choir textures).

		6:14: Accented head variations, final statement.

		

		5. Atavachron (4:28)

		

		Solos:

		Kei Akagi: Keyboards

		Allan Holdsworth: SynthAxe

		

		0:00: Syncopated, seesaw SynthAxe chords (soft and brassy) over midtempo groove.

		0:25: Chorus: Rising SynthAxe figures, developed.

		0:43: Seesaw brassy figures reprise.

		1:08: Pedal ostinato vamp (synth solo lead-in)

		1:23: Synth solo over modulating cadences.

		1:57: Synth solo continues over chorus.

		2:14: Seesaw chords, pedal ostinato vamp.

		2:54: SynthAxe solo over modulating cadences (technical issue interrupts 1st half).

		3:28: SynthAxe solo over chorus.

		3:46: Seesaw sequence, pedal ostinato.

		

		6. Non-Brewed Condiment (5:22)

		

		Solos:

		Kei Akagi: Keyboards

		Allan Holdsworth: SynthAxe

		

		0:00: Drum fill into groove, fanfare (without lead arpeggio lick), main vamp riff on keys.

		0:26: Fanfare, vamp riff.

		0:44: Brassy keyboard solo over descending harmony based on vamp and fanfare rhythm (3 choruses).

		2:16: Fanfare (this time with full lead arpeggio theme on synth), vamp riff.

		2:35: SynthAxe solo soon enters (electric violin texture).

		3:15: 2nd solo chorus.

		3:50: 3rd solo chorus.

		4:09: Fanfare (SynthAxe plays full lead arpeggio theme), vamp riff on SynthAxe, repeat.

		4:40: Outro keyboard solo.

		4:55: Coda, final drum cadenza.

		

		7. White Line (7:39)

		

		Solos:

		Allan Holdsworth: Guitar

		Kei Akagi: Keyboards

		

		0:00: Arpeggio figure A, 1st verse with head in lead guitar, with accented cadence, arpeggio A (implied).

		0:23: Lead guitar plays melody for 2nd verse, cadence.

		0:40: Descending bridge harmony with lead guitar in top line, developed, arpeggio A (implied).

		1:07: Lead guitar 3rd verse, cadence.

		1:24: Gentle syncopated harmony B.

		1:47: Midtempo groove variation of B.

		2:09: Chorus over 2-chord vamp C, syncopated harmony B.

		2:41: Guitar solo over groove variation of B, then over syncopated B variation.

		3:26: 2nd solo refrain.

		4:09: 3rd solo refrain (1st part only).

		4:30: Chorus over 2-chord vamp C.

		4:41: Keys solo (3 choruses).

		6:52: Chorus over 2-chord vamp C, arpeggio A.

		7:19: 4th verse, cadence.

		

		8. Shallow Sea (6:05)

		

		Solos:

		Kei Akagi: Keyboards

		Allan Holdsworth: Guitar

		

		Unlike the version found on the original album, the opening chord melody here doesn’t use volume swells.

		0:00: Opening chord melody theme, then developed and ending with ensemble rhythmic figure.

		0:50: Theme over accented groove, syncopated end cadence.

		1:22: Keys solo with brassy patch.

		3:26: Guitar solo.

		3:50: 2nd solo chorus.

		4:16: 3rd solo chorus.

		4:41: 4th solo chorus.

		5:07: Solo switches to theme, cadence, swelled guitar textures.

		5:40: Repeat partial opening theme, ending with rhythmic figure.

		

		9. Devil Take the Hindmost (6:40)

		

		Solos:

		Kei Akagi: Keyboards (piano)

		Allan Holdsworth: Guitar

		

		0:00: Rising fanfare motif, main rhythmic theme based on 2-beat accents.

		0:14: Syncopated cadence with accents, ending in fanfare motif.

		0:35: Main theme, syncopated cadence with accents.

		0:59: Textural guitars arpeggios (variation) of theme harmony.

		1:22: Keys solo.

		3:36: Guitar solo. Bass and drums briefly adopt a swing beat.

		6:02: Main theme, syncopated cadence with accents, ending in fanfare motif.

		

	
		

		
			VI
		

		
			Changing Landscapes
		

		

		

		

		
			[image: Image]
		

		

	
		

		
			19: Sand
		

		

		Plastic Sound

		

		While working on his 1987 release Sand, Holdsworth concentrated on further developing his skills with the SynthAxe MIDI-controller and selecting new sound textures from his Oberheim synthesizer modules. From a performance perspective, Allan began to use a “breath-controller” to modulate and shape the SynthAxe's output. The plastic tube-shaped controller acted as a kind of volume pedal when blown (basically as a “fader”), and gave Allan the feeling of playing an oboe (or some other wind instrument). It could also be set up to control various other parameters, but Allan primarily used it to control the attack and decay of SynthAxe notes (and sometimes the tone). Unlike the sounding of a note on a regular guitar (or a piano for that matter), with the breath controller he could swell notes after they were picked, or fade them in.

		

		I use the breath controller a lot on it, because I always wanted to play a horn. Breath controllers have been around for a long time, but keyboard players generally don't like them. But for me, it seems so natural, because I really think I should have played a horn. So when I play the SynthAxe with a breath controller, I am playing a horn; I feel like I've actually achieved what I wanted to do. There are a lot of things on the last track on the album that I did with the SynthAxe, simulating the guitar sound, that were very reminiscent of things that I would do on guitar if I could do them almost the same way. ²⁰

		

		On the other end of the SynthAxe signal chain, Allan began developing his own custom sounds for the Oberheim Matrix 12 synthesizer module, and also added some Kurzweil Expander modules as well. This allowed him to create blended synth tones, or to have one synth take over when another synth module's range was too low or too high.

		

		Alongside the SynthAxe synth controller, Allan continued to play electric guitar, eventually moving from his signature model Ibanez guitar to a headless, synthetic-fiber Steinberger guitar, fitted with the company's TransTrem system (known for keeping all six strings in tune while the whammy bar was raised/depressed).

		

		For the longest time I just didn't think the thing would work... and I was wrong. I picked it up at a NAMM show once and played it for about two seconds and ordered one immediately. I've never felt like that about a guitar since I was 20 years old... (The synthetic construction material) just makes the thing so stable and, from that respect, very controllable... My first Steinberger was the stock model with a TransTrem. I installed custom Seymour Duncan pickups, and I had Bill DeLap convert the radius to 20 inches, and install Dunlop 6000 fret wire. All the Steinbergers after that were sent directly to Bill without frets or pickups. These were used on Sand, Secrets and Wardenclyffe Tower. ²¹, ⁵⁸

		

		Getting a Big Sound Out of a Small Box

		

		Allan also introduced some new inventions of his own to improve his amp tone and to make recording his guitar sound more consistent. One of these inventions eventually became marketed as the Rocktron-produced “Juice Extractor”.

		

		I'm sure every guitar player has got an amp that they just plug into and love the sound of - except that it's three hundred times louder than they want it. Or they can't use the processing on it, because the effects send and returns are pretty sad on tube amps, because they're a voltage device. So basically I made this box which you just plug into the output of any amp. It has an output with a volume and a tone control on it. It's a totally isolated output and it plugs into stereo processing or a mono power amp so you can control the volume from zero to whatever. And it captures all of the sound of the original amplifier. In fact, it sounds better to me. It's not like a power attenuator or a power-soak, as such, because that's just like a load resistor and it also involves the speaker, whereas this has no speaker involvement at all. But it does have a simulator inside it because a speaker is like an inductor as well, which changes with different frequencies. I've been using this thing on and off for a couple of years and the version I've got is the final one. ²³

		

		For live use, the advantage is that you can use any kind of a head - a Fender, a Boogie, a Marshall or whatever - and just come off the output and into the Extractor. It's got eight multiple outs, so you can send and return for eq and gating and make the amp totally invisible to your ears. The outs can be sent to as many pieces of processing equipment as you can afford, and that signal just returned to a stereo power amp via a mixer of some description.

		

		For recording, I take an amplifier whose sound I really like and put it into the Extractor. Then I take the line out of the Extractor - it has only a line out; there's no output - and feed it into a solid-state power amp. That drives the box that's going to be recorded at an absolutely minimal level, so the speaker's not experiencing any pain, and the cabinet's not experiencing any undue resonance from overloaded air inside it. Plus, the microphones are happy because they're not dealing with huge air excursion. And it's unbelievably quiet. I can get a big, reaming guitar tone on tape, with no noise whatsoever. ²⁵

		

		Allan also developed some new solutions to problems encountered further down the signal chain. He had been using Dan Pearce amps since the Metal Fatigue days, but he needed to find an easier way to get a consistent microphone set up for the amp. For this purpose, he came up with an amp cabinet enclosure (nicknamed the “Coffin”), which made it easier for him to record his amp sound no matter where he was (live, at home, or in a studio).

		

		Any guitar player knows about trying to get a consistent sound in the studio but it can be so time consuming - you can go in and move the speaker cabinet and the microphone around for a while and still not be happy with it. So I thought 'This is grim!' So what I did was, I made a totally enclosed box that has the microphone and the speaker in it and you can totally change any of the speakers. The baffle slides in and out and I've got loads of different speakers I can put in it - 10's, 15's, 8's, Celestions, Jensons, JBLs or whatever I want to use for a specific sound. It's got a Neumann U87, and a specially constructed stand which I can move, but once I find a sound I like, it's permanently located. So when you go to the studio, you just pick the box up and stick it in the car, plug the amplifier in at one end and plug the other end into the recording console -and you're there! You just cart it down to the studio and, providing the microphone stays in exactly the same position, the sound will stay consistent. I've got three different versions of it; a portable one, a slightly bigger one and a very big one. The very big one sounds the best because it's reduced the resonant frequency of the box to below the guitar's audible register, so it's easy to eq out. ²⁰, ²³

		

		Sound and Sand

		

		All these things that I dreamed about I can try and have a go at. It's just unfortunate that I didn't find out about it twenty years ago - but that's life! ²³

		

		The album Sand showcases many new sound textures in Allan's songs, largely because the use of synth modules gave him an incredibly large sonic palette from which to work. As a fan of classical music all his life, it's no surprise that Allan naturally felt the desire to compose with more complex textures and orchestrations. With this in mind, the album Sand makes use of sounds which appear to be futuristic versions and combinations of classical instruments such as oboes, flutes, trumpets, choirs, strings, glockenspiels, etc. The songs themselves had less complex structural gyrations (less A, A', A'', B, B', B'', etc.), but instead tended to reprise their themes using different instrumental textures (i.e., synth patches). This can be heard on songs like “Pud Wud”, “Clown” and “Bradford”. This compositional technique comes from classical orchestration, where a theme is often passed between different orchestral sub-groups.

		

		In retrospect, I.O.U., Road Games and Metal Fatigue could be said to make up Allan's “rock” period, whereas Atavachron and Sand headed into a more “classical” arena (from a compositional technique standpoint, not stylistic). There were only two electric guitar solos on Sand, but the synth patch for the last SynthAxe solo (on “Mac Man”) was actually designed to somewhat replicate the sound of an electric guitar (and this solo is ironically framed by SynthAxe “piano”).

		

		The recording of Sand was also facilitated by the construction of Allan's hand-built home studio, the “Brewery”, which was equipped with an Akai console. Bassist Jimmy Johnson, drummer Gary Husband (“Sand”, “Pud Wud”) and drummer Chad Wackerman (“Clown”, “The 4.15 Bradford Executive”, “Mac Man”) were still recorded at a professional recording studio equipped with a 24-track Studer machine, but Allan overdubbed guitar and SynthAxe leads at his Brewery home studio. Aside from recording Sand, Allan also contributed electric guitar (and some SynthAxe) to albums from the bands Soma, Krokus and Jon St James' project (described in further detail in Interlude i: Sessions 1986-1989).

		

		Touring Through Sand

		

		The Atavachron 1986 tour had already begun featuring songs from Sand months before the album was released. “Pud Wud” and “Sand” began showing up in the spring, and “Distance vs Desire” made some live setlists in the fall. A typical set would have selections from the below list:

		Non-Brewed Condiment (SynthAxe)

		Looking Glass (SynthAxe)

		White Line

		Funnels

		Atavachron (SynthAxe)

		Solo (SynthAxe)

		Pud Wud (SynthAxe)

		Devil Take The Hindmost

		Tokyo Dream

		Letters of Marque

		Shallow Sea

		Three Sheets to the Wind

		Proto Cosmos

		The Things You See

		Where Is One

		

		Allan also played a few dates as a keyboard-less trio while opening for Chick Corea, probably assisted with pre-recorded synth backing tracks for one or two songs (such as “Pud Wud” and “Looking Glass”).

		

		In 1987, Allan engaged Bob Wackerman on bass and Chad Wackerman on drums to tour Europe as support for Stanley Clarke’s band. During this tour Clarke’s keyboardist Steve Hunt began assisting on keyboards for “Pud Wud” and “Looking Glass” (more details on Steve Hunt’s participation follow in the next chapter). In addition to his own set, Allan also sometimes sat in with Stanley Clarke's band on a few numbers. More 1987 Sand tour dates in America soon included Steve Hunt as permanent keyboardist for the band, with Jimmy Johnson and Gary Husband back on bass and drums respectively.

		

		An album breakdown of Sand appears on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Sand (1987)

		(All Songs Written and Produced by Allan Holdsworth)

		

		1. Sand (5:25)

		

		Allan Holdsworth: SynthAxe

		Jimmy Johnson: Bass

		Gary Husband: Drums

		

		There's a solo on the title track ‘Sand’ where I used a Kurzweil 250 Expander (synth module) and an Oberheim Xpander mixed together. I'd created an oboe-like sound on the Xpander and I used the bassoon patch on the Kurzweil, and mixed them both through the breath controller. It was great, because the bassoon patch ran out half-way up the range and the Oberheim kind of takes over, and it's almost undetectable - it's hard to know where one ran out and the other one took over. But I actually forgot, when I was recording it, that I was playing anything that was anything to do with the guitar at all. I was in the studio and it was almost like I had an oboe in my chops. It's a great feeling because it's closer to what I want to do than I've ever got from the guitar. ²³

		

		Gary Husband: The drum idea for the track 'Sand' was another particularly wild experiment on my part - the three thing over the 4/4, flowing through the whole thing and accumulating at the same point in the composition (I remember sitting and actually calculating the maths of that!). Unfortunately, on the take we opted for (I think the first) I didn't actually get it quite right! So there's a little bluff in it around the end! But, hey! It WAS perfect on paper! ⁹³, ⁹⁵

		

		Allan opens the album with several new SynthAxe textures and blends, as well as a SynthAxe solo. The mood fluctuates between one of tension and release. The “3 over 4” segment Gary refers to above is probably the syncopated bridge. Gary has also hinted that Elgar’s “Enigma Variations” is quoted in the song, which probably occurs in the B section. The SynthAxe solo beautifully demonstrates Allan’s greater control over attack and decay dynamics.

		0:00: Solo SynthAxe intro (brass/square-wave/soft strings patches) based on upwardly-winding phrases (with a reprise).

		1:07: Rhythm section enters, falling-rising atonal A motif (modulating once, with high pedal tone) on glassy-synth SynthAxe, cadence.

		1:39: Short phrases dialogue in low and high registers (B section).

		2:03: Falling-rising A theme reprise, cadence.

		2:34: Short phrases dialogue in low and high registers (B).

		2:50: Syncopated bridge.

		2:55: SynthAxe “oboe/bassoon” solo over “cheerful” variation of A and B section harmonies.

		3:56: 2nd solo chorus, syncopated bridge.

		4:54: Syncopated bridge, coda based on B theme (with outro solo).

		

		2. Distance vs. Desire (5:18)

		

		Allan Holdsworth: SynthAxe

		

		One tune we did, a piece called 'Distance vs. Desire', which is a ballad, is like a duet with myself. I think I was able to get as much expressiveness out of the synthesizer as I've ever been able to get out of a guitar. So that was a revelation to me, something to get totally excited about, seeing as I'm still new at it....That girl I mentioned who really liked 'Distance Versus Desire' - I was really kind of knocked out by that, and it opened my eyes to the fact that though it was played on an instrument that has caused me to be rejected by one half of the population, I was able to reach somebody else with it who knew very little about what I was doing normally. So there was a classic example of a person who was exposed to something and liked it. ²⁹, ²⁵

		

		This textural SynthAxe ballad features one of Allan's most lyrical solos, played with the SynthAxe and the breath controller. He uses the plastic tube to shape the attack and decay of each note for maximum expressive impact.

		0:00: Solo SynthAxe intro (brass/square-wave/soft strings patches) based on 3-chord rising-falling phrases.

		0:50: Rising bridge, intro cadence.

		1:30: SynthAxe solo (lyrical, soft but reedy) over swelled chords in a gentle rhythm.

		2:19: Solo over cadence.

		2:38: Solo over broad chords again.

		2:48: 2nd solo chorus.

		4:04: 3rd solo chorus, ending after rising bridge.

		

		3. Pud Wud (6:44)

		

		Allan Holdsworth: SynthAxe, Guitar

		Jimmy Johnson: Bass

		Gary Husband: Drums

		Alan Pasqua: Keyboard Soloist

		

		This playful-but-willful tune has Allan employing several different SynthAxe textures throughout, going from soft to brassy to textural and other kinds of sounds (especially while comping in the solo sections). Allan's guitar solo here (one out of only two on this album) is pretty wild. Jimmy Johnson gets a bass solo here, and Lifetime bandmate Alan Pasqua returns again for one solo as well. “Pud Wud” was also Allan's nickname for his daughter Emily.

		0:00: Sounds of children (Allan's children Sam, Emily and Louise, I assume), playing outdoors.

		0:36: Bouncy main theme in brassy middle register accents punctuated by low register synth-bass flourishes.

		1:09: “Determined” B theme over a broader groove with rhythm section.

		1:23: Bass solo over main theme and B theme (Allan comps with SynthAxe accents).

		2:08: 2nd bass solo chorus.

		2:50: Guitar solo over main theme and chorus (SynthAxe 'brass' accents begin entering during B theme).

		3:37: 2nd guitar solo chorus.

		4:21: Alan Pasqua keyboards solo (more subtle SynthAxe glassy/breathy tones).

		5:04: 2nd keys solo chorus (added SynthAxe accents/dialogue).

		5:48: Main theme reprise, final chorus theme.

		

		4. Clown (5:13)

		

		Allan Holdsworth: SynthAxe

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		

		This song also features a variety of changing SynthAxe solo/comping textures over the blowing choruses. Chad Wackerman's drums are featured in opening and closing cadenzas.

		0:00: Processed drums support a 2-chord vamp (with some grace-note syncopation), leading to an opening drum cadenza.

		0:44: Syncopated “muted brass” accents in a twisting staccato theme, with added swelled “siren” textures, cadence.

		1:14: SynthAxe solo (reedy, filtered) over broader harmony changes, then main theme groove.

		2:12: Solo continues (less filtered), comping chords become accented “choir” patches.

		2:57: Solo continues (harmonized figures), background harmony becomes a low pedal.

		3:25: Twisting staccato theme reprise, opening vamp with closing drum cadenza.

		

		5. The 4.15 Bradford Executive (8:29)

		

		Allan Holdsworth: SynthAxe, Guitar

		Jimmy Johnson: Bass

		Chad Wackerman: Drums, co-writer

		

		We did that piece in a really bizarre way. I was born in Bradford, and often took the train from London to visit my family. I used to catch this train from King's Cross to Bradford, called the Bradford Executive. I wanted to try to musically depict the changes from south to north on that train. So we just set up the drum machine to get the chug-a-lug kind of feel, and then I improvised some chords. Then we added real drums and guitar, just improvising over the chords, myself and Chad. Then I took the tape home, stripped everything off it again, and just left Chad's real drums there, and wrote the whole piece around the drums. Instead of just writing a chord sequence, I wrote it around what I heard him play. The chord sequence never repeats; there's a little motif at the beginning and at the end, but the rest of it never repeats at all, for eight minutes or so... just like the constant changing landscape out of a driving train. I just wanted to do that track like that. I'll probably never do it again, but it was an interesting experience. It was like writing to a picture - ‘film music’ in a way.

		

		I used two amplifiers on that, a 50-watt Marshall and a 15-watt Gibson, and each of them was going into its respective 'tweak' box. I had the Marshall panned hard left and the Gibson panned hard right, and it worked out really good because each amplifier would reproduce different frequencies, slightly more or slightly less all the time. So you would get this nice fluctuation between left and right. It's something I've never done before. ²⁰, ²², ²³

		

		The supporting SynthAxe textures under the guitar solo describe the changing landscape Allan mentions above. The below division of the solo into 6 “scenes” is just my impression, but in general, each leg seems to end with a “station stop” held pedal chord (or rest), and then changes into a new SynthAxe texture. This kind of “tone poem” writing is also a classical technique used by Debussy, Berlioz, Strauss, Liszt, etc.

		0:00: Processed bell sounds and layered drums.

		0:50: SynthAxe (using a digital piano sound) plays a modulating “flourish” motif, joined by a straight drum beat (layered drums/bells fade out) and then with soft, held chord harmonies.

		2:34: Guitar solo (1st “leg”) over held chords and expressive drums, pedal cadence.

		3:27: 2nd leg: with added synth-choir textures, cadence.

		4:00: 3rd leg: with “flipped” tremolo bar licks, “whistle blow”, pedal cadence.

		4:46: 4th leg: more “pastoral” harmonies, chromatically descending, pedal choir cadence.

		5:53: 5th leg: shorter, tentative phrases over glassy synth accents, string patches, falling string harmonies.

		7:02: 6th leg: coda with pedal cadence.

		7:18: Modulating “flourish” motif with drums, layered drums/bells fade back in. Fade out.

		

		6. Mac Man (4:01)

		John England: Digital Editing (Mac)

		

		Allan Holdsworth: SynthAxe (with Roland digital piano module)

		Biff Vincent: Roland Octopad (bass)

		Chad Wackerman: Percussion

		

		Chad's percussion parts, the drum machine and bass, were recorded on the sequencer down at the studio. The melody part is played with the SynthAxe through a Roland digital piano. It's funny because the first part is like a ‘pseudo-acoustic’ piano, and the solo's like ‘pseudo-electric’ guitar... I wanted to see if I could do that (create a guitar sound), just as a challenge. I did that by creating a sound using the Oberheim Matrix 12, and then combining two separate sounds and putting them into a little 15-Watt Marshall. That was my first attempt, and I did that solo really fast. ²⁰, ²³

		

		This is a humorous, somewhat tongue-in-cheek piece. Strangely, some of the rolled piano arpeggios (at 0:48) must have been produced by 'strumming' the SynthAxe strings, which Allan would normally never do on an electric...

		0:00: Solo drum sequence, joined by SynthAxe theme driving a Roland digital piano. The “piano” theme alternates between an evenly-accented phrase and an effusive sequence of ornamental flourishes (soon joined by accented Octopad bass pulses).

		1:30: After some percussion ornaments enter (later developed), the SynthAxe solo begins, using a “lead guitar” sound (over Octopad accents and sustained comp chords).

		3:33: Accented chords/flourishes theme final reprise.

		

	
		

		
			20: Secrets
		

		

		Opening Up

		

		After exploring the concept of a wide, synthetic-orchestral palette of sounds in Sand, Allan used his next album, Secrets, to further refine the balance between his SynthAxe and electric guitar styles. Sand had contained only two electric guitar solos on the entire album, since it was primarily focused on creating complex tone poems of texture, emotion and dynamics with the SynthAxe. This tended to give the impression of Allan having “sent the electric guitar to its room”. Secrets welcomes the electric guitar back into the house, reinvigorated, and unabashedly placed on an equal footing with the SynthAxe (as evidenced by the inclusion of four electric guitar solos and four SynthAxe solos). Ironically, this was probably because Allan had actually become more comfortable with the SynthAxe at this point.

		

		I think I've made a lot of progress with the SynthAxe on this record. The longer I play the thing, the more comfortable it becomes and the more it becomes a part of my playing. Now I enjoy playing it even more than guitar, because guitar poses a different set of problems that I've been battling with, one way or another, for years. On the one hand, I had to use distortion - quite unnatural to a percussive instrument like a guitar - to get the kind of sustain and vocal quality I wanted from my instrument. At the same time, I'm left with the 'schzzhhhh' of it all. I find that I leave a lot more 'holes' and pauses in my playing with the SynthAxe, whereas with the guitar's sustain, there's always some kind of note hanging on. It's relatively natural for me to leave holes when I play the SynthAxe, and - because of the amount of sustain I'd normally use on guitar - it's less natural there for me to leave those holes. That I don't like, because I realize I'm actually being pushed into something that I don't want to do by the instrument.

		

		So, in a bizarre way, though the SynthAxe is a much more technological ‘space tweak’ than the guitar (a lower-tech thing that seems to have the potential to allow one to express more through it), the SynthAxe is actually closer to reality. It doesn't push me into playing things I don't want to play. I feel that the guitar still uses me, and I didn't realize the extent to which it did until I started playing the SynthAxe. ⁵⁴

		

		Allan also used this album to open up the opportunities for song contributions from his bandmates. In fact, only half of the album's compositions were written by Allan (with the other half made up of tunes from Steve Hunt, Gary Husband and Chad Wackerman), making this more of a “group” effort than previous albums. It's possible that, having gone to an extreme compositional level with Sand, Allan was now curious about applying his new textural ideas to other peoples' structures.

		

		I just liked some of the tunes some of the guys had written, and I always like to experiment with those things. And the particular pieces of music that I did like, I felt that they would sound not incorrect on the album - just because of the personnel. I figured it’s come out with like, a uniformity, which it has… I wanted to give the guys an opportunity to write things. So, it didn’t start out as a deliberate thing, like saying ‘this time I’m not going to write everything’. It was just that Gary played me a tune and I really liked that - which was ‘City Nights’ - and Steve had two tunes, one of which, ‘Maid Marion’, we’d done live, and ‘Joshua’ (we didn’t actually do that tune live) - and I liked both of those tunes. And Chad had written a piece, and I really liked that piece too. It was just more or less that I liked them, rather than saying I couldn’t be bothered to write any music, or I felt like I didn’t have enough music. ²⁸

		

		Steve Hunt

		

		This album is also notable for being the first to feature album contributions from keyboardist Steve Hunt as the newest member of the band. Steve would be an important part of the Holdsworth band for the next decade, and several of his songs were featured on the albums of this period. Allan first met Hunt while opening for Stanley Clarke's band.

		

		Hunt: I met Allan on the Stanley Clarke tour (in ’87). I was with Stanley, and Al, Chad and Chad’s brother (Bob) were opening up for us… For the tunes that he played SynthAxe on, say 'Pud Wud', or 'Looking Glass', he would play the head and stuff, and when he soloed there’d be no chords (like there are on the records), so back then he actually recorded on a cassette tape the chords on 1 track and then another track was a tambourine click track which Chad had to play to. They really hated it, because he couldn’t take an extra chorus, and Chad had to play (that way for) the whole tune, and if they were off by just a click, it was a disaster.

		

		So all my stuff would be set up (for Stanley Clarke's set), and then he said ‘Do you wanna play during our set during these tunes, so I don’t have to use that bleepin’ cassette click track?’. I said 'Sure!' So he wrote out some changes. At that time, he would play the heads, and when he would solo, I’d come in with my chord sounds (Oberheims, DX7s, Rolands, all that kind of stuff). When I joined the band later, I guess my sounds had a little more keyboard-oriented sounds in it - although we never used like, piano and Rhodes sounds - it was more synth. We sorta just divided the sounds up.

		

		1989 was the last time he took that on the road, so after ’89 I had most of the sounds in my DX7s and Oberheims. So after '89, I would just do all the synth stuff that was on the record, and he relearned everything on guitar - which is amazing because some of those tunes are tuned in fifths, like 'Looking Glass' and 'Non-Brewed Condiment' - and then he had to relearn it on a 'fourths' guitar! Actually, he had a double-neck guitar that had a 'fifths' neck on it, and then a regular 'fourths' neck (he hated bringing that double-neck thing along, too) … and then he relearned everything in 'fourths'… ⁷⁶
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		Steve Hunt

		(Courtesy Steve Hunt)

		

		Below, Steve also reflects on navigating the solo changes to a song like “Funnels”:

		

		The way his changes move are so beautiful - they actually have built-in lines flowing in between them - if you can make the scales, they just seem to flow effortlessly - and you wind up coming up with some really beautiful lines and it’s just by making the changes and the scales from his movements…the chords weren’t random, they had a purpose. It moved from one chord to another because there was a purpose, not just because, whatever, you know. So I actually found it easier to play over his changes than “Stella by Starlight”, or ii-V-I, I still don’t know how to lay over standard changes (laughs). I felt really comfortable playing over his changes - not that it was easy - but they just tended to make sense to me and I could find patterns and lines within them. ⁷⁶

		

		Allan also experimented with different ways of using group interaction to assemble the songs in the studio. Now that his home studio (“The Brewery”) was up and running, he typically had the rhythm section recorded in a large room at Front Page Studios, and then later added his own leads in the comfort of his Brewery control room at home. Allan had come a long way since his initial introduction to studio overdubbing in the Bruford and U.K. days…

		

		I try to be as inside as I can get in an overdub situation. It's difficult, because it's easy to overdub something that sounds like a good solo, but hard to make it sound like it was part of what was happening. I really usually listen to the basic track a lot, until I actually know exactly what everybody else is doing. That way, I find it easier to play a solo, cause then I understand where all the little ‘things’ are gonna be, and I try and make it sound as natural as possible. I like to strike the combination between fitting in and maintaining a few ideas I feel are reasonable. ²⁵, ²⁸

		

		Most of the album was recorded by laying down live drums and bass first and then overdubbing the solo, but Allan also experimented with the opposite approach. On “Peril Premonition” he recorded his guitar solo over Chad's “guide” drum sequence, and then had live drums and bass overdubbed, reacting to the guitar track. Similarly, the keyboard track for Gary Husband's tune “City Nights” was initially laid down by Gary, and then drums, bass and guitar tracks were overdubbed in following sessions. Steve Hunt's tune “Joshua” was done with the rhythm section keying off of Hunt's home-recorded sequencer track as a guide.

		

		Aside from these new compositional strategies, Secrets also features legendary drummer Vinnie Colaiuta who, like Chad Wackerman, was once in Frank Zappa’s band. More on Colaiuta’s contributions are described in the song breakdowns.

		

		Gear Secrets

		

		Commentary on Allan's gear during Secrets’ production is detailed in the album breakdown section, but some general trends can be summarized:

		Electric guitar: Steinberger TransTrem (stock) with custom Seymour Duncan pickups, 20” DeLap customized neck radius, Dunlop 6000 fret wire.

		Double-neck electric guitar: I had this idea of having this double-neck made so I could play all of the music that I had done on SynthAxe on guitar. The problem was that although I really love the Steinberger, I didn't like that one. Since then I have had another made, but it had similar problems. But I found the regular guitar was suffering on the double neck so they made it longer to give it a bit more top, make it a little bit 'brighter' sounding. It's not really happened, I don't think it's going to be a success. ³²

		Acoustic guitar: I own one custom - made guitar built by Bill DeLap, which is beautiful. It's a five-string guitar, tuned in fifths. I like that tuning (C,G,D,A,E, low to high); it's a really logical tuning to me. ⁵⁴

		Amps: Boogie Mark III (“City Nights”), Boogie Quad Pre-amp, or .50 Caliber, Boogie Simulclass 295 power amp, Juice Extractor (prototype, various signal chain positions), Coffin “speaker box” with Celestion KS speakers, Neumann TLM17D microphone with a James Demeter mike pre-amp. ³⁰

		SynthAxe synth modules: Oberheim Matrix 12 and Xpander, Kurzweil Expander, a few Yamaha TX synth modules.

		

		Touring Secrets

		

		In 1988, unreleased Secrets tracks “Maid Marion” and “Spokes” began showing up in live sets. The year began with Steve Hunt and Jimmy Johnson continuing on from the previous year’s tour, but with Gerry Brown on drums for some dates in Japan. After a brief reunion with Chad Wackerman in California, Vinnie Colaiuta joined the band for the back half of the year for some American dates (Colaiuta, of course, had also been busy that year in the studio with Allan recording Secrets). The next year (1989) saw Gary Husband back playing drums for dates in Japan and the U.K.

		

		The sets during the 1988-89 tours typically included the following songs (in various orders):

		Shallow Sea

		Looking Glass (SynthAxe)

		Funnels

		Pud Wud (SynthAxe)

		White Line

		Non-Brewed Condiment (SynthAxe)

		Devil Take The Hindmost

		Letters of Marque

		Distance vs. Desire (SynthAxe)

		Maid Marion (SynthAxe)

		Spokes (SynthAxe, rarely played)

		

		An album breakdown of Secrets (with gear notes and more detailed commentary) appears on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Secrets (1989)

		

		1. City Nights (2:33)

		(Gary Husband)

		

		Allan Holdsworth: Guitar

		Gary Husband: Keyboards

		Jimmy Johnson: Bass

		Vinnie Colaiuta: Drums

		

		Solo: Allan Holdsworth: Guitar

		

		When the guys played it in the studio, I thought, 'Boy, this would be a nice one to use as an opener.' Gary Husband, who wrote the tune, played keyboards. He played a ridiculous keyboard solo on his demo, and that inspired me: 'Gee, I can't fall asleep on this tune, because I just heard what he did on it. The ale at the end of the tune was a Spaten Franziskaner poured into a weissbier glass. Gary's been known to have a bit of fun after the gig, and it was his title for the tune - if we play in a big city, as soon as the gig's over, that's about the first sound we'll hear. ³⁰

		

		Gary Husband: 'City Nights' was written on piano, yeah, actually as far back as around 1984 - actually maybe earlier. Anyway, around ‘85 or so I’d got some time in a studio and made a demo of that song, plus a number of other things I had. I’d used kind of a classic ‘80s, rather static, drum machine groove to perform it to on purpose. It just kind of plodded at a moderate tempo. The basic theme consisted of awkwardly placed but essentially ‘happy sounding’ harmonic modulations, and by the time the solo section hit it was strictly a folky/country-ish vibe. Y’know, sweet chords. So the groove was fairly unobtrusive throughout, although it was actually upside down, and you had this sunshine 'happy' chord progression coming at you. I then felt to play a really intense, kind of obtuse and aggressive acoustic piano solo over the changes… really full on, reaching, crazy and furious. So there was a curious blend about it - sweet but turbulent.

		

		I played that demo to Allan and this is actually one of three occasions where I made a particularly strong impact upon him though music of my own. He really liked the blistering approach thing on sweet sounding chords idea. Come much later on, he’s getting into compiling things - I guess for Secrets - and he asks me if I still have that piece around. So we’re there - I think on Walnut and Culver, near Tustin, at his first home studio there - and I got a good tempo for it - put just a straight beat up for it. And I played in the entire structure of it, including a good predetermined length solo section - all the same as my original demo pretty much. From his Oberheim stuff we found a nice sound to support him playing the top of the chords of the 'melody' section, and then almost a kind of warm 'trombone section' type of patch - plus bells and stuff - for the repeated solo section. So I built up the entire piece and built it up in his studio. It became the template for the whole album track.

		

		Next thing I know, sessions for Secrets are occurring, and I’m hearing from brother Vinnie, and Jimmy in a very excited mood! That was great to hear! So then I get to hear what they did with it and, wow! It was something! Vinnie was jumping up and down, feeling it was among his most proud things he felt he’d ever done, and on hearing it I understood why! Those two were stellar on it, of course, everybody knows. Allan then does his guitar and it’s stellar throughout from him too! All in all a pretty eventful take! I still may not have earned a penny from it (as a composer) since its original release (!), but hey, this was the realm of Allan. In the scheme of things, the achievement of all they did on the session with that song is the single most amazing reward, in retrospect. ⁹⁹

		

		Allan's lead electric guitar strikes back with a vengeance on this opening track. One of the most fascinating things about this track is that, even though the solo blowing section is essentially in 4/4 (with a 'static' chord progression), due to the fluid, “freely-interpretive” nature of Gary, Jimmy and Vinnie's rhythmic and harmonic playing, it sounds much thornier than it actually is on paper. In fact, a May 1989 Guitar World transcription of the piece somewhat “over-analyzes” the harmony and meter, thereby making it seem more complicated than it is actually meant to be.

		0:00: Drum fill into Head Pt. 1 (ends on major key harmony).

		0:11: Transition/cadence (reverse of head 1 chords).

		0:17: Head Pt. 2 (higher register, ends on minor key harmony).

		0:27: Solo begins over harmony refrains based on head chords (highly-articulated in each chorus).

		1:45: Head 1, transition (solo ends).

		2:01: Head 2, hit the pub.

		

		Gear Notes:

		Steinberger GM2T, with two custom Seymour Duncan Allan Holdsworth humbuckers, re-fretted Dunlop 6000 wire.

		ADA Stereo Tapped Delay, two ADA mono delay lines and a Lexicon PCM60, Boogie Mark III head, Juice Extractor (prototype), equalizer, Boogie Simulclass 295 power amp, “speaker box” with Celestion KS speakers, Neumann TLM 170 microphone.

		Allan: I started using that (Boogie Mark III) and I’m going 'I don’t like it!' But then I’d already started, so I couldn’t finish it with another amp…  that was the last time I ever used it. My favorite Boogie was the Mesa Boogie Dual Rectifier - the 'original one', cause some of the new ones don’t even have a rectifier tube... ⁶⁶

		

		2. Secrets (4:22)

		(Allan Holdsworth, Rowanne Mark: Lyrics)

		

		Allan Holdsworth: SynthAxe

		Jimmy Johnson: Bass

		Vinnie Colaiuta: Drums

		Rowanne Mark: Vocals

		

		Solo: Allan Holdsworth (SynthAxe)

		

		I think of 'Secrets' as a song, but primarily as a vehicle to improvise over. The harmonic structure of the piece was inspired by a thought I had about how no one can ever really figure out what anybody else is thinking. And Rowanne Mark is really fantastic at taking an idea and creating lyrics. Apart from that, she sings fantastically. Quite often with me, titles come as I'm writing something, but this time there was only a feeling. I also usually write the melody after the chords, but on this piece I played the melody as the top line of the chord voicings.

		

		I was looking for something like a cello tone (for the solo) that I could get a bowed quality from. I wanted it to have more of a string feel than a blown feel. I'm not saying that's what I achieved, but that's what I was going for. I used the breath controller to do things I would have done with a bow, like pulling harder, laying off and being more gentle, and then doing staccato notes where you bounce the bow. I'm not using it to dictate the way the note is played; it's only shaping it after it's been played. It's not part of the function of getting the note out, like it would be on a true wind instrument. ³⁰

		

		A beautiful chord melody theme arranged for voice and SynthAxe leads to a development phase featuring a cello-like SynthAxe solo. Vocals take over for the final solo chorus.

		0:00: Vocals over soft, falling harmonies (main theme).

		0:30: Rhythm section and SynthAxe solo (1st chorus based on main theme harmonies), with accented cadences interspersed, pedal (rhythm section) break.

		1:21: 2nd solo chorus, break.

		2:48: 3rd solo chorus (first half).

		3:27: Vocal resumes to finish 3rd chorus, break, distorted accent texture.

		

		Gear Notes

		SynthAxe, Oberheim Xpander, Yamaha TX7 modules (DX7).

		

		3. 54 Duncan Terrace (Dedicated to Pat Smythe) (4:35)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar, SynthAxe

		Jimmy Johnson: Bass

		Vinnie Colaiuta: Drums

		Alan Pasqua: Piano

		

		Solos:

		Alan Pasqua: Piano

		Jimmy Johnson: Bass

		Allan Holdsworth: SynthAxe

		

		This was the address of a really great piano player friend of mine who died a few years ago, Pat Smythe. He was a very inspirational character, a wonderful piano player, and a very musical, mellow guy. He had this wonderful room in his house... A white room with blue clouds painted on it - or maybe it was vice versa. He played the nicest chords, and his technique was very delicate. He had this old Bluthner piano and got a great sound. His original tunes were always so pretty. I got the first four chords of this and said, 'Man, that sounds like Pat.' 

		

		Originally, the long solo section in the beginning was going to be for myself, and then I thought it would be really great to get Alan Pasqua to put some acoustic piano on it. He's just incredible; he played a beautiful solo. I was (originally) considering an acoustic solo on this one. I tried recording it in my room, and it was just too noisy. If a car drove by, you'd hear it, because I'd have to have the mike really cranked. I guess I don't really have any technique on the acoustic anymore - I was getting all these noises with my hands. So I just bailed on it and went for something unusually percussive with the SynthAxe: a sampled mixture of steel-string guitar, harp, and synthesized guitar. Jimmy Johnson plays a great, really beautiful solo after Pasqua's solo, and then I do the short solo at the end. It was kind of a strange feeling, playing with that sound. ²⁷, ³⁰

		

		The song structure is relatively straightforward, and is kind of a callback to the material Holdsworth & Co. used to do at places like Ronnie Scott's Jazz Club in the late '70s. There are great solos by all, but Allan’s SynthAxe solo is also unusual in that the patch he uses has more “attack” than his usual “breathy” patches.

		0:00: Gentle groove with clean chords, punctuated by a distorted SynthAxe “power chord”.

		0:37: Syncopated transition.

		0:51: Piano solo (Pasqua) over theme harmony. Pasqua adds additional left-hand ornamentation in the second half.

		2:32: Bass solo, accompanied by filtered SynthAxe “church organ” chord textures.

		3:22: SynthAxe solo using “piano/harpsichord-like” texture.

		3:59: Syncopated transition, final SynthAxe power chord.

		

		Gear Notes:

		The distortion splashes near the beginning and end were the SynthAxe through a Rockman. For the rhythm guitar, I ran the Boogie Quad Pre-amp straight into the tape machine, without a microphone. I'd never done that before. ³⁰

		

		4. Joshua (5:59)

		(Steve Hunt)

		

		Allan Holdsworth: Guitar

		Steve Hunt: Keyboards

		Jimmy Johnson: Bass

		Vinnie Colaiuta: Drums

		

		Solos:

		Allan Holdsworth: Guitar

		Steve Hunt: Keys

		

		Even though Steve's new tune 'Joshua' sounds really open, it's actually very specific in terms of the voicings and what he wanted to hear in the accompaniment. And in that instance, you let the guy do his thing. To serve that, we did that take live.  

		

		GW: That piece is uncharacteristically straightforward.

		

		I actually had a little bit of trouble with that one. I liked it, but I wasn't certain that it would work for me, because it reminded me a little bit of Bruford. As soon as I started soloing on it, everything I played reminded me of ten or fifteen years ago, so I started getting really depressed really fast. Not because there was anything wrong with it, but because it was putting me in a space that I didn't want to be back in, just because that was then and not now. But I went in and said, “Okay, I'll do it”, did the solo, and, listening to it afterwards, I realize that it came out different, even though the composition still reminds me a bit of something Bill might've written. That was my main worry - that it would come out sounding like an old Bruford record. ²⁵

		

		Steve Hunt: On 'Joshua', I did all my tracks here in my house, and then I sent him the tracks and then he put’em on 2-inch. And then he went into a studio with Vinnie Colaiuta and Jimmy Johnson and they played on top of that. Now that I think about it, I don’t think I ever sent them charts, either… So they played one day, I was in LA the next day, and I came to the studio with Allan, and he goes ‘Oh you gotta check this out, man’. Vinnie had laid down his first take… (Vinnie) goes ‘Oh I think I wanna do that again', and Allan goes ‘Let's save that (first one) just in case’. And then (Vinnie) did another track where he played a lot less - he just thought he’d played too much, y’know? And then Vinnie says, ‘Oh yeah, that’s the track I want to use’. But the next day, he and Allan came and we were listening to it, and we both listened to the first take, and we were like blown away - and Allan goes ‘I think we’re going to have to do an ‘over-ride’ here’. So on the record, we actually used the first take! ⁷⁶

		

		Steve's theme is stated and then developed, followed by a cadential reprise. The song arrangement takes advantage of this triptych-like structure by mixing up theme and solo roles. Allan's “reinterpretation” of Steve's theme melody is fascinating, as this opportunity doesn't come up very often.

		0:00: Soft, glassy keyboard theme over swelling string pads.

		0:33: Drums join for theme ending cadence.

		0:49: Guitar solo loosely developing from theme and harmony development.

		1:59: Guitar plays theme ending cadence.

		2:15: Steve Hunt's keyboard solo.

		3:41: Theme interpreted by guitar (octave lower than previous cadence quote).

		4:53: Theme ending cadence (guitar).

		5:11: Coda based on opening keyboard sequence, swelled textures.

		

		Gear Notes

		This might sound like bull, but I've got the most control I've ever had over any guitar sound since I started using the plastic Steinberger, the GM2T. I just love that guitar, man. Boogie sent me this little .50 Caliber that uses EL84 output tubes, my favorite tubes. They have an aggressive yet soft, spongy tone, and it just went. That guitar and amp worked perfectly for that track. It wouldn't have been so good on 'City Nights', where the notes sputter out more, but on this, the notes were longer-toned, so it was great. The way you strike the string with the pick and then move your finger, you can get it to change vowel sounds, like an oo to an ee, and I really love that. On a bad amplifier it always goes the other way, from an ee to an oo. That's the way I test amps - if you can have a note go to ee and stay like that, then it's great. I ran the .50 Caliber into the Extractor, into the 295, and recorded it with the TLM17O, straight to the tape machine. ³⁰

		

		5. Spokes (3:32)

		(Allan Holdsworth)

		

		Allan Holdsworth: SynthAxe

		Jimmy Johnson: Bass

		Vinnie Colaiuta: Drums

		

		Solo: Allan Holdsworth: SynthAxe

		

		I really liked bicycling riding when I was a kid, and this piece reminded me of it - of wheelies, actually... 'Spokes' was like another jump in using the SynthAxe. Because I long wanted to be a wind player (I always wanted to play saxophone), when I go to a synthesizer to create a sound, that's usually where I start. I'm not trying to replicate anything specific; I just say, 'Well, let's try and get a 'wind-instrument-from-Mars' tone.' So long as it's a wind instrument, that's all that matters. I quite liked the sound on 'Spokes', which is just a lone Oberheim Xpander. In the middle, I had a second Xpander detuned a tone away from the first, and faded that in during the middle section where Jimmy and Vinnie are just completely reaming. I wanted to leave it kind of open there for the bass and drums to do a bit of savaging.

		

		I'm a big cycling fan, and I started hearing that bass thing when I was out on my bike, just reaming out there in the hills. The line started out as a regular toy riff, a lot stiffer than the one Jimmy finished up just taking to the cleaners. And his tone is so pure; he can plug into a sideboard and sound awesome. He's the only guy I've ever met like that - straight into the studio board, it just sounds like the largest, longest amplifier. I wish I was the same. ²⁷, ⁴⁸, ³⁰

		

		The bass line Allan refers to above is probably the “enigmatic” pedal part which opens up each of the solo choruses. It stands out as being more “rubbery” than Jimmy's usual (but rock solid) playing. Allan also does some interesting swelled and harmonized chords as part of his solo in the second chorus. A simple, but fun SynthAxe blowing tune.

		0:00: Drum rolls lead into an accented SynthAxe “power chord” harmony theme.

		0:23: Violin/brass SynthAxe solo, opening with bouncing bass based on an enigmatic pedal chord, leading to modulating harmony theme.

		1:34: Solo continues over power chord theme reprise.

		1:54: 2nd SynthAxe solo chorus (opening with pedal section again), with additional blended textures in SynthAxe tone. Solo and song ends in this 2nd chorus (power chord theme reprise).

		

		6. Maid Marion (7:17)

		(Steve Hunt)

		

		Allan Holdsworth: SynthAxe

		Steve Hunt: Keyboards

		Jimmy Johnson: Bass

		Vinnie Colaiuta: Drums

		

		Solos:

		Steve Hunt: Keys

		Allan Holdsworth: SynthAxe

		

		When he (Steve Hunt) first presented it to us, it reminded me of something from Old England, like Robin Hood. But it was quite soft, so we renamed it 'Maid Marion'... The solo sections were really open - we just had that one pedal C, and when he was playing the intro chords, I was playing the melody. ²⁷, ³⁰

		

		Steve Hunt: “Maid Marion” was done live with Vinny and Jimmy at the studio, and then I re-played my solo at Allan’s house onto his Akai machines that he was recording on at the time (I think they were 12-track machines and he had two of them). I wanted to have some percussion under Allan’s solo, but Allan said he couldn’t afford it. So later, when I heard a rough mix, I was like, ‘What is that (percussion)?’ Allan and Vinnie decided to have Vinnie play over the tracked drums during Allan’s solo… so there are two drum tracks going on during Allan’s solo - I guess a ‘poor man’s way’ of adding percussion, haha! ¹⁰¹

		

		Like “Devil Take The Hindmost”, the blowing section in “Maid Marion” is structured around a modal pedal harmony with a turnaround cadence at the end. However, the difference here is that “Devil” was basically minor key, and “Marion” is major key, resulting in a much more lyrical and playful context.

		0:00: Glassy keys and reedy SynthAxe play the patient opening theme.

		0:38: Theme reprise, cadence.

		1:04: Keyboard solo as rhythm section ramps up over modal pedal harmony (accented by rising theme chords).

		3:14: Cadence harmony, modulating.

		3:44: SynthAxe solo over same pedal/cadence (with additional overdubbed drums).

		6:24: Coda: theme reprise (keys and SynthAxe).

		

		Gear Notes

		Steve has really got his own sound, and I often try to use a patch to complement him. When we've done this track live, I kind of ripped off one of his patches, because I didn't have anything else that sounded any better. I might flounder a bit, but most of the time I stay away from anything that sounds like a keyboard. I won't use any piano-type patches, and Steve almost always has a little piano-type patch somewhere in there.

		

		Again, I used the Oberheim Xpander. To record, I take the output of the synthesizer and then I run it through a mike or line pre-amplifier, straight off to the tape machine. I normally use both oscillators and have all six voices in rotation, but on this I used three different sounds mixed together, so there were three voices rotating instead of six. The rotation thing doesn't make a big difference, but if you get less than three, it starts to sound funny, because quite often one note will still be sounding when another one comes off. Plus, if you make a mistake or get a glitch, that eats up that other voice, and then it sounds really funny. All of a sudden, the notes turn off because you flicked a string. ²⁷, ³⁰

		

		7. Peril Premonition (4:45)

		(Chad Wackerman)

		

		Allan Holdsworth: Guitar

		Bob Wackerman: Bass

		Chad Wackerman: Drums, keys

		

		Claire Holdsworth: Voice

		Jeffrey Ocheltree: Hammer

		

		Solo: Allan Holdsworth: Guitar

		

		This is a great piece by Chad Wackerman - so different from anything I would write. He recorded it on his sequencer at his mum's house, using real drums. It had this really 'perilous' vibe - it always sounded like something was going to happen (as opposed to nothing keeping happening, which is what normally happens when I try to play!). When Chad came down to the garage (Brewery studio), we sequenced all the parts on the multi-track, and I soloed over that before they put on the bass and drums. That track has a really, really live feel, and it made me think about that for the future. Although I had done a couple of things with sequencers in the past, I had always waited to do the solo last. When I play with a backing track, I'm concentrating on what the other guys are playing, saying, 'Oh I can't play this, because he did that'. This time I just did what I wanted. Then I called Chad and his brother Bob, and they went down to Front Page Studio and played the drums and bass live, and that was it. I would have never thought it would work, but it did.  

		

		GP: This track also marks your first vocal performance in quite some time.

		

		We kept thinking about all these times, particularly in Paris, where you leave a 'Do Not Disturb' sign on the door, and no matter how big that thing is, man, the maid'll be there breaking your door down at sunrise. We had some really funny experiences with Gary Husband when we first took the band to Paris and somebody was pounding on the door. He got up out of bed, and the maid had actually come into the room, got hold of the sheets, pulled them back over, but didn't change them, didn't change his towels, and then left. Not only that, but there's usually someone down the street with a pneumatic drill that's starting at 7:00 in the morning, and there's some guy in the next room fixing the plumbing. Those sounds and voices at the beginning are just a bit of humor; Claire, my wife, is saying in French, 'Open the door, I've got to clean up the room.' ³⁰

		

		This tune features “guest drummer” Chad Wackerman, joined by his brother Bob (both of whom toured with Allan during some European dates). Allan's solo here is superb. In some ways this tune feels like a development from “Metal Fatigue” with its “giant robot” groove (and subsequent “cheerful” back end).

		0:00: Synth textures are joined by “noble” synth accents and electronic percussion ornaments.

		0:35: Percussion “knocks” are joined by “real-life” knocks, as a short skit ensues.

		0:50: Drum tom/snare rolls lead to a fat, syncopated, modulating pedal groove.

		1:15: Guitar solo and keyboard accents enter.

		3:43: Guitar solo continues with more lyrical phrases, as harmony becomes less “perilous”. Drum rolls end the song, making this a kind of bracketing motif.

		

		Gear Notes

		Steinberger guitar.

		Boogie Quad Pre-amp, T.C. Electronic Spatial Expander, ADA Stereo Tapped Delay, Rocktron Pro Chorus (as main chorusing units), Ramsa 12 channel mixer, Hush IIC, 50 Caliber Boogie power amp, Juice Extractor, Celestion speakers, Shure SM58/AKG 460 mikes.

		I also took a really different recording approach: I ran the output of a Boogie Quad Pre-amp into the power amp of the .50 Caliber, and put that into the Extractor. I didn't want to use a big power amp, because I would have had to make the Juice Extractor glow red.²⁶, ³⁰

		

		8. Endomorph (Dedicated to My Parents) (4:19)

		(Allan Holdsworth, Rowanne Mark: Lyrics)

		

		Allan Holdsworth: SynthAxe, Guitar

		Craig Copeland: Vocals

		

		Solo: Allan Holdsworth: Guitar

		

		That's a solo piece about my father, but it could have been written about anyone. The song was written because I'm one of those people who never seems to say how much I care about people, especially the people I'm really close to. It's kind of an English thing; certain things go unsaid, and you don't have to always keep hugging people. I wish I had, because when my father did pass away, I felt that I hadn't actually told him how much I cared about him. The title means 'something that's encapsulated in something else', like when you crack open a rock and there's some kind of a stone inside. I just felt like letting him know, and the song's about anybody else who might be feeling the same way, about just generally not being able to say what you're feeling. ²⁵

		I tried writing some lyrics for this piece, but I couldn't express them. I called Rowanne (Mark), played it for her, and explained the feeling, and that I wanted the title to be 'Endomorph', something that's trapped inside something else - just the way I felt. She wrote it, and like she usually does, she just put a big frog in my throat. She did the same thing with 'All Our Yesterdays', from Atavachron - I was just in tears, man. It was incredible. She'd written words that said more than I would have imagined I ever could have. The problem was, that I'd written it for me, and it was just outside her range. She could sing it up an octave, but I wanted the melody to be inside the register of the chords. We tried transposing it, and it started not sounding dark or somber enough. I remember my dad used to say, 'This tune sounds great in this key.' Then he'd play it in a lot of different keys and say, 'But listen - it doesn't sound right in this one.' Sometimes you can get away with a half-step in either direction, but even then it often doesn't work. I tried (singing) it again myself, and I couldn't do it, man. I might have been able to 10, 15 years ago - but I was just croaking and sounding terrible. A few people tried, and then Craig Copeland - whom I met through Chad, who introduced me to Rowanne, as well - came in, and he really sang it great.  

		

		GP: Under the second verse there's a weird, ominous undercurrent.

		

		It was actually a resampled voice. It was taken way out of key, completely off. Then we took other samples at different notes, mixed them together, and made another sample as the combination of all of them in that one note. Sonically, it wasn't as nice as I would have liked, but it did the job inasmuch as it had the 'spooky' vibe about it - there's a lot of air in the sound. I'd also been working with the Steinberg TX7 programmer, to get something to simulate the unique sound of a PPG synthesizer. I did two PPG-ish sounds, and blended those with the voice sound. That was the bulk of the piece. ³⁰

		

		This heartfelt song features another devastatingly-poignant electric guitar solo from Allan. Despite all of his enthusiasm for the SynthAxe at this time, his guitar playing on this album nonetheless reaches a high-water mark.

		0:00: Megalithic, sustained textures are joined by soft glassy pads and vocal.

		1:30: Theme harmony with layered SynthAxe textures.

		1:56: Guitar solo over modulating theme harmony and developed SynthAxe textures.

		3:03: Megalithic drone resumes, vocal resumes.

		

	
		

		
			21: With Gordon Beck in America
		

		

		With A Heart In My Song

		

		By 1988, one of Allan Holdsworth's longest musical partnerships had been with pianist-composer Gordon Beck, with their relationship reaching as far back as the late '60s in London. In the late '70s, just prior to forming his solo band I.O.U, Allan had recorded a couple records with Beck, with the second one being purely a duo affair (see Chapter 13). In the late '80s, Beck decided to spend some time in California, and this gave the two of them an opportunity to do another collaboration, this time with Allan playing the SynthAxe (instead of electric and acoustic guitars as in the previous effort).

		

		Recorded after the end of a Japan tour with Allan’s own quartet, the resulting duo album, With A Heart In My Song, was created from multiple tracks of keyboards, SynthAxe, sequencers and some electric guitar, and also features one “solo” composition from each composer. These sessions were being completed and mixed around the same time as Secrets, and so one song, “54 Duncan Terrace”, appears on both albums (and provides an interesting opportunity for comparison). Allan and Gordon had hoped to do a subsequent duo tour, but unfortunately Allan's reputation as a “rock” guitarist ended up becoming a barrier to many venues.

		

		I was really looking forward to a European tour that was supposed to follow the release of my latest album with (pianist) Gordon Beck, With A Heart In My Song. We were going to go out as a duo and play material from the album, and I was really excited because it was going to be the only tour I'd ever done where I'd only play SynthAxe - I wasn't going to take a guitar. It was going to be acoustic piano and some synthesizer stuff, with some rhythmic things that were sequenced. The guy from the record company called and told us that when they learned of my involvement, everybody over there said, ‘Oh, no; that guy's a rock player.’ It just put them off. I feel really frustrated by that, because I don't really see the music I play as rock at all. I mean, I can see its roots, but I think they must just hear the tone; a somewhat distorted guitar sound, and automatically the music goes right by; all they can think is ‘Oh, this is rock.’ It's a weird world. ³⁰

		

		Although a duo tour with Gordon Beck did not materialize, Allan still collaborated with Gordon on the pianist’s own solo keyboard album, Dreams, released the following year (1989). This release does not credit Allan on guitar, but instead lists him as Producer. Allan also probably helped this project by adding some SynthAxe, or at least giving Gordon access to the synth modules Allan was using at the time. Perhaps more interesting is the inclusion of vocalist Rowanne Mark on 4 of the 7 tracks (Rowanne had sung on Atavachron and Secrets).

		

		A breakdown of the Beck/Holdsworth album With A Heart In My Song appears on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Gordon Beck: With A Heart In My Song (1988)

		Produced by Allan Holdsworth. Recorded May/June 1988, released 1988

		

		Allan Holdsworth: SynthAxe, Guitar

		Gordon Beck: Keyboards, synthesizers

		

		1. Equus (7:12)

		(Gordon Beck)

		

		This light, cheery tune opens up the album in a bright mood, contrasting with the more “nocturnal” opening vibe of Secrets.

		0:00: Bouncy theme developed from rising-falling accents supported by bubbling bass synth.

		0:21: Reprise (extended ending, then closing reprise)

		1:06: Syncopated rhythmic accents and bass synth support brief piano run and then SynthAxe solo (modulating harmony).

		3:40: Piano solo, supported by SynthAxe “brass” accents/bubbling bass synth.

		4:38: SynthAxe patch crossfades into a glassier texture (piano solo continues).

		6:49: Bridge (with brassy SynthAxe patches), theme reprise (coda).

		

		2. 54 Duncan Terrace (5:10)

		(Allan Holdsworth)

		

		This song appears on Secrets, but here the arrangement is for multiple layers of SynthAxe and guitar. Allan uses a softer SynthAxe lead tone than on Secrets. This is the only song on this album where an electric guitar part appears.

		0:00: Gentle, clean guitar chords, with reedy SynthAxe lead line, then developed with soft guitar/SynthAxe chords.

		0:57: Theme reprise on guitar with reedy SynthAxe lead line variation.

		1:12: Piano solo over theme progression (with soft SynthAxe/guitar harmonies).

		2:59: SynthAxe solo (reed/winds blended patches) over harmony.

		4:37: SynthAxe final flourishes over guitar/SynthAxe (harpsichord) coda sequence, final low drone accent.

		

		3. Ain't No Grief (On the Southwest Chief) (8:12)

		(Gordon Beck)

		

		Beck presents a bluesy tune with some traditional chordal cadences, which gives Allan a chance to solo over some more “recognizable” changes. If Allan had ever joined Steely Dan this might have been the result…

		0:00: Wry, bluesy opening harmony with SynthAxe “clarinet” lead line, repeated.

		1:12: SynthAxe (muted brass patch) lead/solo in top line of bridge harmony.

		1:49: Opening theme reprise, extended cadence with ornaments.

		2:37: Piano solo (over modulating theme harmony) over funky midtempo groove from syncopated accents/ornaments and synth bass.

		5:08: SynthAxe solo, fade out.

		

		4. With a Heart in My Song (6:17)

		(Gordon Beck)

		

		This tune has a kind of “cheerful spirits” feel, probably due to the choir patches and the slow closing section. The vibe of the middle blowing section also has some bluesy elements.

		0:00: Choir harmony and lurching keyboard triplet accents.

		0:29: Theme developed into duple meter with SynthAxe (“flute/oboe”) in top line.

		1:23: Piano solo over modulating theme variations (choir patches eventually resurface).

		3:07: SynthAxe solo (brassy/wind patch).

		4:48: Held accents lead to piano ornaments and relaxed choir harmony (opening theme variation) with SynthAxe top line, final cadence.

		

		5. 999 (4:20)

		(Gordon Beck)

		

		This is a solo showcase for Beck (Allan does not play on it at all). It sounds like he programmed a drum machine and then proceeded to layer on tracks, each loosely improvising against the preceding track - some fun rhythmic dialogue over essentially a modal vamp.

		0:00: Electronic percussion and lurching synth accents, joined by intermittent “swing hi-hat”. Glassy synth accents dialogue with extemporized synth bass.

		2:40: Piano enters the mixture.

		4:05: Final “alarm clock” cadence.

		

		6. Sundays (3:56)

		(Allan Holdsworth)

		

		This solo showcase for Allan (Gordon Beck is absent on this track) has a very “classical music” feel to it, with an opening section based on loose counterpoint, and a main section built from slowly modulating block harmonies.

		0:00: Bicycle gears, patient SynthAxe “bassoon” melody, joined by “oboe” melody, bicycle gears.

		1:04: Theme built from heavy, sustained church organ/choir chords.

		2:21: Reprise, bicycle gears.

		

		7. So, So, Calypso (5:28)

		(Gordon Beck)

		

		This light jam tune features Allan's most unabashed “bluesy” playing of the 1980s. I would almost think it was Gordon playing the SynthAxe “pan-flute” solo...except that there's a piano solo also.

		0:00: Bouncy/bluesy theme in glassy keys/bass synth joined by SynthAxe “pan-flute” solo.

		2:27: Piano solo.

		4:15: Accented bridge.

		4:45: SynthAxe pan-flute resumes lead for coda, accented bridge reprise (with final piano flourishes).

		

	
		

		
			interlude i: sessions 1984-1989
		

		

		

		

		After making his reputation in America with Metal Fatigue, Allan began getting invitations to appear on many records as a “guest sharpshooter”, usually adding guitar or SynthAxe solos to one or two songs. His first guest spots during this period occur on a couple of Enigma labelmate Jon St. James’ records released in 1984 and 1986.

		

		Another highlight is the 1986 SOMA album, which features Allan in his pre-Atavachron days sitting in on some progressive rock/pop songs which at times sound a bit reminiscent of Frank Zappa or Asia. Allan's lead guitar can be heard on five tracks, but “The Grand Pajandrum” has the most substantial Holdsworth soloing on the album. These and other projects are briefly highlighted below:

		

		Jon St. James:

		Transatlantic (1984)

		“Playback”: On this dance-floor pop tune (featuring Stacy Q as a guest vocalist), Allan contributes some atypical, “hard-edged” lead statements during the bridge (starting from 1:52). He also adds in some brief commentary during the outro section.

		“Soldier Of Love”: Despite Allan’s brief (but exciting) guitar solos at 2:35 and during the outro section, this is a fairly forgettable synthpop number.

		

		Fast Impressions (1986)

		“Fast Impressions”: On this midtempo electropop tune, Allan plays the song’s main theme on electric guitar, and follows up each instance with some atmospheric whammy-bar dive-bombing. He also contributes a brief SynthAxe solo.

		“Rainy Taxi”: For this moody piece (entirely based on a two-chord vamp), Allan presents a swooping melodic theme and then develops it over an epic 4-minute solo starting from 0:53. At the end he does a short reprise of the theme. Of the four Jon St. James tunes described here, this one is easily the most rewarding for Holdsworth fans.

		

		Paul Korda: Early Years (2009)

		“Living in the Sky”: Recorded in 1985 but unreleased until 2009, this heartfelt tribute to space travel includes some Metal Fatigue-era muffled guitar picking. Allan’s brief solo at 2:07 employs a generous amount of whammy bar greasing, and some slack-string growls resurface during the ending fade out as well.

		

		Krokus: Change Of Address (1986)

		“Long Way From Home”: On this anthemic heavy metal number, Allan contributes a liquid 1-minute guitar solo at 3:10.

		

		Mark Lauren (Markham Gleed), Guy Eckstine, David Shawn: SOMA (1986)

		“No Better Time Than Now”: 1:45: 8 bar solo, textural effects (?) in final chorus.

		“Foray”: 2:00: Lead guitar dialogue with verse/chorus.

		“Because Always Comes The Moment”: Lead guitar ornamental motif for each verse (starting from 0:39), 3:30: Outro rave up solo lines.

		“A Little Hair Action” (w. Walt Fowler): Lead guitar ornaments, 2:20: Brief guitar duel with keys.

		“The Grand Pajandrum”: Lead guitar in opening melody, developing into a winding guitar riff, substantial guitar solos at 2:57 and 4:40.

		

		Strange Advance: The Distance Between (1988)

		“Who Lives Next Door”: On this 80s pop-rock ballad, Allan contributes some lead guitar ornaments starting from the second verse, and then solos along with the anthemic choruses to the end.

		“Alien Time”: A similar thing happens on this midtempo pop number. Lead guitar ornaments appear from 1:58 and from 4:38 (solo “proper” at 5:13).

		

		Stanley Clarke: If This Bass Could Only Talk (1988)

		“Stories To Tell”: Allan adds a tasty guitar solo at 2:06 to this pop-fusion tune and plays leads through the ending chorus. Clarke lays down the melody theme and Stewart Copeland (of the Police and Animal Logic) contributes drums.

		

		Stuart Hamm: Radio Free Albemuth (1988)

		“Radio Free Albemuth”: Allan lays down a “Mac-Man”-ish SynthAxe solo at 2:44 for this cheerful track featuring soloistic slap bass from Hamm. Joe Satriani adds some power chord guitar.

		

		Alex Masi: Attack Of The Neon Shark (1989)

		“Cold Sun”: Allan contributes a brassy SynthAxe solo here from 0:43, while Alex Masi provides opening and closing shred guitar and other instruments (supported by Frankie Banali on drums).

		

		Jack Bruce: A Question Of Time (1989)

		“Obsession”: This reunion finds Allan with old friend (and Road Games vocalist) Jack Bruce, joined by Cream drummer Ginger Baker. This track is a kind of “mutant” post-Cream head-banger with additional lead and rhythm guitar from Dio's Vivian Campbell. Allan has a relaxed yet twisty solo at 1:42 (Vivian Campbell plays the outro solo).

		“Only Playing Games”: Allan plays a bridge melody line on SynthAxe for this rustic tune, while Jimmy Ripp provides the guitar parts.

		

		Carl Verheyen: No Borders (1989)

		“Gretchen's Theme”: Allan provides textures and a solo on SynthAxe at 2:23, while Verheyen handles all the guitar parts for this “desert fusion” tune.

		

		Various Artists: Guitar's Practicing Musicians (1989)

		“Play that Funky Music”: Jeff Watson from the hard rock band Night Ranger challenges Allan to some rollicking guitar dueling in this Wild Cherry cover. This is well-played and fun, but fairly conservative harmonically by Allan’s standards.

		

		Allan also contributed some rhythm guitar to the 1985 Rege Burrell synthpop record Victim of Emotion, but nothing on the one track he plays on (“Stuttering”) really offers anything of substance to those looking for Allan’s distinctive sound.

		

	
		

		
			VII
		

		
			Portrait of a Six-String Gunslinger
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			22: Chad Wackerman
		

		

		I always like to play on albums, because then you can go in and try and make whatever you do work in that environment. ⁴⁰

		

		As described in the preceding interlude, Holdsworth’s growing reputation in the 1980s (at least amongst musicians) brought him many opportunities to guest on other peoples’ projects. Continuing this trend, the '90s found Allan still busy collaborating with others, either as sideman, session man, pinch-hitter or producer, although the volume of his own recordings unfortunately slowed down a bit.

		

		Chad Wackerman first collaborated with Allan on the Road Games album. Prior to this, Chad had made a name for himself playing in Frank Zappa's virtuosic ensemble. His relationship with Holdsworth continued throughout the following four decades, both live and in the studio. Although Chad usually didn’t earn much money for his work on Holdsworth albums, Allan showed his appreciation by appearing on no less than three of Chad's solo albums (11 song compositions and 14 improv “Zones” spread out over 3 albums). Although some friction surfaced at times (usually due to misunderstandings related to guitar mixes), Allan often included one of Chad's songs in his own live sets throughout the years.

		

		In 1991, Allan contributed guitar to every track on the Wackerman album Forty Reasons, comprised of about half compositions and half improv sequences. Some of these songs sound like they were specifically written with Allan's guitar style in mind, and the track “Tell Me” would soon be included on many Holdsworth tour setlists. The track “Go” is notable for being a totally unfettered guitar and drum duet improvisation, an idea which first surfaced in the song “Was There” on Road Games and would be further developed on The Sixteen Men of Tain (“The Drums Were Yellow”).

		

		Two years later, Wackerman’s album The View was released. On this session, Allan recorded for the first time with trumpet/flugelhorn player Walt Fowler, who would later guest on Allan's 2000 album The Sixteen Men of Tain. Allan never actually played with trumpeter Miles Davis (although such a meeting reportedly once came close to happening), but his interaction with Fowler on the Bitches Brew-ish “Empty Suitcase” may give some indication of how it could have sounded. Although the playing is great here, none of these songs were ever incorporated into Allan's live concerts.

		

		Briefly jumping into the future, the third and last Wackerman album which Allan played on is Dreams, Nightmares and Improvisations (2012), a collection of tracks recorded over the preceding 8 years. Allan plays on three of Chad's compositions, while six are “Zone”-type improvisations. Two pieces have Allan using the Starr ZBoard, a synth-controller which can be played somewhat like a lap-steel or Chapman stick (also used on Hard Hat Area). It's also the last album in Allan's discography which has him playing on more than a single song or two.

		

		Breakdowns of Holdsworth-related songs from the Chad Wackerman albums Forty Reasons (1991), The View (1993) and Dreams Nightmares And Improvisations (2012) appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Chad Wackerman: Forty Reasons (1991)

		Recorded June 1991.

		

		Chad Wackerman: drums, production

		Allan Holdsworth: guitar

		Jim Cox: keys, piano, organ

		Jimmy Johnson: bass

		

		1. Holiday Insane (7:18)

		(Chad Wackerman)

		

		This song features “head” figures from both organ and guitar.

		0:00: Drum fill into modulating chordal groove, joined by head in keys (developed).

		1:01: Guitar lead over modulating pedal accents and rhythmic keyboard accents.

		1:25: Chordal groove, keys head (reprise).

		2:02: Drum cadenza over chordal groove, organ solo, cadence.

		3:28: Guitar solo (sometimes harmonized with delays) over chordal groove, cadence.

		6:01: Guitar lead over modulating pedal accents (reprise).

		6:28: Drum solo over chordal groove.

		

		2. You Came Along (4:08)

		(Chad Wackerman)

		

		The playful vibe of this song makes it something of a cousin to “Water On the Brain Pt. II”.

		0:00: Opening textural accent, syncopated head groove with guitar in top line, heavy guitar cadence.

		0:45: Keys cadenza over syncopated groove, cadence.

		1:09: Opening accent, guitar solo over syncopated groove, heavy cadence.

		3:18: Opening accent, syncopated groove with guitar in top line, heavy guitar cadence.

		

		3. Forty Reasons (7:44)

		(Chad Wackerman/Carl Verheyen)

		

		Allan solos over a 5/4 vamp, somewhat hearkening back to his Soft Machine days.

		0:00: Sinister, lurching 5/4 drum/bass groove, joined by soft synth accents.

		0:50: Keys add lead line.

		1:55: Accented cadence, main groove resumes with keys in top line.

		3:24: Guitar solo (over 5/4 groove).

		5:04: Keys lead line resumes (alt patch), accented cadence, stereo effects.

		5:53: Synth solo over new 4/4 syncopated groove.

		

		4. Fearless (1:30)

		(Quartet Improv)

		

		This is a good example of what Allan would label a “Zone” on his live albums.

		Textural harmonies/pulses are driven by lively (but rhythmic) drums, as a clean guitar lead surfaces over a modulating pedal.

		

		5. Quiet Life (5:55)

		(Chad Wackerman)

		

		This tune highlights fretless bass from Jimmy Johnson.

		0:00: Clean chord melody vamp on guitar, joined by fretless bass lead, drums.

		1:03: Pedal bass drone, leads to lead guitar line.

		1:54: Opening vamp and fretless bass.

		2:24: Guitar solo over harmony from second section.

		2:57: Chordal swells over looser groove, joined by fretless bass solo.

		4:30: Lead guitar line (reprise).

		5:04: Opening vamp and fretless bass.

		

		7. Tell Me (5:15)

		(Chad Wackerman)

		

		This song was added to Allan's live sets in the early '90s. It's kind of like a Kinks song with Debussy chords on top.

		0:00: Drum fill into galloping “rock” motif with two Debussy-like accent chords, rising motif developed.

		1:05: Vamp motif/chords reprise, rising motif.

		1:45: Variation of main chordal motif, keys solo over main groove, rising motif.

		3:20: Guitar solo (harmonized).

		4:30: Vamp motif/chords reprise (drum fills).

		

		8. House On Fire (1:13)

		(Quartet Improv)

		

		A more electric “Zone”.

		Lurching figures, tentative lead guitar develops into a solo (partially harmonized) over an uptempo groove.

		

		9. Hidden Places (4:00)

		(Chad Wackerman)

		

		Allan plays a wonderfully lyrical solo here.

		0:00: Glassy arpeggio theme, joined by growing drums.

		1:03: Reprise.

		2:04: Guitar solo over slow, syncopated vamp based on arpeggio harmonies.

		

		10. Go 1:39 (Duo Improv)

		

		This improv is similar to the kinds of live duets employed in performances of “Devil Take the Hindmost” and “Was There?” (from Metal Fatigue and Road Games).

		Guitar and drums duo using dense stick-work and harmonized guitar leads.

		

		11. Schemes (3:17)

		(Quartet Improv)

		

		Another “Zone”, this time with more atmospheric elements.

		0:00: Distant, abstract textures, piano accents.

		1:35: Lead guitar surfaces over rumbling textures.

		2:39: Abstract textures resume.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Chad Wackerman: The View (1993)

		Recorded June 1993.

		

		1. Close To Home (5:25)

		(Chad Wackerman)

		

		Allan Holdsworth: Guitar

		Jim Cox: Organ, synth

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		Allan plays a beautiful solo over some changing moods.

		0:00: Cheerful theme A in keys/guitar.

		0:28: Bridge with guitar lead, cadence lick.

		1:01: Theme A.

		1:28: Guitar solo over bridge harmony, bridge developed, theme A melody/harmony (some signal processing at end).

		2:49: 2nd solo chorus (more signal processing).

		4:12: Theme A.

		

		4. Empty Suitcase (2:50)

		(Quintet Improv)

		

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		Allan Holdsworth: Guitar

		Jim Cox: Keyboards

		Walt Fowler: Trumpet, flugelhorn

		

		This (eventually) funky jam features some nice trumpet leads. The mix is kind of a “Bitches Brew”/dub vibe.

		0:00: Low textures/rolls (delays).

		0:27: Uptempo funk groove with piano accents, trumpet improv, guitar swells/comping.

		

		5. Introduction (6:35)

		(Chad Wackerman)

		

		Allan Holdsworth: Guitar

		Jim Cox: Organ, synth, clavinet, piano

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		This funky tune hinges on Jimmy's witty, aggressive bass. The ending has a nice open feeling.

		0:00: Funky groove over 2-chord vamp (featuring bass ornaments).

		0:32: Bass solo over modulated vamp.

		1:00: Main groove resumes.

		1:31: Clavinet solo over pedal vamp (soft chordal comping).

		2:49: Bass lead developed from theme.

		3:18: Guitar solo over pedal vamp (sometimes harmonized).

		4:25: High register bass theme over relaxed/open groove, developed with a synth lead, drums drop out.

		

		8. On The Edge (2:50)

		(Quartet Improv)

		

		Allan Holdsworth: Guitar

		Jim Cox: Organ, piano

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		An improv Zone with an uptempo groove for the guitar solo.

		0:00: Textural improv spotlighting clean tones and piano ornaments. A groove eventually develops.

		1:49: Guitar solo over a lively groove, ending in soft textures.

		

		9. Just A Moment (1:12)

		(Duo Improv)

		

		Allan Holdsworth: Guitar

		Walt Fowler: Flugelhorn

		

		Some beautiful soundscape & brass textures here - this should have been much longer...

		Soft guitar swells and flugelhorn duet in a sentimental mood.

		

		13. Days Away (3:07)

		(Quintet Improv)

		

		Allan Holdsworth: Guitar

		Walt Fowler: Trumpet

		Jim Cox: Piano

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		This Zone features a typical structure, but the guitar solo is great as usual.

		0:00: Textural swells and processed trumpet/bass/drums, etc. Piano enters with flourishes.

		1:01: Relaxed groove begins on drums with bass pedal drone.

		1:50: Guitar lead begins.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Chad Wackerman: Dreams Nightmares And Improvisations (2012)

		Recorded 2004-2012, produced by Chad Wackerman

		

		2. A New Day (6:59)

		(Chad Wackerman)

		

		Allan Holdsworth: SynthAxe, Starr ZBoard, guitar

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		This tune is similar to “Tell Me” in some ways. It features a SynthAxe solo and some Starr ZBoard textures.

		0:00: Drum fill leads to a pedal “rock” vamp and soft accent chords.

		1:27: Bridge: accents lead to modulations.

		2:01: Main vamp resumes.

		2:44: SynthAxe “brass” solo over looser groove with modulations.

		5:24: Clean guitar chords lead back to main vamp harmony (with added bass ornaments).

		6:23: Bridge accents.

		

		3. Bent Bayou (4:00)

		(Trio Improv)

		

		Allan Holdsworth: Guitar

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		This Zone is driven by the changing bass groove.

		0:00: Lively groove driven by a jovial, chordal bass motif, joined by soft guitar arpeggios/comping.

		1:03: Guitar lead begins (clean tone).

		2:10: Guitar changes to lead tone (groove opens up, bass employs staccato ornamentation). Return to clean guitar for ending cadence.

		

		4. Star Gazing (2:41)

		(Trio Improv)

		

		Allan Holdsworth: SynthAxe

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		This is the only Zone which spotlights the SynthAxe.

		0:00: Midtempo pedal groove with glassy chordal SynthAxe accents, bass ornaments. SynthAxe chords become brassier in the middle section, then return to glassy accents.

		

		5. Edith Street (3:38)

		(Trio Improv)

		

		Allan Holdsworth: Guitar

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		In this Zone Jimmy's bass takes a more soloistic role than usual.

		0:00: Tom rolls lead to soft swells (sometimes accented) and bass pulses. Lead guitar tone enters. Bass dialogues with guitar as drums play freely (but rhythmically).

		2:36: Soft guitar textures resume over textural cymbals.

		

		6. The Fifth (6:38)

		(Chad Wackerman)

		

		Allan Holdsworth: SynthAxe, guitar

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		Lively drums underpin a kind of pastoral chord melody accompaniment. This song became a part of Allan’s live setlist, especially during the 2006-2007 tour with Alan Pasqua.

		0:00: Drum fill into a pedal bass harmony with pastoral chordal guitar.

		1:02: Bridge: modulating with guitar arpeggios.

		1:32: Pedal/pastoral groove theme resumes.

		2:25: Bass solo as guitar comps with soft modulating chords (sometimes with a flanger effect).

		3:30: Guitar solo over modulating bridge harmony.

		4:37: Accented cadence, main pedal/pastoral harmony resumes with additional textural elements, developed.

		

		8. The Billows (5:49)

		(Chad Wackerman)

		

		Allan Holdsworth: Starr ZBoard, guitar

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		It’s nice to hear Allan take the top melody in a lead guitar tone here. This reminds me of his Bruford days (in a very good way).

		0:00: Theme A with guitar in top line over accented groove.

		0:40: B theme, cadence.

		1:31: Theme A, B, cadence.

		2:46: Starr ZBoard “reed/winds” solo over theme grooves (developed).

		4:31: Percussion interlude with soft accent chords.

		4:55: Main themes reprise, end cadence.

		

		9. Monsieur Vintage (3:38)

		(Allan Holdsworth/Trio Improv)

		

		Allan Holdsworth: Guitar

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		This Zone starts out with very Holdsworthian chordal textures and leads to a solo over a strong modal harmony. This 'structure' was sometimes played live to open a medley featuring “Above & Below”, “The Things You See” and “Material Real”. The tune “Madame Vintage” from the 2003 Soft Works album Abracadabra uses the same chord melody opening theme.

		0:00: Soft chordal guitar with cymbals/bass ornaments/pedal.

		0:53: Lead guitar tone enters as bass pedal modulates and drums develop.

		3:05: Opening chordal textures resume.

		

		12. A Spontaneous Story (3:56)

		(Trio Improv)

		

		Allan Holdsworth: Guitar

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		This Zone features some nice chordal ideas, which sound like they could’ve been developed into a song eventually.

		0:00: Clean guitar chord melody alternates with swelled chords.

		0:41: Clean guitar lead over textural bass and drums, becoming sometimes chordal/rhythmic.

		1:50: Lead guitar tone solo over lively pedal bass (riff).

		3:28: Clean chordal guitar resurfaces for ending cadence.

		

		14. Invisible (1:35)

		(Trio Improv)

		

		Allan Holdsworth: Guitar

		Chad Wackerman: Drums

		Jimmy Johnson: Bass

		

		This is a nice atmospheric, ascending postlude to the album.

		0:00: Swelled textures/cymbals/bells/etc. - rising harmonies.

		

	
		

		
			23: Shredding Machinery
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		Allan Holdsworth in shades with Carvin guitar.

		(Credit: Eddie M. Coralnick)

		

		Truth In Shredding

		

		Holdsworth first met guitarist Frank Gambale while his own band was sharing tour dates with the Chick Corea Elektric Band (of which Frank was a member at the time). They ultimately cultivated a lifelong mutual admiration for each other's playing. Gambale made his initial mark on the guitar scene through his dazzling displays of sweep-picking technique (essentially runs employing rapid, cleanly-articulated arpeggio figures and large interval leaps) as well as his usage of modal harmony in his electric jazz explorations. Producer Mark Varney (brother to Mike Varney, who had helped I.O.U. when they had first arrived in California) arranged for Gambale to prepare an album of modern fusion “standards” with a live band, leaving room for Allan's solos to be later overdubbed at Allan's home studio, The Brewery. Allan ended up contributing four guitar solos and three SynthAxe solos, and mixed the entire album. This was released in 1991 as MVP: The Mark Varney Project: Truth in Shredding. The grooves on this album are generally uptempo and swing-based, but with an electric edge. Some of the composers covered on this soloistic showcase album include Michael and Randy Brecker, Wayne Shorter and Chick Corea (as well as one of Gambale’s own compositions).

		

		Heavy Machinery

		

		A similar long-distance collaboration occurred when Allan agreed to work with keyboardist Jens Johansson and drummer Anders Johansson (from neo-classical shred guitarist Yngwie J. Malmsteen's band, Rising Force). However in this case, all of the compositions were composed by Jens Johansson. As with the Truth In Shredding album, Allan added his solos to the Johanssons' rhythm tracks at his own studio. If None Too Soon (covered later in Chapter 26) was Allan's “jazz standards” album, and Truth In Shredding his “fusion standards” album, then Heavy Machinery is essentially his “prog/boogie rock” album. The solo accompaniments here are mostly based on modal pedal vamps or blues progressions, so it's interesting to hear Allan apply his unique style to this more conventional environment (although some leads almost sound a little “bluesy” at times). The Japanese release also has a bonus track, but Allan doesn't play guitar on it. It's hard to tell if any SynthAxe is on the record, but none of the synth leads sound like Allan at least.

		

		Album breakdowns of both Truth In Shredding and Heavy Machinery appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		MVP: The Mark Varney Project: Truth In Shredding (1991)

		Musical concept and executive produced by Mark Varney  

		Produced and arranged by Frank Gambale. Mixed by Allan Holdsworth.

		

		Frank Gambale: Guitars

		Allan Holdsworth: Guitar, SynthAxe  

		Steve Tavaglione: Saxophones, E.W.I. (synth wind controller)

		Freddy Ravel: Keyboards  

		Jimmy Earl: Bass  

		Tom Brechtlein: Drums  

		

		1. Rocks (6:51)

		(Randy Brecker)

		

		Solos:

		Frank Gambale: Guitar

		Allan Holdsworth: Guitar

		

		0:00: Drums into uptempo mutant-funk vamp, harmonized head, cadence.

		1:03: Keys and guitar trade bars, ascending cadence.

		1:54: Frank's solo over a modal pedal and accented cadence, developed, cadence.

		4:04: Allan's guitar solo.

		4:43: Allan 2nd solo chorus.

		5:22: Allan solo over developed bridge, cadence harmony.

		6:01: Cadence, head, cadence/coda.

		

		2. Humpty Dumpty (6:23)

		(Chick Corea)

		

		Solos:

		Frank Gambale: Guitar

		Allan Holdsworth: SynthAxe

		

		0:00: Head over fast swing beat, then with synth “horns” (probably EWI).

		0:36: Frank's solo over descending/modulating jazz harmony.

		3:14: Allan's SynthAxe solo (reed/brass patch) over a more relaxed groove, then building back up.

		5:45: Head reprise on guitar, then with brass.

		

		3. Fall (8:03)

		(Wayne Shorter)

		

		Solos:

		Frank Gambale: Acoustic guitar

		Steve Tavaglione: Soprano sax

		Allan Holdsworth: SynthAxe

		

		0:00: Ballad alternating between accents and a relaxed midtempo groove.

		1:06: Frank's acoustic guitar solo.

		2:40: Steve's soprano sax solo.

		4:45: Allan's SynthAxe solo (filtered reedy patch with some attack).

		6:52: Head reprise (accents/grooves).

		

		4. Not Ethiopia (9:21)

		(Michael Brecker)

		

		Solos:

		Allan Holdsworth: Guitar

		Jimmy Earl: Bass

		Steve Tavaglione: Soprano sax

		Frank Gambale: Guitar

		

		0:00: Opening motif with harmonized guitar, thorny uptempo head, bridge, head, transition.

		1:12: Allan's guitar solo over a modulating pedal, cadence.

		2:15: Allan's 2nd solo chorus.

		3:30: Jimmy's bass solo.

		4:44: Steve's soprano sax solo.

		5:59: Frank's guitar solo (accented groove).

		9:05: Head sequence reprise.

		

		5. New Boots (6:15)

		(Frank Gambale)

		

		Solos:

		Frank Gambale: Guitar

		Allan Holdsworth: Guitar

		

		0:00: Accented head over a fast swing beat.

		0:56: Frank's guitar solo (harmonized) over an uptempo walking bass jazz harmony (modulating).

		2:57: Allan's guitar solo.

		5:20: Head sequence.

		

		6. Ana Maria (8:51)

		(Wayne Shorter)

		

		Solos:

		Allan Holdsworth: SynthAxe

		Frank Gambale: Guitar

		

		0:00: Piano flourishes over pedal harmony, guitar/brass-driven head over a midtempo groove.

		0:41: Piano ornaments back into head, developed.

		1:42: Rock guitar riffs lead to Allan's SynthAxe solo over modulating head changes.

		4:58: Guitar/brass-driven head, rock guitar riffs, head developed.

		6:25: Frank’s guitar solo (fade out).

		

		7. Bathsheba (8:02)

		(Michael Brecker)

		

		Solos:

		Allan Holdsworth: Guitar

		Freddy Ravel: Keys

		Frank Gambale: Guitar

		Tom Brechtlein: Drums

		

		0:00: Uptempo head over a Latin swing groove, relaxed cadence, head reprise, cadence.

		1:07: Allan's guitar solo over Latin jazz bubbling bass groove.

		2:46: Head cadence, Freddy's electric piano solo, head cadence.

		4:43: Frank's guitar solo.

		6:22: Tom's drum solo.

		7:36: Head sequence.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Anders Johansson, Jens Johansson & Allan Holdsworth: Heavy Machinery (1996)

		

		Allan Holdsworth: Guitar solos on 1-5, 7-9

		Jens Johansson: Keyboards, bass synth

		Anders Johansson: Drums

		

		1. Joint Ventures (5:49)

		0:00: Heavy pedal vamp with funky overtones.

		0:41: Keys solo.

		1:16: Bass break over modulating cadence, pedal vamp.

		2:09: Guitar solo over pedal vamp, modulating cadence.

		3:34: Keys solo with organ accents, pedal vamp with held harmony (shouting).

		

		2. Beef Cherokee (4:03)

		0:00: Uptempo, lurching bass synth riffage with slow minor key harmony.

		1:03: Guitar solo begins over frenetic riff.

		1:47: Guitar solo is “digitally repeated” (from 1:03) as drums, organ and bass fade out into clean guitar arpeggios.

		2:33: “Live” guitar solo resumes over main groove.

		2:56: Keys trade solo bars with guitar, guitar solo continues.

		3:30: Drums cadenza, clean guitar elements return.

		

		3. On the Frozen Lake (4:52)

		0:00: Fast funky keys, joined by drums and bass synth.

		0:26: Accented pedal bass with slow harmony, then funky again. Harmony returns.

		1:45: Synth lead with drum cadenza, accented bass synth and drum solo featured.

		3:21: Main funk grove resumes, new accented groove.

		3:45: Guitar solo over funky pedal and subtle harmony.

		4:37: Funky solo keys.

		

		4. Mission: Possible (5:16)

		0:00: Slow boogie with bluesy keys/organ (“a blues in 11/4”). Major key blues lead in keys and organ tones.

		2:29: Guitar solo (with a subtle harmonizer effect) over vamp, then blues groove, modulating. Tempo increases to a fast boogie. Guitar continues as rhythm section fades out.

		

		5. Good Morning, Mr. Coffee (7:25)

		0:00: Funky, uptempo pedal vamp joined by keys. Syncopated break.

		0:51: Keys solo over vamp.

		1:56: Groove modulates with piano accents added, back to vamp, keys solo resumes over groove variations.

		3:26: Slow boogie vamp driven by bass synth/cymbals, joined by keys solo.

		4:53: Guitar solo over accented midtempo vamp (some piano textures).

		5:55: Keys solo over modulated harmony/groove. Guitar solo resumes and trades sequences with keys. Final percussion elements.

		

		6. Siouxp of the Day (4:02)

		0:00: Soft synth chords joined by lively drums.

		0:44: Frenetic bass-driven groove. Soft synths resume without groove. Drums and bass return briefly and then disappear again. Synth fantasia with drum rolls resurfacing into a cadenza.

		3:29: Frenetic bass resumes.

		

		7. On the Fritz (5:25)

		0:00: Midtempo, accented 7/4 vamp driven by organ, interspersed with lead cadences.

		1:09: Bass/synth ostinato layers, accented vamp/cadences resume, ostinato returns.

		2:11: Guitar solo (processed) over looser groove (bluesy modulations).

		3:58: Accented pedal/ostinato layers return, lead cadences.

		

		8. Tea For One and a Half (6:22)

		0:00: Relaxed rising bass vamp with drone organ textures, eventually becoming a funky groove.

		0:59: Keys lead melody, bridge, theme reprise.

		1:58: Bridge 2 held harmony, modulations to bluesy keys lead.

		3:35: Guitar solo over pedal vamp, bridge 2 bluesy harmony.

		4:44: Rising bass vamp with jazz organ solo.

		

		9. Never Mind Our Weather (5:54)

		0:00: Heavy riff vamp with organ/synth layers.

		0:40: Accented bass with held high textures, back to riff vamp, then accented riff.

		1:39: Guitar solo over heavy riff, accented bass vamp (repeat).

		3:01: Organ solo starting from accented bass vamp.

		3:42: Electric piano solo.

		4:48: Accented bass vamp with high texture held harmony, heavy riff, drum cadenza, etc.

		

		10. Macrowaves (24:55, actually 1:09)

		0:00: Electric piano flourishes/arpeggios, modulating.

		2:50: Silence.

		23:45: Held keyboard layers joined in the middle by frenetic drums and bass synth.

		

		11. The Moose Are Marching (bonus track) (7:59)

		0:00: Midtempo tom-based groove with bass vamp, joined by held synth layers.

		0:58: Keyboard head and solo (with sporadic texture effects). Groove modulates and keys adapt different patches, ending in watery sounds.

		

	
		

		
			24: Wardenclyffe Tower and THEN!
		

		

		
			[image: 1899: Nikola Tesla sitting in his Colorado Springs laboratory next to his huge "magnifying transmitter" Tesla coil which is producing 22 foot bolts of electricity.
(Photo: Dickenson V. Alley, Wellcome Collection)
]
		

		1899: Nikola Tesla sitting in his Colorado Springs laboratory next to his huge "magnifying transmitter" Tesla coil which is producing 22 foot bolts of electricity.

		(Photo: Dickenson V. Alley, Wellcome Collection) ¹⁴³

		

		Sparking the Tower

		

		Allan Holdsworth's first album of the '90s (under his own name) was Wardenclyffe Tower, featuring many of the same band members he'd been working with on his last two albums Sand and Secrets (ultimately featuring a total of three different drummers and four different keyboardists). However, Allan somewhat considered it to be almost a “solo” album, since the rhythm section layers were generally added on after the song structures were already set in place with SynthAxe or guitar. Steve Hunt describes this unconventional process below:

		

		Hunt: When we did the Wardenclyffe Tower album, that album was done in such a weird way, because the genesis was from (the album) Secrets. Allan really liked the way “Peril Premonition” turned out, and the process there was that Chad and Allan had done a sequence, and Allan played to that (melody and solo). Then that was taken to the studio, and drums and bass were added to that. So some of the tunes on Wardenclyffe Tower were done in this fashion.

		

		I remember spending time alone in Allan’s home garage studio in Tustin, playing to a computer sequencer with some type of nondescript, repeating drum groove - no specific 1-2-3, just some rhythm that could go over any time signature - and Allan’s SynthAxe chords, for the tunes I played on - no real drums or bass. And then I’d have to lay all my parts on top of that, and (then) I would solo over that. In fact, I didn’t even know what the actual roots were going to be… or the drum part. I was a bit worried that what I figured out the chords and roots to be wouldn't be the same as what Jimmy would later be playing. If he played an 'odd' root it could have changed the scale - and then it would sound like I played a wrong scale!!! Haha. But luckily I didn’t run into that… as far as I know.

		

		I think that’s a beautiful way to do it. Jimmy would come up with notes that maybe Allan wouldn’t have come up with, and I think he loved that fact. And he gave me that same kind of freedom - this is the structure, this is the scale. But I would come up with some other structures I would hear, and he was totally fine with it. It gives the musician the creativity, the freedom to create within that world. ¹⁰¹, ⁷⁶

		

		Goodbye SynthAxe, Hello DeLap Baritones

		

		From a sonic perspective, Wardenclyffe Tower broke new Holdsworth-ian “gear ground” with the addition of Monterey luthier Bill DeLap's semi-hollow body “baritone guitars”. These were essentially guitars whose range and tone were enhanced by extending the length of the neck (away from the body) to reach lower bass registers. These were used in addition to his DeLap-customized Steinbergers.

		

		They're kind of like Steinbergers. They have to be made of wood though, because we can't get a mold done, it's too expensive a process. It's just a normal guitar, but unbelievably long. There's one with a 36-inch scale, the other one's 38, one of them's 34. Basically, one of them is like a long scale bass length, the other one is longer than a full-size bass, and the big one is four inches longer than that. The smallest one is tuned down to C, the medium one is tuned to Bb, and the huge one is tuned down to A. They're all a 25 1/2-inch scale length from the low E, so the tone is as close to a normal guitar as I could get...they've all got the same gauge strings on it that I use on a normal guitar, that's why they're so long.

		

		But the thing that I wasn't expecting was the extra bonus in the tone. It's not only the low end - which really sounds great, like a big cello or something - but the mid-range is different as well, it has a totally different color. I'm really loving it. It's a more nasal sound in the mid-range, like an oboe or an English horn - beautiful. They did something that I didn't expect, but something that I could have only dreamed of. It's a beautiful tone, but the instruments are unbelievably hard to play...trying to play certain chords on there is pretty gnarly - but I only wanted it for the sound. It might not become something that I use all the time, but I really like that C one because it's playable, and it does have some of the depth that I was looking for. ⁶⁴

		

		In photos, a baritone guitar can be identified by the additional frets added after the 24th (double-dotted) fret. Contrary to how it may appear at first, the pitches of these frets are not actually higher, since the open strings are tuned lower. For example, the pitch of a low open E on a regular guitar is found at the 5th fret of a baritone guitar. However, this of course meant relearning the fingerboard once again...

		

		The album also saw a move away from the SynthAxe, due to its unfortunate lack of “product support”.

		

		This last album, I only used the SynthAxe on two tracks - I didn't use it much. (Before recording the new album) I was getting to a point where I was going to abandon playing the guitar altogether and only play the SynthAxe. I thought it was closer to what I wanted to do musically, in my head - sonically, the whole thing. With the SynthAxe, I could use it as a wind instrument. I used to use it with a breath controller - I could use it as the wind instrument I had always wanted to play since I was a kid. I didn't have to deal with distortion and shaping a distorted guitar sound into something musical, which is a real challenge. It's been one of the problems I have all of the time with the guitar - I want to make it sound more like a horn. But at the same time, the fact that you have to use any sort of distortion to get sustain is a kind of a “catch-Hiii000222”. You have to use something you don't want to use to get something that you want to use. I didn't have any of those problems with the SynthAxe. It was really clear and really easy. The fact that is has the keys as well as the strings - that was a stroke of genius for me. What I got afraid of, is that I tried to keep in contact with them (SynthAxe Inc.) about any future things that they wanted to implement, and ideas that I had about modifications and improvements. The barrier broke down, and in the end - and right as it is at this moment - they don't exist at all. There's maybe two or three guys on the whole planet that could probably fix one. ³⁶

		

		Amplification-wise, Allan's set up continued on from the Secrets days.

		

		For a long time now I've mainly been using Boogie stuff. I just discovered the Dual Rectifier. It's a cross between some of the things I liked about their old amplifiers, and it has a lot of what's happened afterwards. It has a vocal quality that I really like. I also have a 50 Caliber which I've used for a long time. It's slightly modified so it doesn't have as much gain. ³⁸

		

		It's interesting to note that in his 1993 REH instructional video Just For the Curious, Allan is seen also still using the Norlin Lab L5 amps for his clean tones.

		

		If You Build It, Will They Come?

		

		After the recording sessions for Wardenclyffe Tower were completed, Allan went on tour, this time with new bassist Skúli Sverrisson replacing the unavailable Jimmy Johnson. The final mixes were only completed after returning from touring (and moving to a new house and home studio).

		

		The problem I have with Wardenclyffe Tower is that the album was recorded a long time before it was mixed. It was recorded over a year prior to releasing it and the reason is that we recorded it and the scheduling was such that I could never get to mix it. I started to mix it one time and I wasn't happy with the mixes so I stopped and we went out on the road. I came back and tried it again. I usually go to Front Page (studios) in Costa Mesa and I mixed it there pretty quick. I thought it was going okay, and then when I listened to the mixes, I wasn't happy with them, so I didn't release it. I was gonna do it again, but because of the amount of time that had gone by, I started to get really fed up. I was getting very tired of it. So I thought, having played the mixes to my friends and the guys, to release the mixes that I had done at Front Page, which is how the album is now. But I'm not completely happy with the way the mixes are now. I decided to go to the studio at that time with Wardenclyffe Tower because I didn't have my home studio set-up working because we had just moved. So, otherwise I would have tried to do it at home again, but I didn't have a set-up going at the house. We moved everything and I lost the set-up I had, so I had to start again. I think the album is what it is. I think it's pretty good. The thing that lets it down for me is just that I would have liked to mix a couple of tracks again—not everything. ³⁶

		

		Allan's previous album, Secrets, contained only 4 Holdsworth-penned compositions, but Wardenclyffe Tower has him returning as the main composer (with 6 out of 8 songs - 9 out of 11 if you count the Japanese bonus tracks). Compositionally, Wardenclyffe builds on the poetic-exploratory direction he established in the Secrets pieces “Secrets” and “Endomorph”. Allan's new songs here feature a similarly unique fusion of leisurely-paced, almost pastoral melodies with deceptively-complex harmonies and key changes. In contrast to his '80s songs, some of these new compositions come across more as tone poem landscapes hung on mischievous harmony modulations. In other words, there are much less (if any) repeating 4-bar boogie vamps, or repeating verse-chorus type structures. This style is actually much closer to 20th Century classical music and film music than rock jams. Four of these songs (“5 to 10”, “Wardenclyffe Tower”, “Against the Clock” and “Oneiric Moor”) even include “real world” sound effects and field recordings. In order to achieve these changing harmonic landscapes, Allan often tried to find “smooth” modulations to get to new key centers during a theme.

		

		I wrote “Sphere of Innocence” in a very short space of time - except I couldn’t get it to modulate, and even though the basic tune was written in like a few hours, it took me 6 months to finish it - to get to where you couldn’t hear it - the key change - that went back. Modulation has always fascinated me about music. It’s like if somebody listens to the tune they’ll go, ‘Oh yeah, I know that melody’, and then if you actually try to play it later, you go like ‘Wait a minute, it’s not in the same key...’ It’s changed like maybe 2 or 3 times - without (you) really noticing it. It’s like a little magic puzzle. I like that. ⁶⁶

		

		However, because of these ever-changing harmonic landscapes, the solo sections of the Wardenclyffe Tower songs became increasingly complex to navigate (although not as labyrinthine as the previous “The 4.15 Bradford Executive”, or the forthcoming “Tullio”). In fact, only Steve Hunt's ”Dodgy Boat” and “Sphere of Innocence” were ever really incorporated into the live band's regular setlist (“Dodgy Boat” and Chad Wackerman's “Questions” are just slightly less complex structurally, but both still employ some thorny harmonies and enigmatic tonalities). Even just learning these songs and their iconoclastic modulations was sometimes a challenging prospect for the band members...

		

		Steve Hunt: Basically, Allan would just play the voicing and melody of the tune part, and I would have a blank page or staff paper sometimes, and just make notes and write down chord symbols the way I thought of it - or sometimes just put letters down on top of each other (stacked)…and then figure out the form. The solo section was always different than the constructed song. Only “Pud Wud” and “Funnels” were tune/solo (the same kind of tunes (harmonies)). After figuring out the voicing and structures of chordal material, I would figure out scales that fit, and would ask Allan about some of them. It usually took me a while to get a feel for the chordal and scale structures, and get to a point where I could take a halfway good solo. I know Alan Pasqua would listen once through the track and then play a solo… Hate him!! Haha. ¹⁰¹

		

		Unfortunately, Allan's fondness for “magic puzzles” wasn't shared by some listeners. One review on AllMusic characterized the album as “formless” - maybe the writer was expecting another Metal Fatigue or Road Games. When explaining the album's title inspiration, Allan might have been unconsciously preparing for the reception to his own work.

		

		It's about this particular tower and Nikola Tesla. I was always intrigued when I had the big book with his patents and everything. He seemed to be a guy who was doing things, being really creative - and it seemed he wasn't in the right time to be doing what he was doing! (laughs) Although what he did contributed to everyone - and everyone benefited - not many people actually know he was responsible for all the things that he did. ³⁶

		

		Then! Baritone Zones In Japan

		

		Stepping backwards momentarily, three consecutive live performances in 1990 were recorded professionally (although tracks from the shows did not appear on CD until the 2003 release of Then!). These shows were part of the Secrets tour, but already had begun to feature the use of the DeLap baritone guitar, as well as “House of Mirrors”, a song initially targeted for Wardenclyffe Tower but ultimately pushed back to Hard Hat Area.

		

		With the SynthAxe no longer a part of his touring rig, Allan's synth parts were covered by Steve Hunt's keyboard. Thus, SynthAxe-driven tunes such as “Atavachron”, “Pud Wud” and “Non-Brewed Condiment” gained new arrangements suited to this particular touring band (and featured electric guitar solos instead of SynthAxe solos). This album also features three group improvisations, extracted from three different nights. In fact, the album cuts were assembled specifically to frame these three “zones”, all of which featured the baritone guitar. As Gary Husband states in the liner notes: “I wanted a way for these performances to survive and see the light of day because they are so very strong... absolutely sublime events in every one of them.” These kinds of improv Zones would also soon resurface on Chad Wackerman's Forty Reasons (see Chapter 22). Steve Hunt remembers these open sections vividly:

		

		Hunt: We started doing these “zones” from the beginning, when I started in ‘87. I think it was out of the fact that they wanted an encore, and we had no more tunes to play. So basically there was some sort of unspoken form: Allan would start with some “praying guitar” (that's what he called the thing where he would use his volume pedal to swell the chords in with extra delays for sustain - that's about as religious as he got), or I would start with some chords like on “Prelude”. And then Allan would do a lead over that with his solo sound - just all by ear. He was really amazing at following where I would go. I don’t think he had perfect pitch, but he could hear where I would go harmonically on the fly.

		

		On some of the Zones, we would all take a turn on an improv (solo). Allan, then me, then Jimmy, or Skúli. Somehow we would end it. They were always fun to do and interesting. It was funny - some of the fans thought that it was an actual tune. It was cool to see the differences in the Zones from when Chad played the tour or Gary (I’m not sure if we did any Zones on those two weeks that Vinnie played with us). Sometimes the end of a Zone would morph into that last section of “Material Real”, and end that way. ¹⁰¹

		

		Then! was assembled from live selections (a kind of “best of live”), but an actual 1990 tour setlist around this time would be more like the below:

		Proto Cosmos

		Funnels

		White Line

		Looking Glass

		Three Sheets To The Wind

		Atavachron

		Devil Take The Hindmost

		House Of Mirrors

		Gary's Drum Solo

		Pud Wud

		Non-Brewed Condiment

		Shallow Sea (encore)

		Zone

		

		From 1991 to 1992 a couple Wardenclyffe Tower songs would be added (“Dodgy Boat”, “Sphere of Innocence”) as well as a cut from the forthcoming Hard Hat Area (“Low Levels, High Stakes”), and later a Chad Wackerman song from Forty Reasons (“Tell Me”).

		

		Song-by-song album commentary and breakdowns of Wardenclyffe Tower and Then! appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Wardenclyffe Tower (1992)

		Produced by Allan Holdsworth

		

		Allan Holdsworth: Guitar, Baritone guitars, SynthAxe, composer

		Chad Wackerman: Drums (1, 3, 5, 7, 9-11), Keys (7), composer (7)

		Steve Hunt: Keys (1, 2, 4, 5), composer (4)

		Gary Husband: Drums (2, 4), Keys (3)

		Jimmy Johnson: Bass (all except 8)

		Naomi Star: Vocals, co-writer (6)

		Vinnie Colaiuta: Drums (6)

		Gordon Beck: Keys (9, 10)

		

		The bonus tracks were first included on the 1993 Japanese release.

		

		1. 5 to 10 (5:37)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar, SynthAxe

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		Joel (“the demon barber”) Schnebelt: Jazz Fan (apparently, long-time friend, fan and fellow bicyclist Joel Schnebelt used to cut Allan's hair...)

		

		Solos:

		Allan Holdsworth: Guitar

		Steve Hunt: Keys

		

		This alternately serious and cheerful groove essentially uses a pedal harmony as a kind of “refrain”, punctuated by different cadence variations. During the solos, the pedal parts act as “questions” and the cadences are the cheerful “answer” - however the mood of each role changes during each solo chorus. Below I mark out the dialogue structure for this particular solo. This solo structure occurs in many of Allan's other songs, but here the “answers” have much more variety...

		0:00: Drum roll into midtempo “main refrain”: syncopated, rising/falling synth accents over pedal bass, answered by high, glassy textures. Short and long cadence modulations/variations separate additional pedal/seesaw harmony refrains.

		1:00: Guitar solo over refrain and modulated cadence variations, moving towards somewhat more 'upbeat' major key cadences towards the end of each chorus.

		1:00: 1st solo chorus, 1st Question (pedal refrain).

		1:18: Answer (cadence).

		1:27: Q.

		1:36: A.

		1:45: Q.

		1:50: A.

		1:57: Q.

		2:02: Q (2nd solo chorus with some slight harmony variations).

		2:20: A.

		2:29: Q.

		2:38: A.

		2:47: Q.

		2:53: A.

		2:59: Q.

		3:03: Keys solo over refrain and modulated cadence variations (with glassy SynthAxe accents).

		5:04: “Jazz Fan” bathroom interruption.

		

		2. Sphere of Innocence (5:59)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar (Bb and/or A 36/38” Middle Baritone)

		Jimmy Johnson: Bass

		Gary Husband: Drums

		

		Solos:

		Steve Hunt: Keys

		Allan Holdsworth: Guitar (baritone)

		

		I had 80 to 90 percent of that tune complete, but it took about a year to finish because I couldn't find a way to make the tune resolve itself in a way that I liked. And then one day I just came up with this idea and I got it to modulate in a way that I wanted it to, so I thought, ‘Oh, it's finished. Great!’ ⁴⁵

		

		I suspect that “Sphere” might've been composed on a guitar with its strings tuned in fifths. As Allan indicates above, the intro and theme return in various keys, before returning “home”. The theme has a strong rustic/pastoral feel to it and Allan's plays a relaxed, lyrical solo here.

		0:00: Lead guitar top line dialogues with a sequence of chord cadences (resolving harmonies), played on clean baritone guitar.

		0:16: Main chord melody theme.

		0:54: Theme reprise.

		1:32: Theme modulated and varied.

		1:53: Modulated opening harmony and brief theme.

		2:21: Keys solo over intro and theme harmony.

		3:34: Guitar solo featuring long melodic lines and emotive tremolo bar articulation.

		4:50: Main theme on clean baritone guitar.

		

		3. Wardenclyffe Tower (8:45)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar, SynthAxe

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		

		Solos:

		Gary Husband: Keys

		Allan Holdsworth: SynthAxe

		

		I've always wanted to be involved in film music. When I see something, I often hear something at the same time. So it's just a matter of putting it together. It's almost as if I'm doing an imaginary film. I think all of my music is kind of like that. They're almost like imaginary film things. Not so much the soloing aspect of it — that goes into another thing, trying to be creative in an improvising way — but the composition aspect comes from the pictures in my head. So, I was thinking about what I know about Nikola Tesla — which isn't that much — and just visualizing something, and then just putting the music to the pictures of what I see. ³⁶

		

		This tune has some beautiful textural work, as well as a scorching keyboard solo from Gary Husband (using a kind of synth “pick bass/clean guitar” sound). The solo harmony modulates almost continuously. There's no mention of it anywhere, but it sounds to me like clean hollow-body DeLap baritone guitar on the arpeggiated guitar parts...

		0:00: “OK”, steps, switches, electronic noises, textures.

		0:41: SynthAxe solo: foreboding 2-note low pulse motif, developing into swelled textures using strings and filtered string patches.

		2:21: Drums enter with a midtempo groove, joined by alternating episodes of arpeggiated guitar and power chord riffing.

		3:03: Gary's keyboard solo (sharp attacks) supported by clean guitar chords, glassy modulating SynthAxe harmony textures and lively, syncopated stick work from Chad's drums.

		5:08: Allan's SynthAxe solo (muted trumpet/wind patch).

		7:38: Arpeggio/power chord theme returns, held SynthAxe textures.

		

		4. Dodgy Boat (5:38)

		(Steve Hunt)

		

		Allan Holdsworth: Guitar

		Steve Hunt: Keyboards

		Jimmy Johnson: Bass

		Gary Husband: Drums

		

		Solos:

		Steve Hunt: Keys

		Allan Holdsworth: Guitar

		Jimmy Johnson: Bass

		

		Steve Hunt: I did (the keyboards) here at my own home studio on my sequencer program. It was actually the 2nd version of that tune. The one Allan heard originally which I had played for him was lost in a computer melt-down/crash, so I had to completely reconstruct and replay everything. We transferred parts from the sequencer via midi after I was done with them onto tape - which was cool, because we could tweeze the synth sounds before we transferred. Then, once that was done, he played all of his guitar and solo parts onto tape, and then that was taken to Front Page (I think), and drums and bass were added. Kind of backwards to the way other recordings were done.

		

		I was at the studio when Gary and Jimmy were laying down their parts over “Dodgy Boat”. I was asking Gary to play an opening fill to start the tune. He played something, then I asked if he could do something more crazy, and he tried, then I asked again… Then, after a few tries, I think he got really put off, and then he played what was on the record which was so simple and minimal - almost ‘rock n roll’, LOL. Allan and I both loved it. So that’s what we kept. I remember like it was yesterday when he played me the final mix and I heard his solo and Jimmy’s solo there in his studio. WOW!!! I couldn’t believe it!! And the way Allan mixed my solo was so beautiful - I thought he made it sound better than it actually was!

		

		‘Dodgy Boat’ is a Cockney rhyme (slang: “boat race/boat” = “face”), and 'race' rhymes with 'face' - so 'boat' is your 'face' - so it was really 'dodgy face'. (While on tour) we would look in the mirror in the morning and we’d see who had the most dodgy boat. ¹⁰¹, ⁷⁶

		

		Steve Hunt's melody-led tunes are a nice contrast to Allan's chord melody songs, as they usually ask for a lead guitar to highlight the melody line. Hunt also recorded a solo piano arrangement of this song called “Belle Faccia” (“beautiful face”) for his 1997 solo album From Your Heart and From Your Soul.

		0:00: Drum break, accented chordal motif (in long notes, then short accent notes), theme with guitar lead in top line and keyboard motif ornamentation, rising harmony cadence.

		0:41: Accented chordal motif, theme reprise (higher register lead), rising cadence.

		1:28: Keys solo over accented intro fragment, theme and cadence structure.

		2:00: 2nd chorus keys solo.

		2:42: Guitar solo.

		3:20: 2nd chorus guitar solo.

		3:59: Bass solo (ending over full accented intro sequence).

		4:39: Theme with guitar lead in top line, rising harmony cadence (added heavy guitar tremolo bar scoops), rising coda.

		

		5. Zarabeth (6:32)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar (C 34” small Baritone)

		Steve Hunt: Keyboards

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		

		Solos:

		Allan Holdsworth: Guitar

		Steve Hunt: Keys

		

		In the opening theme section, a rustic, rising motif is stated and then modulated several times. For the solo section, the groove becomes more “lurching”. The song title comes from a character in the Star Trek episode “All Our Yesterdays”, which was also the inspiration for several elements on the Atavachron album.

		0:00: Clean baritone guitar chord melody theme (modulating).

		0:42: Guitar solo over accented theme harmonies, modulating, brief pedal cadence.

		2:15: 2nd chorus solo guitar.

		3:29: Chord melody theme reprise.

		4:16: Keys solo (groove slightly less accented, but still syncopated).

		5:33: Chord melody theme fragment - repeated with added synth “choir” swells, faded out.

		

		6. Against the Clock (4:58)

		(Allan Holdsworth/Naomi Star: Lyrics)

		

		Allan Holdsworth: SynthAxe

		Jimmy Johnson: Bass

		Vinnie Colaiuta: Drums

		Naomi Star: Vocals

		

		Solos:

		Allan Holdsworth: SynthAxe

		Vinnie Colaiuta: Drums

		

		The only other SynthAxe solo on the album is here (the other being on Wardenclyffe Tower). Vinnie's drum solo over a chordal synth vamp hearkens back to a similar device in the Tony Williams Lifetime song “Mr. Spock”. This is the only track on the album which has Colaiuta’s drums on it.

		0:00: Vocal verse over a modulating groove with melodic bass and rising glassy synth/organ chords.

		0:26: 2nd verse.

		0:57: SynthAxe (brass/square wave-ish patch) solo over seesaw synth vamp, then based on vocal section harmony, drum break.

		2:07: 2nd solo chorus.

		3:10: Drum solo over synth vamp.

		4:15: Opening vocal sequence reprise, ticking clocks.

		

		7. Questions (4:07)

		(Chad Wackerman)

		

		Allan Holdsworth: Guitar

		Jimmy Johnson: Bass

		Chad Wackerman: Drums & Keys

		

		Solo: Allan Holdsworth: Guitar

		

		Chad's song has less key modulation than Allan's usually do, but the main pedal harmony is a rich and mysterious one, all the same. To some, Allan's solos for Chad's tunes are more “digestible” than those for Allan's own songs, although this is probably mainly because Chad's solo blowing sequences are harmonically easier to follow.

		0:00: Drum fill into pedal groove with falling accent chords.

		0:29: Syncopated, enigmatic theme enters with synthetic plucked strung synth texture, cadence, theme/cadence reprise.

		1:42: Guitar solo over preceding structure.

		3:12: Theme reprise, cadence, final cadence with “disturbing” chord.

		

		8. Oneiric Moor (1:43)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar

		

		That was just an improvisation with two parts. I just recorded 15 minutes of improvisation. I listened to them and picked one I liked and then I played another part along with it spontaneously and that was that piece. ³⁶

		

		This song has a strong classical feel to it, somewhat like the work of 20th Century English composers such as Benjamin Britten or Ralph Vaughan Williams (ex. “Lark Ascending”).

		0:00: Wind sounds.

		0:11: Soft delayed chordal guitar textures - somewhat melancholic/pastoral. Slowly rising and falling melodic lines overlap each other. Wind sounds briefly return.

		

		9. Tokyo Dream (Bonus Track) (5:06)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar, SynthAxe

		Gordon Beck: Keyboards

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		

		Solo: Allan Holdsworth: Guitar

		

		The main difference between this and the original version (off Road Games) is that Gordon Beck plays the second guitar part on keyboards, and the guitar solo is almost twice as long. Gordon had toured Japan with this version of I.O.U. in 1985.

		0:00: Drum fill, intro arpeggio with added right hand tapped interval, falling accented chords, syncopated main riff with syncopated double-stop figures on keys.

		0:30: Arpeggio intro/accents developed with right hand sliding notes, accents, main riff reprise.

		1:20: Guitar solo (over main theme harmony, extended).

		3:37: Arpeggio intro/falling accented chords developed.

		4:16: Main riff, drum coda.

		

		10. The Un-Merry-Go-Round Part 4 (Bonus Track) (3:01)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar

		Gordon Beck: piano

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		

		Solo: Gordon Beck: Piano

		

		Instead of a guitar solo (such as was found in the original arrangement on Metal Fatigue), this new recording puts the solo spotlight on Gordon Beck.

		0:00: Chord melody guitar theme (midtempo groove), cadence, theme developed.

		0:44: Theme/cadence reprise.

		1:21: Piano solo over chord melody theme.

		2:35: Chord melody theme final reprise 

		

		11. The Un-Merry-Go-Round Part 5 (Bonus Track) (1:59)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar, baritone guitar

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		

		Solo: Allan Holdsworth: Guitar

		

		This vamp originally featured Alan Pasqua's keys on the version from Metal Fatigue, but here Allan takes the solo spot.

		0:00: Pedal vamp with clean guitar accents and guitar solo. Fade out.

		1:33: Brief fade in and out again.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Then! (2003)

		Recorded Live at the Roppongi Pit Inn, Tokyo, Japan

		May 4-6, 1990 (mostly May 5).

		

		Allan Holdsworth: Guitar, baritone guitar

		Steve Hunt: Keyboards

		Jimmy Johnson: Bass

		Gary Husband: Drums

		

		1. Zone I (4:08)

		(Group composition)

		

		Allan plays baritone guitar on this number.

		0:00: Midtempo tom and hi-hat groove, textural swells.

		1:10: Drums modulate the groove, as bass adds lead ornamentation.

		1:43: Lead guitar enters over implied pedal harmony with lively bass and keyboard accents.

		3:00: Textural harmonies and percolating synth runs return over drum accents.

		

		2. Proto-Cosmos (5:43)

		(Alan Pasqua)

		

		This is a song from the 1975 Tony Williams album Believe It.

		0:00: 3-accent descending fanfare motif bracketed by solo drum licks, leading to rhythmic ensemble figure.

		0:24: Allan's extended guitar solo over an uptempo, loping groove, accented by reappearance of the fanfare motif in each chorus.

		2:38: Fanfare with drum licks, followed by Hunt's keyboard solo (electric piano patch, guitar lays out).

		4:51: Opening fanfare sequence reprise, ending in a ritardando coda variation.

		

		3. White Line (9:39)

		(Allan Holdsworth)

		

		In this version of the I.O.U. song, the vocal line is carried by the lead guitar while Steve Hunt’s keyboards fill in the chordal harmonies.

		0:00: Arpeggio figure A, 1st verse with head in lead guitar, with accented cadence, arpeggio A.

		0:24: Lead guitar 2nd verse, cadence.

		0:41: Descending bridge harmony with lead guitar top line, developed, arpeggio A.

		1:11: Lead guitar 3rd verse, cadence.

		1:29: Syncopated volume swell/arpeggio harmony B over pedal bass accents.

		1:54: Hunt keyboard solo (muted brass texture) over uptempo groove variation of B, syncopated B harmony (almost 4 choruses total).

		4:41: 2-chord vamp C, syncopated volume swell harmony B over pedal bass accents.

		5:14: Guitar solo.

		6:03: Guitar solo chorus 2.

		6:50: Guitar solo chorus 3.

		7:34: Guitar solo chorus 4.

		8:44: 2-chord vamp C, arpeggio A.

		9:12: 4th verse, cadence, outro fanfare accents.

		

		4. Atavachron (4:43)

		(Allan Holdsworth)

		

		On this Atavachron tune, the original SynthAxe part is here replaced by a double-neck Delap electric guitar with one neck tuned in fifths.

		0:00: Syncopated, seesaw synth (soft brassy) chords over midtempo groove.

		0:26: Chorus: Rising chord accents, developed.

		0:44: Seesaw brassy synth figures reprise.

		1:10: Pedal ostinato vamp.

		1:26: Hunt electric piano solo over modulating cadences.

		2:01: Hunt piano solo over chorus.

		2:19: Seesaw chords, pedal ostinato (guitar solo begins).

		3:02: Guitar solo over modulating cadences.

		3:35: Guitar solo over chorus.

		3:54: Seesaw sequence, pedal ostinato.

		

		5. Zone II (5:31)

		(Group composition)

		

		Allan plays baritone guitar on this group improv number.

		0:00: High toms, textural guitar swells, joined by cymbals.

		1:11: Low heavy textures and toms, snare, etc. join the mix.

		2:01: Bass ornaments enter and keys become more prominent.

		2:38: Relaxed groove begins on drums (loosely), followed by exploratory lead guitar lines.

		3:50: Drums begin to dialogue with guitar and bass more directly as lead guitar ramps up.

		4:32: Tension begins to dissipate. Swelled guitar textures resume, with some punctuating drum accents.

		

		6. Pud Wud (8:06)

		(Allan Holdsworth)

		

		This is a tune from Sand, also probably played on a double-neck Delap guitar with one neck tuned in fifths.

		0:00: Bouncy main theme in brassy middle register accents punctuated by low register synth-bass flourishes and high textural accents.

		0:35: “Determined” B theme over a broader groove with rhythm section.

		0:50: Bass solo over main theme and B theme.

		2:25: Hunt keyboard solo (bright electric piano patch).

		4:46: Guitar solo.

		5:33: 2nd guitar solo chorus.

		6:20: 3rd guitar solo chorus.

		7:05: Main theme reprise, final chorus theme.

		

		7. House Of Mirrors (4:27)

		(Allan Holdsworth)

		

		This tune was initially recorded for Wardenclyffe Tower, but since there were already so many ballads, Allan decided to save it for Hard Hat Area. Here, it features a solo by Steve Hunt.

		0:00: Pastoral chord melody A on clean guitar.

		0:23: Chord melody B (syncopated), cadence.

		0:47: Chord melody A with added accents.

		1:10: Chord melody B, cadence.

		1:35: Modulating bridge, developed with accents/cadences from A section.

		2:24: Keys solo (“calliope” texture) over main theme sections harmony.

		4:10: Textural swells/coda.

		

		8. Non-Brewed Condiment (5:45)

		(Allan Holdsworth)

		

		This is another SynthAxe Atavachron tune newly-refitted with guitar. Steve Hunt adds keyboard here, whereas Kei Akagi filled that role on the 1986 Atavachron tour (see Frankfurt ’86).

		0:00: Drum fill into groove, fanfare (on guitar) over descending harmony, main vamp riff.

		0:28: Fanfare, vamp riff.

		0:44: Guitar solo over descending harmony based on vamp and fanfare rhythm.

		1:30: 2nd solo chorus.

		2:07: 3rd solo chorus.

		2:26: Fanfare, vamp riff, repeat.

		2:50: Keyboard solo (brassy texture), coda.

		5:14: Final drum cadenza.

		

		9. Zone III (7:39)

		(Group composition)

		

		Allan also plays baritone guitar on this final improv number, featuring torrid guitar and heavy organ.

		0:00: Quiet swelled textures joined by light drums.

		1:07: Bass and keys also become more prominent. Keyboard and bass ornaments ramp up.

		2:31: Heavy lead guitar enters with organ accents, staccato bass stabs and lively free-swing drums.

		3:38: Groove relaxes with return of swelled guitar textures, keyboard solo featured.

		4:55: Bending harmonies, abstract textures, lead guitar resumes (sometimes in a dialogue with keys). Drums develop into a cymbal-heavy groove.

		6:40: Textural opening “zone” reprise.

		

		10. Funnels (7:11)

		(Allan Holdsworth)

		

		Another Atavachron tune. The album track featured Billy Childs on keys, but this version features Steve Hunt.

		0:00: Head-chorus: Syncopated chord melody phrase, broader phrase with sliding chords, modulating cadence in even accents, chord melody reprise, brief sliding chord cadence.

		0:46: Guitar solo over head chorus (added synth choir accents in modulating cadence).

		1:38: 2nd guitar solo chorus.

		2:22: 3rd guitar solo chorus.

		2:59: 4th guitar solo chorus.

		3:41: Keys solo (soft reed patch, solo actually cued from end cadence of previous chorus).

		5:56: Head chorus with synth choir sweetener.

		6:39: Coda, final swelling textures.

		

	
		

		
			25: Hard Hat Curiosity
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		Skúli Sverrisson, Allan, Gary Husband, Allan’s manager Akira Yada, Steve Hunt

		(Courtesy Steve Hunt)

		

		Skúli Sverrisson

		

		After finishing a string of tour dates, Holdsworth and his live band at this time (drummer Gary Husband, keyboardist Steve Hunt and bassist Skúli Sverrisson) went into a recording studio to put down tracks for Hard Hat Area, which was released in 1993. This was also the first album with Skúli Sverrisson on bass, whom Allan had just engaged for a recent tour.

		

		When Jimmy Johnson wasn’t available (he was touring with James Taylor) Steve recommended Skúli... He was pretty amazing. After a few gigs he managed to play the material without reading - he had it in his head. He’s a wonderful musician and really unusual player. ⁸³

		

		Skúli talked about Allan in a recent tribute:

		

		Skúli Sverrisson: I first met Allan Holdsworth when I flew out to Los Angeles for an audition to join his band. To my surprise he was there to pick me up at the airport. The day after, I found myself in a rehearsal room with Allan, Chad Wackerman and Steve Hunt, and without saying a word Allan counted off the first piece and there I was playing the music I had admired for years. After hours of playing, Allan looked at me and said, 'You got the gig'. 'What does that mean?' I asked, and he answered, 'Well, we’re going on the road next week'. This was in the early nineties and marked the beginning of almost a decade of life-changing music-making that took us around the world. ¹²²

		

		Hard Hat Area

		

		Like the early albums I.O.U. and Road Games (and to a lesser extent Metal Fatigue), the new songs this time around had been “road-tested”, which gave the album a more organic feel.

		

		We had a lot more material before we started that one, more available than any other one...that's why I think 'Hard Hat Area' for me was a nicer album - you know, 'cause you had the same kind of thing as the first one (I.O.U.). The band toured a lot the last year and a half, so we played most of the music live before we recorded. Because of that, it has more of a live feel to it than the previous albums. I like that, and I must ensure that that's the way we do things from now on. You can hear people stretching, working the groove. It just sounds more organic, less sterile somehow than some of the other records. ...It was more of a 'band' record than my previous two, which were almost more like 'solo' records. When recording 'Hard Hat Area', we played almost everything together in the studio, whereas on those other albums, I recorded a lot of the tracks on my own, and then we added the bass and drums and other instruments afterwards. ⁴¹, ⁴², ⁸³

		

		Aside from the SynthAxe track “Hard Hat Area”, all of the songs on the album had at one time or another been part of the recent tour setlists (“Tullio” was rehearsed, but never actually performed in front of an audience). Live concerts sometimes ended with a “Prelude”-like synth/guitar duet, followed by a quartet “Zone” improvisation (represented on this album by the “Zone” following “Postlude”). Earlier “Zone” performances can also be heard on the live compilation album Then! (described in the previous chapter).

		

		The duo sequences with Steve Hunt and Skúli Sverrisson (“Prelude”, “Hard Hat Area” and “Postlude”) partially come across as impressionistic “imaginary film scores” (although “Hard Hat Area” does get pretty grooving in the second half), and this soundscape tendency would ultimately lead to 2001's SynthAxe-based album Flat Tire. However, Hard Hat Area on a whole has a “heavier” vibe going for it than the more pastoral Wardenclyffe Tower, and at the same time a greater sense of fun.

		

		The songs were still based on labyrinthine modulating chord harmonies, but, in contrast to the last couple albums, Allan's solos seem to go less “out”, giving them a somewhat more accessible quality - major key cadences tend to sound more joyous, and minor key ruminations more solemn. Maybe Allan didn't feel the need to apply so many “exotic colors” (alternate scales) this time, since the canvas itself (the chord progression) was already pretty exciting. On the other hand, it just may be that the compositions themselves have smoother, more naturally-flowing major key cadences. In any case, this album seems to have achieved a fresh combination of “material real” melodies over “material unreal” chord modulations.

		

		The Three Lives of Allan Holdsworth

		

		This album also closes out what I consider to be the “third period” of Allan's solo studio album career. The first period (musically, at least) included I.O.U., Road Games and Metal Fatigue, and was kind of a “rock” period. The second period (notable for the SynthAxe elements) included Atavachron and Sand (and in 2001 the SynthAxe album Flat Tire would pick up from this run). The third period - Secrets, Wardenclyffe Tower and Hard Hat Area - used a quartet band formation including Steve Hunt's keys, which enabled Allan to further develop long-form platforms for improvisation using harmonic modulation.

		

		Gear For the Curious

		

		From a gear perspective, Allan at this time relied primarily on his regular scale, Bill DeLap semi-hollow-body guitar, as DeLap had borrowed Allan's long-scale baritone guitars for some additional modifications. One track also apparently used a new kind of MIDI-controller designed by Starr Labs.

		

		There was a little holdover from Wardenclyffe Tower in that I played some SynthAxe and baritone guitar, but I tried to get rid of that and just play more regular guitar. At that time I was mostly playing guitars built by Steinberger and DeLap, and I was still using refrigerator-sized racks of gear to get my effects sounds. I also used an unusual synthesizer controller called a Ztar, built by Harvey Starr at Starr Labs. It’s like a little keyboard, but it’s laid out like a guitar neck, so instead of having the keys arranged like they are on a keyboard, they resemble frets. You lay it flat and play it like a piano or a pedal-steel guitar, but because you can play multiple notes on the same ‘string’, you can do some really impossible stuff, sort of like playing a three-dimensional keyboard. I used it on the improvisation that closes the album. ⁸³

		

		(The device Allan describes above sounds like it might actually have been Starr’s Z-board, which also appeared on Chad Wackerman’s 2012 album Dreams Nightmares And Improvisations).

		

		Just For the Curious

		

		The other major release around this period was Allan's first (and only) instructional video. In this 1993 production (with supplemental book and CD), Allan talks about his favorite scales and some of his ideas about chord melody composition. Included amongst the instructional portions are 6 songs played live in the studio with drummer Chad Wackerman, bassist Skúli Sverrisson and keyboardist Steve Hunt. Unfortunately, Allan later became critical of the mix on these sessions, and more or less dismissed the entire affair.

		

		The supplementary CD contains most of the audio selections from the video footage, but the video contains two additional songs not found on the CD for some reason (“Funnels” and “Tell Me”). The video/CD/DVD/book package is nicely assembled, and the book which comes with the package includes many examples, exercises and song transcriptions to illustrate Allan's thoughts. Sadly, Allan never made a second volume, which probably would have gone into his ideas about poly-tonal soloing and harmonic modulation in song composition (not to mention his rhythmic ideas). Allan plays the standard scale neck DeLap guitar in the video throughout. For more detail on the instructional elements of this release, see the Appendix (“Just For the Curious”).

		

		Grey Day: An Unfinished Track

		

		Around this time Allan and Gary Husband also worked on a song named “Grey Day”, (https://soundcloud.com/aryusband/grey-day-demo-allan-holdsworth) but it was never completed.

		

		Gary Husband: For some years I've maintained a strong affection for the bare bones of a piece my dear brother Allan Holdsworth formed and prepared, and one I attempted a drums take on, way back, oh... 1992 or 1993 timeframe. Allan had recorded a chord pass of this piece using his beloved DX sounds via the SynthAxe, and we had a day or two spare to do a bit of work on it together in his home studio. Unfortunately, I could not produce a drum pass that I was in any way, shape or form happy with, despite several attempts. ⁹³

		

		Song-by-song album commentary and breakdowns of Hard Hat Area and Just For the Curious appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Hard Hat Area (1994)

		Produced by Allan Holdsworth

		Recorded 1993.

		

		Allan Holdsworth: Guitar, SynthAxe, Starr Ztar

		Steve Hunt: Keys

		Skúli Sverrisson: Bass

		Gary Husband: Drums

		

		1. Prelude (1:35)

		(Allan Holdsworth/Steve Hunt semi-improvisation)

		

		Allan Holdsworth: Guitar

		Steve Hunt: Keys

		

		Steve Hunt: 'Prelude' was just me and Allan in the studio. I just made up something on the spot and he played to it as we did many times live. Then what was on the record was what he re-did back at his studio. ¹⁰¹

		

		Steve's impromptu keyboard modulations create a heartfelt and dynamic landscape for Allan to solo over. Several moods are traversed in a very short period of time.

		0:00: Rising keyboard harmonies, joined by guitar solo.

		0:37: Harmony begins descending.

		1:00: Coda based on suspense harmony.

		

		2. Ruhkukah (5:32)

		(Allan Holdsworth)

		

		Solos:

		Steve Hunt: Keys

		Allan Holdsworth: Guitar

		

		This is a breathtaking rocker, and features all the great elements of a Holdsworth classic: a heavy rhythmic hook, “out” pedal sections, melodic cadences and enigmatic seesaw chord accents. Allan's soaring solo here is outstanding.

		0:00: Syncopated rising motif with harmonized guitars, bubbling pedal bass with seesaw synth accents.

		0:13: Keyboard synth solo over 2 pedal sections and 2 cadence sequences (the opening 1st pedal sequence retains the seesaw chordal accents in the background).

		0:55: 2nd keys solo chorus.

		1:46: 3rd keys solo chorus.

		2:39: Rising harmonized head motif into guitar solo (with opening 1st pedal sequence, etc.).

		3:35: 2nd guitar solo chorus.

		4:26: 3rd guitar solo chorus.

		5:17: Coda (variation of head motif).

		

		3. Low Levels, High Stakes (9:03)

		(Allan Holdsworth)

		

		Solos:

		Steve Hunt: Piano

		Skúli Sverrisson: Bass

		Allan Holdsworth: Guitar

		

		Steve Hunt: I played my solos on 'House of Mirrors' and 'Low Level' there in the studio after we put down basic tracks. My other solos I did back at my house and sent them back to Allan. ¹⁰¹

		

		Long modulating solo sequences are bracketed by somewhat “solemn” head melody sections. Steve Hunt's piano solo here highlights a lot of dynamic subtleties in his touch, and Gary's dynamic drum grooves skillfully carve out the mood for each soloist's chorus.

		0:00: Sustained bass and synth choir harmony with an upwards-winding melody on synth clarinet (guitar in live renditions).

		0:36: Piano solo over modulating cadences and subdued drums.

		1:26: Piano 2nd chorus solo with clean guitar comping becoming more substantial, ending in a pedal cadence harmony (based on underlying head sequence).

		2:41: Bass solo supported by swelled harmony textures (“celestial strings”) and cymbals.

		3:31: Bass 2nd chorus, pedal cadence.

		4:45: Guitar solo (drums more upfront, rim shots begin developing).

		5:33: Guitar 2nd chorus, pedal cadence (drum fills).

		6:47: Guitar 3rd chorus (full drums).

		7:34: Guitar 4th chorus (final pedal cadence replaced by head).

		8:30: Synth clarinet head melody/choir textures returns over a pedal harmony and brief drum cadenza.

		

		4. Hard Hat Area (6:03)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar & SynthAxe

		Skúli Sverrisson: Bass

		

		I wouldn't have been able to do the same thing, color-wise and texture-wise, with just guitar (as opposed to the SynthAxe). 'Cause what I was visualizing was pictures - it was like music for an imaginary movie...about guys building a building. What I wanted to do was write a cartoon tune: I saw like a high-rise building being built - in Tokyo city, for example - but I could see a Super Mario version of the process. Quite often, I'll do that with my music. I’ll have a scene, as if I'm watching a movie. And I could see this structure going up, with clouds of dust and all. Skúli came up after a good night and said, 'I think we should have handed out crash helmets to the audience.' I started thinking, 'Oh, 'hard hat area', that's not too bad a name.' ⁴¹, ⁸⁵

		

		This composition is kind of like a sequel to “The Un-Merry-Go-Round” (Metal Fatigue). Like that tune, it has several distinct “scenes”, and also hinges on a staccato riff motif.

		0:00: A staccato bass/marimba-ish synth riff is developed over a soundscape of field recorded noises, modulating, brassy chord accents, trills, glissandi, and synthetic percussion noises (hammering, clock ticking, drills, etc.).

		1:55: Soft organ motif, becoming glassy choir synth and pizzicato string figures (variation of the earlier staccato riff, developed).

		2:48: Guitar solo over sustained chord, then sequenced drums and bubbling bass fade in (implied pedal harmony). This guitar solo segment probably has the lengthiest “poly-tonal” runs on the album.

		4:10: Guitar solo continues (more melodically) over modulating major key cadences with added piano chord accents (based on the previous organ motif).

		5:24: Percussive noises (and “steam blasts”), staccato synth motif reprise and soft string patch chords, final celestial cadence.

		

		5. Tullio (5:59)

		(Allan Holdsworth)

		

		Solos:

		Allan Holdsworth: Guitar

		Steve Hunt: Keys

		

		It's an extremely long chord sequence, you know. I think it’s the longest chord sequence I’ve done. It kind of goes where you don't think (it will) - it trips you up. I also like to modulate things, so even though it sounds like I’m playing the same thing twice, it’s being played in a different key. The whole solo section for keyboards and guitar is the same. It sounds as if it’s two or three different sections for the solos but it’s really only one time thru! It’s an example of how I let something complete itself in that I keep playing until I feel the piece makes a whole circle... I've never played a tune that was any harder than that for me to play through. It was so long I couldn’t remember all of it (the chord sequence to play over). I couldn't get through half a chorus without screwing up! We actually rehearsed that tune before we played in Japan, but the tune was so long that we never played it live. The band was like 'can we not do that tune tonight?' (laughter) And so we never did it live. 41, 65

		

		Tullio is 'Mr. Campagnolo', the inventor of pretty much everything that hangs on every bicycle today. It’s like race cars having certain innovations on them that show up 20 years later on regular cars. That’s what he’s done for bicycles. One story is that he designed a (unintelligible) bike and really felt good about them, but woke up one night and decided he could make them better - so he went to his shop and destroyed them all and threw them all away and started over. That’s incredible, really. Most people would sell the prototypes, and continue on after making a lot of money selling those first creations, but he didn’t do that. Everything I ever read about the guy I loved, plus I loved all his bike parts. ⁶³

		

		As Allan indicates, the solo section is a long sequence of non-repeating key changes, but this long structure is still broken up into natural sections by the accented drum breaks and rhythmic cadences. The “head” doesn't show up until the end of the guitar solo, which is a device Allan also employed on earlier songs like “The Things You See” and “Joshua”.

		0:00: Head chords with accented drums.

		0:08: Guitar solo begins over continuously-modulating triplet-groove cadences, sometimes separated in the beginning by brief pauses (pedals), supported by clean guitar arpeggio comping.

		1:02: Accented cadence, triplet groove modulations, brief pedal.

		1:29: Accented “mystery” cadence, extended with added power chord.

		1:53: Main cadence groove resumes, retransition cadence towards head melody.

		2:39: Head melody on guitar (harmonized) over accented drum rolls.

		2:56: Keyboard synth solo begins.

		3:54: Accented cadence.

		4:20: Accented “mystery” cadence ending with added guitar power chord ornament.

		4:44: Main groove resumes, accented retransition.

		5:30: Head melody on guitar (with overdubbed guitar ornaments).

		

		6. House of Mirrors (7:44)

		(Allan Holdsworth)

		

		Solos:

		Steve Hunt: Keys

		Allan Holdsworth: Guitar

		

		This tune kind of reminds me of being in a house of mirrors, because it modulates a lot, and I like that. That’s why that system of numbering chords - like for example 'ii-V-I' or whatever - doesn’t really work too well for me with my music, cause they move around too much to ever have a 'I' stay as a 'I'. But I guess because this tune does modulate a lot, that’s where I came up with the title. ³⁹

		

		Like the previous album's “Sphere of Innocence”, this tune has a somewhat languorous groove, but actually explores lots of subtle, complex modulations.

		0:00: Pastoral chord melody theme as swelled guitar textures.

		1:04: Chord melody theme with accented groove and clean guitar.

		2:19: Bridge, theme variation with drum accents (metric modulation?).

		3:00: Synth solo (calliope texture).

		5:03: Guitar solo with glassy synth comping.

		5:57: Solo continues over a sequence of rhythmic cadences (bridge sequence), outro solo.

		7:27: Final swelled cadence.

		

		7. Postlude (and Zone) (5:28)

		(Group composition)

		

		Part 1: Duo Improvisation

		

		Allan Holdsworth: SynthAxe melody (Starr Ztar?)

		Steve Hunt: Keyboard chords

		

		Another duo between Hunt and Holdsworth, this “Postlude” and the opening “Prelude” nicely bracket the album, with the final unlisted “Zone” acting as a coda.

		0:00: Snare roll, reedy lead melody over soft sustained synths (melancholic).

		1:05: Final cadence pedal harmony (falling).

		

		Part 2: Group improvisation

		Solos:

		Steve Hunt: Keys

		Allan Holdsworth: SynthAxe (Starr Ztar?)

		Skúli Sverrisson: Bass

		

		This final section is a good example of the Zone improvisations the band were doing during their recently-finished tours (as described in last chapter's coverage of Then!). Allan's SynthAxe solo here is simply off the hook…

		1:37: Keys solo over restless drums and bass (textural guitar accents and pedal harmony).

		3:03: SynthAxe solo (breathy brass/bassoon patch).

		4:18: Bass solo.

		5:00: Synth accents lead to final cadence chord.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Just For the Curious (1993)

		

		Allan Holdsworth: Guitar

		Steve Hunt: Keyboards

		Skúli Sverrisson: Bass

		Chad Wackerman: Drums

		

		21. Proto-Cosmos (4:51)

		(Alan Pasqua)

		

		0:00: Allan's spoken intro.

		0:35: 3-accent descending fanfare motif bracketed by solo drum licks, leading to rhythmic ensemble figure.

		0:59: Allan's guitar solo over an uptempo, loping groove, accented by reappearances of the fanfare motif.

		2:28: Fanfare with drum licks, followed by electric piano (keys) solo (guitar plays textural swells, gentle comping).

		4:13: Opening fanfare sequence reprise, ending in a ritardando coda variation with outro guitar solo.

		

		22. Looking Glass (8:50)

		(Allan Holdsworth)

		

		0:00: Allan's spoken intro.

		1:17: Drum fill, accented head chords driven by lively drum fills.

		1:42: Accented head (reprise variation), ending cadence.

		2:08: Chorus with broader groove.

		2:29: Accented head, now transposed to a lower key.

		2:52: Guitar solo over modulating chorus/head variations.

		5:29: Keyboard solo.

		7:31: Chorus with keys in top line, accented head (twice, as in the opening).

		

		23. The Things You See (8:46)

		(Allan Holdsworth)

		

		0:00: Allan's spoken intro.

		0:23: Rising fanfare (without lead guitar), syncopated cadence.

		0:42: 1st verse melody in keys over descending harmony, rising cadence, repeat with variation, fanfare.

		1:16: 2nd verse in higher register lead melody.

		1:43: Bridge, accented cadences based on verse harmony.

		2:11: Pedal bass with skittering hi-hat and verse harmony variation in guitar swells.

		2:45: Keys solo over propulsive groove (harmony for “main” head melody).

		4:25: Guitar solo.

		6:30: Chord melody verse cadence, bridge reprise, accented cadences.

		7:14: 3rd verse led by keys using main head melody (from “Wish”), reprise higher register, ending in final outro keys lead over fanfare reprise/rave-up.

		

		25. Zone (7:38)

		(Group improvisation)

		

		0:00: Textural guitar swells.

		1:42: Cymbals enter, followed by rim shots, keys, busy walking bass.

		2:17: Guitar solo over walking bass and lively drums with swelled keyboard accents.

		3:30: Textural harmonies lead to keyboard solo over drum accents and changing groove dynamics.

		4:59: Bass solo over accented textures.

		5:45: Groove relaxes into group dialogue.

		6:13: “Material Real” intro chords, joined by drums and building, etc.

		

		Funnels (5:47)

		(Allan Holdsworth)

		(Video-only)

		

		0:00: Head-chorus: Syncopated chord melody phrase, broader variation, modulating cadence, chord melody reprise, accented cadence.

		0:46: Guitar solo over head chorus.

		1:39: 2nd guitar solo chorus (added choir synth textures).

		2:23: 3rd guitar solo chorus.

		3:01: Keyboard solo.

		4:32: Head-chorus.

		5:16: Coda, final swelled textures.

		

		Tell Me (5:24)

		(Chad Wackerman)

		(Video-only)

		

		0:00: Drum fill into galloping “rock vamp” motif, accented with two Debussy-like chords (synth wails), rising synth motif, developed with accents.

		1:07: Vamp motif/accent chords reprise (subtle synth ornaments), rising motif, extended accents.

		1:46: Bridge variation of main chordal motif.

		2:19: Keys solo over main groove, rising motif.

		3:25: Guitar solo with polytonal scalar runs.

		4:36: Bridge reprise (drum fills), drum cadenza.

		

	
		

		
			interlude ii: sessions 1990-1997
		

		

		

		

		As in the 1980s, Allan continued to add solos and other guitar/SynthAxe parts to many 1990s albums from many different genres. For example, in the early '90s long-time I.O.U. drummer Gary Husband played with fusion-pop band Level 42, led by slap bassist Mark King. Through this connection, Allan was engaged to record guitar parts for the album Guaranteed, and joined them on a few U.K. dates while they looked for a new permanent guitarist (ultimately being Jakko Jakszyk). Notes on this and other projects are highlighted below.

		

		Steve Tavaglione: Blue Tav (1990)

		“Tsunami” (w. Vinnie Colaiuta): Uptempo, brass-driven boogie, thorny guitar solo begins at 1:20, followed by some lightly-scooped guitar comping, funky riffage, SynthAxe solo at 2:58.

		

		Level 42: Guaranteed (1991)

		“Seven Years”: 2:56: Brief guitar ornament, 3:57: Outro solo.

		“A Kinder Eye”: Guitar lead featured in theme top line, substantial outro solo from 4:30.

		“She Can't Help Herself”: 2:24: Lead guitar line in bridge melody, returns at 4:45 for outro solo and final cadence.

		“If You Were Mine”: Opening guitar lead line, ornaments for chorus, 3:37: Guitar solo, riffing.

		“With A Little Love”: 1:06: Guitar solo (brief).

		

		The 2nd half of a radio broadcast of one 1990 Level 42/Holdsworth show at Hammersmith can be found online on Soundcloud. ¹⁴¹

		

		Paz: Love In Peace (Amour Empaz) (1991)

		“Dream Sequence”: This is actually “Kandeen Love Song” and “Dream Sequence” from a BBC radio broadcast featuring Dick Crouch, Ray Warleigh and the Singing Bowls of Tibet (see Chapter 14 and the Appendix “The BBC Jazz Sessions: Breakdowns and Analysis”).

		

		Andrea Marcelli:

		Silent Will (1991)

		“Final Project” (w. Wayne Shorter, John Patitucci): Opening guitar/SynthAxe lead line (duet with Shorter's sax), 2:01: Substantial guitar solo over modulating pedal, 4:38: Guitar returns for another brief duet with Shorter's soprano sax, then rising lead line, 6:06: SynthAxe and Patitucci bass duet cadenza.

		“Love Remembered” (w. Wayne Shorter, John Patitucci): 6:14: Substantial guitar solo over midtempo accented groove to end.

		“Lights” (w. John Patitucci): SynthAxe opening cadenza, 2:00: SynthAxe solo.

		

		Oneness (1993)

		“Moon” (w. Kei Akagi): Opening guitar lead melody, 2:11: Guitar solo to end. Allan used the “Boris” (36” scale) DeLap baritone guitar for this track.

		“You Have To Wait” (with Gary Willis): 2:42: Guitar solo, with some processing.

		

		Jeff Watson: Lone Ranger (1992)

		“Forest Of Feeling”: 1:46: Guitar solo, 3:35: Jeff (left) and Allan (right) trade solos.

		

		Gongzilla: Suffer (1995)

		“Gongzilla”: Opening harmonized guitar motif, lead guitar top lines in various sections, lead line and solo from 4:58 to end.

		“Bad Habits”: Solo at 1:00.

		“Almost You”: Solo at 2:57.

		“Allan Qui?”: Solo at 2:29.

		

		Gorky Park: Stare (1996)

		“Don't Make Me Stay”: Solo at 3:43.

		

		Steve Hunt: From Your Heart And From Your Soul (1997)

		“Wring It Out”: Lead lines, substantial solo over modulating harmonies from 0:52.

		“Funnels”: Holdsworth composition arranged for solo piano (from Atavachron).

		“Belle Faccia”: This tune is a solo piano arrangement of “Dodgy Boat”, which was originally recorded on Holdsworth's album Wardenclyffe Tower.

		

	
		

		
			VIII
		

		
			Shave and A Haircut
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			26: None Too Soon
		

		

		Going Trad

		

		After the Wardenclyffe Tower and Hard Hat Area tours, Allan was invited to record a Beatles song for a guitar tribute compilation. Gordon Beck, at the time staying over at Allan’s house, suggested they do a cover of “Michelle”. For this one-off project, Allan also engaged bassist Gary Willis and drummer Kirk Covington to lay down rhythm tracks. Although this was the first time Allan had worked with drummer Kirk Covington, bassist Gary Willis had previously toured with Allan and contributed to “The Un-Merry-Go-Round” from Metal Fatigue (1985). The success of this track inspired Allan to investigate the possibility of doing more covers with this band.

		

		I grew up listening to that kind of music (traditional jazz). I was never actually actively involved in playing like, standards or something, so what I would do was - what are the chords, these are the scales - and just play on it. I didn’t have a formula for it - I just played it as if it were an original tune I had never heard before. We thought it was a good idea to show my playing in a different context. Maybe my music becomes more accessible for people if they can recognize the songs? I wanted to establish that a chord sequence is a chord sequence: the fact that one is traditional jazz and the other is from my own music makes no difference. The other thing I wanted to achieve was to play in a traditional context with my usual distorted sound. I think it worked. ⁶⁶, ⁸⁶

		

		None Too Soon was the first Holdsworth album to be recorded entirely at Allan's newly-rebuilt home studio. In this project, Allan decided to go for a vintage “dry” aesthetic, and thus a large room wasn’t required for recording the rhythm section tracks (this same ethos and intimate sound would be used for Allan's next album, The Sixteen Men of Tain). Although not his first choice, Gordon Beck ended up playing a digital piano, since an acoustic one was not available. In order to get as refined a solo take as possible, Allan overdubbed his guitar solos (and some SynthAxe) after the rhythm takes were completed first. This technique of adding solos over preexisting rhythm tracks may not have exactly been “in the jazz tradition”, but it was a practice Allan had become very comfortable with while making his last several albums.

		

		Although this record was released as an 'Allan Holdsworth' album, it's actually closer to a Gordon Beck record, as it sounds more like a follow up to Beck’s 1979 album Sunbird than Allan’s Hard Hat Area. Although the album producer is credited as Allan, it’s possible that Gordon Beck might have taken on a large part of this load. In any case, it features some great playing from every band member, and is a fitting climax to Allan's long relationship with Beck. These song choices (pieces by John Coltrane, Bill Evans, Django Reinhardt, Irving Berlin, Joe Henderson, Gordon Beck and a second Beatles tune) highlight a different side of Allan's jazz background, but also bring a more “modern sound” with the SynthAxe and synthesizer module textures. Some songs are fairly straight renditions, while a couple change the original song’s mood into something more unique (“Nuages”, for example).

		

		Unfortunately, the album's release had some distribution issues, and was not available in America until late 1996. In any case, this project ended up being a studio-only effort, as the None Too Soon quartet never actually toured to promote the album (although the Hard Hat Area band did tour in 1995). However, the album's more “trad” elements apparently did get Allan to start thinking about songs for a new album with a similar, less “electric” aesthetic.

		

		Gear: The Shave and a Haircut

		

		Around this time Allan began a new relationship with Carvin to build some custom guitars.

		

		I was mainly playing my Steinbergers through a couple of Mesa Boogies, one of which is a Dual Rectifier, although I've actually switched to Carvin guitars just recently. Bunny Brunel (bass player, ex-Chick Corea) came over with this amazing Carvin bass guitar. I know they always had this reputation of doing high quality guitars at a lower price and all that stuff, but this guitar was really pretty amazing. Bunny suggested that I talk to them and see if they would make me an instrument. It turned out that they were interested in doing a special one-off custom guitar, but the bottom line was that if they weren't able to make a guitar that I was going to play, then it was no deal. So they came up with several prototypes and they kept changing them and modifying them. I got two of the H1 advanced prototypes just a few days ago and they're absolutely amazing. I'm really happy with them, so that's what I'm going to be playing from now on. I used one for a recording yesterday and it sounded great! ⁴⁵

		

		During these years Allan also continued using custom headless guitars built by Bill DeLap:

		

		When Steinberger (temporarily) folded, Bill DeLap stepped in and made me a number of great wood-bodied headless guitars - including a couple of double-necks (regular/baritone). I used them on Hard Hat Area, None Too Soon and The Sixteen Men of Tain. ⁵⁸

		

		A little more detail on the Holdsworth sound for this period was recently described by Allan’s friend Chip Flynn on the Holdsworth Facebook group:

		

		Chip Flynn: The 'shave and a haircut'. During the None Too Soon sessions, Allan worked tirelessly trying to get sustain and clarity, and a tone befitting an electric jazz context. He wanted to 'shave' out the rattiness of the upper treble areas... So he set the DG1000 to zero bass, treble almost off, and high and low mids around 5/6 - took that signal and 'shaved' the treble at 4K, and rolled in more bass with an 1140 TC Parametric EQ. Then he compressed that sound with a DBX compressor and used a noise gate to clamp the note when he lifted his left-hand fingers... This went into a borrowed JCM 800 to his Holdsworth Harness, to a (consumer) Yamaha home stereo amp. We were on the phone a lot during this period... Allan nicknamed this technique the 'shave and a haircut'. The None Too Soon guitar was a Spruce-topped Delap. Allan said the guitar was too soft in sound to gig with. ¹²³

		

		Breakdowns of “Michelle” and None Too Soon appear on the following pages.

		

		

		

		

		Song Breakdown

		

		

		

		Michelle (4:53) from Come Together: Guitar Tribute to the Beatles (1993)

		(John Lennon, Paul McCartney)

		

		Allan Holdsworth: Guitar

		Gordon Beck: Keyboards, synthesizers

		Gary Willis: Bass

		Kirk Covington: Drums

		

		0:00: Slow and deliberate main (chorus) theme with guitar in top voice, cadence with piano flourishes. Repeat.

		0:42: 2nd theme in midtempo walking bass groove, ending piano flourishes, slow main theme reprise.

		1:27: Guitar solo over midtempo swing using both theme harmonies.

		2:23: Piano solo.

		3:35: 2nd theme, cadence.

		3:59: Slow main theme, developed ending cadence, final synth swell.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: None Too Soon (1996)

		Produced by Allan Holdsworth, Recorded 1995

		

		Allan Holdsworth: Guitar, SynthAxe

		Gordon Beck: Digital piano

		Gary Willis: Bass, fretless bass

		Kirk Covington: Drums

		

		1. Countdown (3:11)

		(John Coltrane)

		

		Solos:

		Allan Holdsworth + Kirk Covington: Guitar and drums duet

		Allan Holdsworth: Guitar

		

		Employing the lightning-quick “Coltrane changes” (and derived from Miles Davis' “Tune Up” - but with chord substitutions), this tune is tricky to play through - but Allan has a ball with it. The first guitar solo is an improvisation with the drums only. The theme eventually surfaces in a clean guitar chord melody. The second solo (against “Coltrane changes”) has Beck's piano support, and the third is a looser trio affair without piano.

		0:00: Electronic textures, lead guitar and drums duet improvisation.

		0:44: Uptempo chordal theme with cadences.

		0:58: Guitar solo (with piano comping), cadence.

		2:05: Chordal theme reprise.

		2:23: Second guitar solo (no piano). Fade out.

		

		2. Nuages (5:41)

		(Django Reinhardt and Jacques Larue)

		

		Solos:

		Allan Holdsworth: SynthAxe, Guitar

		Gordon Beck: Piano

		

		What I wanted to do was my own rendition of something Django had done, rather than try to do something in a way that he might have done it, which I couldn't do anyway. For the introduction I just took and re-harmonized the middle section. Then we just played over the sequence and the melody actually comes at the end. Django was always one of my main inspirations when I was younger. My dad used to have lots of Django records and I thought he was absolutely amazing. ⁴⁵

		

		The melody of “Nuages” is carried in the keyboard part and only really appears near the end. The original version has a somewhat “wry” mood, but in this arrangement it has a more elegiac vibe.

		0:00: Introduction: SynthAxe “reed” tone with “muted brass” chordal accents, harmonized rising-falling figure, developed (based on the B section of “Nuages”).

		0:44: Guitar solo 1st chorus over swing ballad based on theme.

		1:16: 2nd chorus.

		1:55: 3rd chorus.

		2:28: 4th chorus.

		3:02: Piano solo.

		4:05: Theme in rising-falling glassy synth chords with SynthAxe flute/reeds solo.

		5:13: Ending cadence.

		

		3. How Deep is the Ocean (5:29)

		(Irving Berlin)

		

		Solos:

		Allan Holdsworth: Guitar

		Gordon Beck: Piano

		

		This tune launches straight into the guitar solo and saves the head for the end (delivered by the lead guitar). It has a very different feel than most other traditional arrangements of this chestnut.

		0:00: Drum roll leads directly into guitar solo over song changes.

		2:22: Piano solo (a few stray SynthAxe accents).

		4:35: Theme in guitar lead, final SynthAxe textures.

		

		4. Isotope (5:42)

		(Joe Henderson)

		

		Solos:

		Gordon Beck: Piano

		Gary Willis: Bass

		Allan Holdsworth: Guitar

		

		This sardonic and bluesy tune reminds me of Thelonious Monk's “Trinkle Tinkle” style, and it's interesting to hear Allan “tear it up” on a song so similar in spirit to one of Coltrane's legendary main collaborators.

		0:00: Lively theme (bluesy) in guitar lead and piano over midtempo swing.

		0:31: Piano solo.

		2:25: Head cadence, bass solo over drums and clean guitar comping.

		3:42: Guitar solo (piano comps).

		5:03: End head cadence, head reprise, developed.

		

		5. None Too Soon (with Interlude) (7:44)

		(Gordon Beck/Allan Holdsworth: Interlude)

		

		Solos:

		Allan Holdsworth: Guitar

		Kirk Covington: Drums

		

		This modulating, modal tune is probably closer to Allan's “regular” musical environment than the jazz blues-based changes of most of the other songs here. The “Interlude” is entirely an Allan Holdsworth composition.

		0:00: Pt.1: Suspenseful pedal harmony with piano flourishes, slow, rising-falling accent chords (doubled with SynthAxe).

		1:18: Bridge with subdivided groove.

		1:34: Guitar solo (modulating pedal harmony).

		4:11: Interlude: Tolling textures, glassy chord accents, brassy accents, muted brass SynthAxe lead line.

		5:18: Rising-falling chords/textures.

		5:42: Pt.2: Drums return, followed by opening theme reprise, drums featured.

		6:55: Bridge (added harmonies), ending cadence/tolling bells.

		

		6. Norwegian Wood (5:55)

		(John Lennon, Paul McCartney)

		

		Solos:

		Gordon Beck: Piano

		Allan Holdsworth: Guitar

		

		This swinging arrangement is driven by Gordon Beck's accented/swingy piano style. Allan's solo has some great interaction with the rhythm section in its second chorus.

		0:00: Rising/falling piano accents lead to the opening melody in clean lead guitar (with accented rhythms).

		1:05: Piano solo (uptempo swing groove).

		2:55: Guitar solo begins over piano accents, theme harmony (piano comps).

		4:50: Theme in lead guitar (lead tone)/accented piano, ending cadence, SynthAxe swell.

		

		7. Very Early (7:42)

		(Bill Evans)

		

		Solos:

		Gary Willis: Bass

		Gordon Beck: Piano

		

		This jazz-blues ballad highlights Gary Willis and Gordon Beck, as well as some nice SynthAxe comping from Allan in the second half.

		0:00: Glassy textures lead to electric piano flourishes, fretless bass solo (beginning with theme statement and variation).

		1:24: Piano solo over drums and walking bass.

		3:47: 2nd bass solo with SynthAxe textures and drums (no piano).

		6:08: Head melody in SynthAxe with reedy/muted brass tone, developed.

		7:11: Falling cadence harmony, SynthAxe outro flourishes.

		

		8. San Marcos (3:24)

		(Gordon Beck)

		

		Solos:

		Gordon Beck: Piano

		Allan Holdsworth: Guitar

		Kirk Covington: Drums

		

		The main theme of this uptempo burner is presented on SynthAxe “brass”.

		0:00: Fanfare accents, SynthAxe brass theme over uptempo groove, accented cadence.

		0:27: Piano solo.

		1:35: Guitar solo (Four 8-bar choruses).

		2:29: Fanfare (drum solo over reduced tempo groove).

		2:57: SynthAxe brass theme, end cadence.

		

		9. Inner Urge (6:15)

		(Joe Henderson)

		

		Solos:

		Gary Willis: Bass

		Gordon Beck: Piano

		Allan Holdsworth: Guitar

		

		This tune has a rhythmically fascinating head melody, but is harmonically based on a blues progression. The band covers this tune in a fairly straightforward rendition. I assume the end message is Allan's voice.

		0:00: Theme in lead guitar.

		0:29: Bass solo (3 choruses) supported by clean guitar comping/drums. Guitar textures become thicker.

		1:50: Piano solo (guitar drops out, 5 choruses).

		4:04: Guitar solo 1st chorus (piano comps).

		4:30: 2nd chorus solo.

		4:57: 3rd chorus solo.

		5:21: Theme reprise (variation with some added SynthAxe drone textures).

		5:49: End message (brew time).

		

	
		

		
			27: The Sixteen Men Of Tain
		

		

		Touring with Dave Carpenter and Gary Novak

		

		With most members of the Hard Hat Area band busy on other projects in 1996, Allan decided to collaborate with LA session bassist Dave Carpenter and Chick Corea drummer Gary Novak. In contrast to Jimmy Johnson's melodic single-note support and Skúli Sverrisson's funk-tinged attack, Carpenter's live 6-string bass style was somewhat closer to Jeff Berlin's chordal Road Games approach. However, due to the more harmonically-complex nature of Allan’s writing at this time (compared to the “relatively simple” Road Games songs), Carpenter’s note choices more closely outlined the chord modulations implied in Allan’s tunes, usually by applying a walking bass to them or comping 4-note chords. To balance out Carpenter's thick harmonic approach, Novak frequently laid down drum textures with an Elvin Jones-like “field of sound” attack. In other words, Novak tended to imply a swing pulse, as opposed to accenting each rhythmic twist and turn (which was often encouraged in Allan's earlier albums). This new “jazzy” approach was strikingly apparent in live renditions of classic songs like “Looking Glass”, etc.

		

		Initial sessions for a new album with Carpenter and Novak began in late 1996. A few 1997 gigs also featured Chad Wackerman or Peter Erskine on drums, but the Carpenter-Novak rhythm section was essentially Allan's main band for the second half of the 1990s. At this point, several new songs (“The Sixteen Men Of Tain”, “Above & Below”, “0274” and “Texas”) began appearing in live setlists such as the one listed below:

		The Sixteen Men Of Tain

		Looking Glass

		Chordal Improvisation solo

		Above & Below

		Water On The Brain Pt. II

		Funnels

		Letters Of Marque

		Tokyo Dream

		House Of Mirrors (solo by Dave Carpenter)

		Shallow Sea

		0274

		Texas

		Proto Cosmos

		Zone/Material Unreal

		Low Levels, High Stakes

		

		Warsaw Summer Jazz Days '98

		

		Although Allan was without a record deal during this time, the early Holdsworth-Carpenter-Novak trio was fortunately recorded on a few professional broadcasts, and one of these was released in 2019 as Warsaw Summer Jazz Days ’98. At this time Allan was employing the Roland VG-8 modelling effects processor, which allowed him to dial up some new guitar textures even without bringing along the now-creaky SynthAxe. The effect of this new sound processor can be heard most dramatically in the solo tones of the first half of the set. Somewhere around the new song “0274”, Allan dials the VG-8 back, probably to let the lead lines sit more comfortably in the context of the older cuts. As for this and other new songs, this trio had by this time been working together for almost 2 years, and their sense of musical dialogue in this live document seems natural and assured. It’s also worth noting that Dave Carpenter plays electric bass on these renditions of songs from the yet-to-be-released Sixteen Men of Tain, whereas on the studio album he would end up playing mostly acoustic bass.

		

		Since this performance occurred over a year before the album was completed and released, it is described in the breakdowns on the next page before a discussion of The Sixteen Men of Tain itself.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Warsaw Summer Jazz Days '98 (2019)

		Recorded June 19, 1998, Warsaw Congress Hall, Poland

		

		Allan Holdsworth: Guitar, Roland VG-8

		Dave Carpenter: Electric Bass

		Gary Novak: Drums

		

		1. The Sixteen Men Of Tain (6:42)

		

		This song will be featured on the new album, although this earlier live version has more ornamentation (fills) in the “verse” sections than the album version.

		0:00: Prelude (opening cadence).

		0:16: Accented 3-beat chordal motif (verse), cadence, verse reprise (developed with ornaments).

		0:55: Evenly-accented seesaw chord melody.

		1:08: Bass solo over previous theme structure.

		1:46: Accented seesaw chord melody reprise.

		2:03: Guitar solo (processed through VG-8) over rising cadence, swing groove begins, with generous amounts of bass comping.

		4:30: Opening cadence, chordal motif with drum cadenza, cadence.

		5:49: Chordal motif, accented seesaw chord melody, end cadence.

		

		2. Looking Glass (5:31)

		

		The Carpenter/Novak rhythm section gives this version a different mood than the one featured on Atavachron.

		0:00: Accented head chords driven by drum fills, accented head (reprise variation), ending cadence.

		0:47: Chorus with broader groove, accented head transposed.

		1:29: Guitar solo over modulating chorus/head variations.

		4:25: Chorus, accented head chords.

		

		3. Above & Below (6:26)

		

		This song will be featured on the new album. It opens with a long opening chordal section, but has no lead solo in the song itself.

		0:00: Solo improvisation with swelled chordal guitar textures, mysterious and melancholy.

		1:21: Main theme on swelled chords: pastoral chord melody ballad, cadence, rising cadence.

		2:26: Drums and bass join on song intro pedal chords.

		3:07: Main theme reprise with variation.

		3:51: Modulating bridge.

		4:09: Main theme reappears with variations, cadences.

		5:36: Final chordal swells.

		

		4. Water On The Brain Pt. II (5:35)

		

		This number gives Dave Carpenter and Gary Novak spotlight solos.

		0:00: Syncopated/accented main theme (chords), accented groove.

		0:19: Main theme with lead line, accented groove, repeat.

		0:50: Bridge cadence.

		1:00: Bass solo.

		3:58: Main theme with lead line, accented groove.

		4:16: Drum solo over comping.

		5:02: Accented groove, end cadence.

		

		5. Material Unreal (9:07)

		

		This number is essentially a “Zone” free improvisation, based around an implied modal harmony. It ends with the closing cadence (and drum cadenza) from “Material Real” (Road Games).

		0:00: Guitar improvisation intro joined by bass/drums (Zone improvisation).

		1:45: Guitar solo over a mysterious funk groove, building up in intensity.

		4:44: Groove broadens out as solo continues.

		6:22: “Material Real” cadence harmony begins, drum cadenza builds underneath, final “unreal” chordal swell.

		

		6. 0274 (8:13)

		

		This song will be featured on the new album and is further described in the next section.

		0:00: Rising and falling pastoral chord melody.

		0:29: Chord melody short reprise.

		0:47: Modulating cadence with arpeggios.

		1:09: Theme reprise, break, accented chordal vamp.

		1:36: Main solo harmony sequence begins: broad chord modulations, rising cadence, developed with arpeggios, accented chordal vamp.

		2:40: Guitar solo over modulating harmony, accented vamp.

		3:39: 2nd solo chorus.

		4:38: 3rd solo chorus.

		5:36: Bass solo, transition.

		7:02: Previous cadence developed with arpeggios.

		7:18: Opening theme variation (coda).

		

		7. Letters Of Marque (11:57)

		

		This track and the next probably use the least amount of VG-8 processing and have a more “classic” tone.

		0:00: Drum fill into cheerful main riff, enigmatic pedal harmony.

		0:34: Reprise main riff with added accents, pedal harmony.

		1:02: Bass solo with guitar comping over light, uptempo drums, pedal cadence.

		3:21: Guitar solo over galloping bass, pedal.

		6:52: Drum solo (unaccompanied).

		9:09: Guitar and bass reenter for pedal section, main riff reprise with added accents, final cadence.

		

		8. Texas (7:35)

		

		This song will be featured on the new album and is further described in the next section.

		0:00: Drum roll into heavy intro motif, chord melody A theme with syncopated cadence.

		0:20: B theme with modulating chord fragments.

		0:36: C theme with clean lead tone and accented cadence.

		0:47: Chord melody A theme reprise.

		1:03: Guitar solo.

		1:35: Solo continues over accented cadences.

		1:59: 2nd solo chorus.

		2:50: 3rd solo chorus.

		3:43: 4th solo chorus, clean cadence section.

		4:31: “Coda” solo over B & C themes.

		5:07: Chord melody A theme final reprise, final arpeggio.

		

		9. Proto-Cosmos (3:58)

		

		This tune comes from his Tony Williams Lifetime days (Believe It) and can also be heard performed with his 1990 quartet with keyboardist Steve Hunt, bassist Jimmy Johnson and drummer Gary Husband on Then!, and then in the following decade with the Blues for Tony band reuniting him with Alan Pasqua. In each of these recordings, it’s fascinating to compare what each of these bands brings to this primal tune (and to hear Allan’s development of his own style through the decades).

		0:00: 3-accent descending fanfare motif, bracketed by solo drum licks, leading to a theme figure.

		0:24: Allan's guitar solo over an uptempo, loping groove, accented by reappearances of the fanfare motif.

		2:42: Opening fanfare sequence reprise with drum cadenzas, theme figure, ending in a ritardando coda variation and short guitar cadenza.

		

		Like other Manifesto releases, this CD includes a bonus DVD of live concert footage. The DVD has two sets. The first is a set of compiled highlights from the band’s full set, produced for rebroadcast with formal end credits.

		0:00: Looking Glass

		4:52: Water On the Brain Pt. II

		10:02: Zone (Improvisation) / Material Unreal

		19:00: 0274

		27:05: Letters of Marque

		37:57: Texas

		43:36: Credits

		

		The second set is sourced from a “bootleg” capture from the live stream and thus in much lower fidelity. It is here labelled here as “Bonus Footage”. This program has songs not included on the first program: “Sixteen Men of Tain”, “Above & Below” and “Proto-Cosmos”.

		0:00: Sixteen Men of Tain

		6:58: Looking Glass (intro edit only)

		7:57: Solo Improvisation /

		9:19: Above & Below (solo guitar intro, then band)

		15:47: Texas (intro edit only)

		17:12: Proto-Cosmos

		

		(The back of the disc shows a listing of tracks but is incorrect in a couple places. The above is a corrected listing.)
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		Allan with a Carvin guitar.

		(Credit: Manuel Cebada)

		

		The Sixteen Men of Tain

		

		In 1999, the trio with Carpenter and Novak finally released The Sixteen Men of Tain domestically on independent label Gnarly Geezer. The Sixteen Men of Tain has a good mixture of complex song structures, looser improvisatory sequences, and long, enigmatic, modulating harmonies designed for complex “polytonal” soloing. In fact, two songs, “The Sixteen Men of Tain” and “Texas”, actually have more than one set of blowing changes (chord progressions for soloing). “The Sixteen Men of Tain” has a bass solo over the head changes, and then a separate modulating harmony for the guitar solo. “Texas” has a main set of changes for the guitar solo, but the trumpet solo's final chorus is actually a variation of the song's head.

		

		Dave Carpenter's acoustic bass and Gary Novak's polyrhythmic stick-work also seemed to have inspired some more “swinging” grooves. Not only that, but on two songs Allan invited guest trumpeter Walt Fowler to sit in. Fowler had in fact played with Allan a few years prior on one of Chad Wackerman's solo albums (The View), and was also friends with Carpenter and Novak.

		

		I knew that I was trying to refine this electric guitar sound and I felt this would be a really good backdrop for me to write some original music for, and have the intensity in the music, but have a slightly different texture to it, you know, a softer kind of feel. The fact that Dave Carpenter played acoustic bass was nice, because I was like 'Maybe it would be nice if you played acoustic bass on this record.' That's the beauty of it as well, because he - like a lot of the other bass guitar players I've played with - he plays a lot. If you put Dave on bass guitar, he's playing all the time, and he plays chords - I keep telling him I'm going to buy him a 1-string bass guitar! So giving him the acoustic bass was great. It was a good element to have, and I think it also added something to the sound, which is also important to loads of people's perception of it.

		

		We did two tours of Europe with that group (and some gigs in the States). So after the end of the touring, I felt like I needed to record it. I had lost my record deal, so my manager loaned me the money to pay the guys to do the record. So we recorded it in like, one weekend, and then I shelved it, and sat it on the back burner until I got a record deal - which was about a year and a half later on this new small label (Gnarly Geezer). Then I went ahead and finished it. ⁵², ⁴⁸

		

		Interestingly, Carpenter first recorded 6-string electric bass for several tracks on The Sixteen Men of Tain, but these were later replaced by acoustic bass (noted in Chris Hoard's liner notes to The Man Who Changed Guitar Forever).

		

		The title (“The Sixteen Men of Tain”) comes from one of the (album) tracks. I used that because I like the sound of it. The first track (“0274”) is a bit darker, but the title track has a sort of festive feel to it, a carnival kind of thing. When I think of that kind of thing, I think of alcohol. In Tain there's a famous (Scottish) distillery called Glenmorangie, and there's supposedly only 16 men who work there. On the bottom of every (whiskey) bottle it says 'Handcrafted by the 16 Men of Tain'. I liked the idea of a hand-crafted, high quality thing that is a single malt, and I think there's something of that in the album... I liked the way it turned out... Since then, I did another album with Gary Husband and Jimmy Johnson. I'm holding that one back cause this one only just came out! ⁵², ⁵³, ⁴⁸, ⁴⁹

		

		In 2003 an expanded re-release on former U.K. bandmate Eddie Jobson's Globe Music Media Arts label added new opening and ending tracks (“San Onofre” and “Material Unreal”).

		

		For a couple years after the release of The Sixteen Men of Tain, drummer Joel Taylor replaced Gary Novak for many live dates (notably on the Gnarly Geezer 2000 Galaxy Theater DVD featuring “Alphrazallan/Zone/Material Unreal”, “Letters of Marque”, “Gas Lamp Blues”, “House of Mirrors” and “Above & Below”). Some mini-tours also featured the return of “old hands” drummer Gary Husband and bassist Jimmy Johnson. However, Allan's next release would be a true “solo album”.

		

		The Gear of Tain

		

		In the late '90s, Allan continued to play the DeLap headless guitar, amplified through a Yamaha DG1000 pre-amp, Yamaha DG-80 amps and two Rocktron Intellifex processors. Allan also experimented with the Roland VG-8 guitar processor (notably on the harmonized chordal head of “The Sixteen Men of Tain”). In order to use the VG-8, Allan's guitar had to be fitted with a GK synth pickup, which fed 6 individual string signals to the programmable Roland VG-8 guitar emulator. The Roland VG-8 essentially takes the electric guitar signal and applies various effects in order to emulate different amplifier and pickup combinations. It can also apply drastic EQ changes to emulate non-guitaristic timbres such as saxophone, etc. This set-up also acted as a de facto “stereo delay” when mixed with the guitar's normal pickup output.

		

		It's just like an extension of the guitar. You're not dealing with any modules where you have to figure out how to control the envelopes and all that stuff. Instead, you can manipulate the input from a single pickup guitar like I use and make it sound like a three-pickup Strat or two single coils or an acoustic guitar. It just adds all these extra colors that are guitar-based. And there are no time delay problems that I can perceive. It's like using an EQ or a phase shifter. If I mix the VG-8 signal with a straight signal, it'll be synchronous. And since I use two stereo amp setups, I can send the straight signal to one rig and the VG-8 patch to the other rig, which really sounds good. ⁸⁴

		

		By 1997, Allan also began adding his new custom-developed Carvin models to his arsenal of DeLap and Steinberger guitars.

		

		I've been playing a custom guitar that I designed for a company called Carvin. It's a hollow guitar, kind of like a closed semi-acoustic. The top and the back don't touch any part of the wood on the inside except at the bridge. So it feels a lot like an acoustic guitar except that it's closed, there's no holes. You can squeeze a little more dynamics out of that kind of instrument than a solid body. It's what I needed for the direction that I wanted to take. I’ve used various prototypes and production models - including some special H2Ts with custom Roland pickups for use with the VG System that has flat radiuses to match the necks on my guitars.

		

		I've also been using Steinbergers, which I still have. I'm very fond of Steinbergers. It's actually hard to go back to a guitar with headstock and tuners on it after you've played a Steinberger. You kind of get spoiled. And I also play the custom-made guitars by Bill DeLap, which look like Steinbergers. They're headless. But they're wood as opposed to plastic, which the real Steinberger is. ⁴⁷, ⁵⁸

		

		An album breakdown of The Sixteen Men Of Tain appears on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: The Sixteen Men of Tain (2000)

		All songs composed and produced by Allan Holdsworth, except as indicated.

		

		Allan Holdsworth: Guitar, SynthAxe

		Dave Carpenter: Acoustic Bass

		Gary Novak: Drums

		

		With Guests

		Walt Fowler: Trumpet

		Chad Wackerman: Drums

		

		1. San Onofre (2003 bonus track) (5:48)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar, SynthAxe

		Gary Novak: Drums

		

		This 2003 bonus track opens with a somewhat cinematic SynthAxe prelude. This is followed by a duet between Allan and Gary Novak, cued by SynthAxe harmonies.

		0:00: SynthAxe layers over a dark pedal harmony.

		0:24: Drums enter as SynthAxe textures eventually develop into a more ethereal harmony, punctuated by brief sound textures.

		1:01: Guitar lead enters over modulating SynthAxe harmony.

		1:39: Guitar and drums duet, supported by intermittent SynthAxe pedal chord accents.

		3:04: Octavider/harmonizer effect added to guitar lead at different points.

		4:42: Final pedal harmony.

		5:07: Drum solo (brief), rocket sound effects.

		

		2. 0274 (7:41)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar

		Dave Carpenter: Acoustic Bass

		Gary Novak: Drums

		Walt Fowler: Trumpet

		

		Solos:

		Allan Holdsworth: Guitar

		Walt Fowler: Trumpet

		

		This tune has a fairly developed rhythmic structure, and reminds me of some of Allan's multi-part themes of the early '80s (“White Line”, “Where Is One”). The complex solo sequences are punctuated by a 2-chord vamp, which provides a nice “resting point” after all of the harmonic modulations. The album version features Fowler's trumpet solo, but live, Dave Carpenter would usually take the second solo.

		0:00: Rising and falling pastoral chord melody.

		0:30: Chord melody short reprise.

		0:44: Modulating cadence with arpeggios.

		1:06: Theme reprise, break, accented chordal vamp.

		1:36: Main solo harmony sequence begins: broad chord modulations, rising cadence, developed with arpeggios, accented chordal vamp.

		2:37: Guitar solo over modulating harmony (clean guitar comping), accented vamp.

		3:33: 2nd guitar solo chorus.

		4:32: 3rd guitar solo chorus.

		5:31: Trumpet solo.

		6:29: 2nd trumpet solo chorus (partial).

		6:55: Previous cadence developed with arpeggios.

		7:13: Opening theme variation (coda).

		

		3. The Sixteen Men of Tain (6:23)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar (and SynthAxe)

		Dave Carpenter: Acoustic Bass

		Gary Novak: Drums

		

		Solos:

		Dave Carpenter: Acoustic Bass

		Allan Holdsworth: Guitar

		Gary Novak: Drums

		

		This “festive” tune is notable for the swinging “walking bass” portions of the guitar solo sequence (alternating with a rising harmony sequence). These swing grooves would also surface in the “Zone” improvisations they performed. The chordal head parts employ the Roland VG-8 guitar system in order to harmonize the top 4 strings up a 5th.

		0:00: Accented (harmonized) 3-beat chordal motif, cadence.

		0:25: Reprise (developed).

		0:40: Evenly-accented seesaw chord melody.

		0:54: Acoustic bass solo over previous theme structure.

		1:35: Accented seesaw chord melody reprise.

		1:52: Guitar solo over rising cadence (with SynthAxe sweetener textures), swing groove begins (as SynthAxe drops out).

		2:36: 2nd guitar solo chorus (rising cadence/walking swing groove).

		3:17: 3rd guitar solo chorus.

		4:02: 4th guitar solo chorus.

		4:41: Opening cadence, chordal motif with drum cadenza, cadence.

		5:33: Chordal motif, accented seesaw chord melody, end cadence with added SynthAxe textures.

		

		4. Above & Below (3:05)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar (and SynthAxe)

		Dave Carpenter: Acoustic Bass

		Gary Novak: Drums

		

		I went to see John Scofield when he was playing at Musicians Institute in California about five or six years ago. Gary Willis was playing bass with him and it was beautiful and incredible. Then I went home and wrote this piece of music called 'Above & Below,' which took me a few days to complete. And that was a direct result of hearing him play, although it sounds nothing like how he plays. ⁶²

		

		Although there is no guitar solo on this piece, not since “Home” (from Metal Fatigue) had Allan delivered such a complex and beautiful theme. In live renditions, Allan typically preceded this tune with an extended solo chord-swell improvisation. The “reprise” later on the album features a SynthAxe solo.

		0:00: Opening chords.

		0:15: Pastoral chord melody ballad, cadence, rising cadence.

		1:32: Pastoral ballad, cadence, ending cadence variation.

		2:39: Thematic swells, final pedal chord.

		

		5. The Drums Were Yellow (5:55)

		(Duo Improvisation 'For Tony')

		

		Allan Holdsworth: Guitar

		Gary Novak: Drums

		

		It's me with an octavider! I just turned it on and off during the solo. Originally I tried it with a harmonizer, but that was too slow and it just sounded messy, so a friend of mine lent this thing to me. It's no good for playing chords, so any time I wanted to play chords, I'd turn it off. ⁵⁴

		

		Allan’s old friend Tony Williams famously played a yellow drumkit, hence the song title. When Allan first stayed with Tony in New York in 1975, they spent many nights just duetting in Tony's townhouse. One imagines that this is a tribute to those formative times.

		0:00: Broad chord melody theme, accented theme.

		0:17: Repeat 1st section.

		0:31: Clean, octavider solo run, developed chord melody.

		1:21: Accented theme, broad chord melody theme variation.

		1:47: Clean, octavider solo run, chordal comping with rhythmic accents.

		2:27: Lead guitar tone enters (long duet with drums).

		5:29: Thick, swirling SynthAxe textures.

		

		6. Texas (5:41)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar

		Dave Carpenter: Electric Bass (head sequence), Acoustic (solo sequence)

		Gary Novak: Drums

		Walt Fowler: Trumpet

		

		Solos:

		Allan Holdsworth: Guitar

		Walt Fowler: Trumpet

		

		This piece was performed live for many years, and has a fairly thorny harmony in the solo section, although they are rhythmically-punctuated mid-chorus by some fanfare-like 4-beat cadences. When performed live, Allan would take a few choruses, play the accented cadence chords, and then play a “coda” solo segment over the B and C theme sections (where the trumpet plays in this recording) - this 'double solo' would often confuse some audiences as to when they should applaud...

		0:00: Drum roll into heavy intro motif, Chord melody A theme with syncopated cadence.

		0:21: B theme with modulating chord fragments.

		0:36: C theme with clean lead tone and accented cadence.

		0:49: Chord melody A theme reprise.

		1:04: Guitar solo (electric bass replaced by acoustic, opens with SynthAxe accents, followed by soft comping).

		1:36: Solo continues over accented cadences.

		2:00: 2nd guitar solo chorus.

		2:50: 3rd guitar solo chorus.

		3:45: Trumpet solo (clean guitar comping).

		4:35: 2nd trumpet solo chorus (accented cadences replaced by B and C theme harmonies). This section would also act as Allan's “2nd solo” when the group played as a trio.

		5:11: Chord melody A theme final reprise, final arpeggio.

		

		7. Downside Up (7:03)

		(Chad Wackerman)

		

		Allan Holdsworth: Guitar (with Roland VG-8)

		Dave Carpenter: Acoustic Bass

		Chad Wackerman: Drums

		

		Solo: Allan Holdsworth: Guitar

		

		Chad: I loved Allan's approach to my song 'Downside Up' on this record. We recorded it at his home in Vista as a duo with the bass part sequenced on my laptop. Dave Carpenter added bass later. It was one of my favorite times with Allan. ¹²⁴

		

		Allan develops Chad's aching head melody over several reprises on guitar (probably processed through the Roland VG-8), much as a sax player works over a theme. The solo section is punctuated by repeated chromatic falling cadences in each chorus.

		0:00: Drum roll into ballad theme with guitar and VG-8 tone in top line.

		0:32: Modulating bridge, cadence.

		1:03: Main theme reprise 1.

		1:35: Modulated bridge (transposed), cadence.

		2:10: Main theme reprise 2.

		2:40: Guitar solo over theme harmony, chromatic falling cadences, developed, reprise.

		3:44: 2nd guitar solo chorus.

		4:50: 3rd guitar solo chorus.

		5:52: 4th guitar solo chorus (partial).

		6:28: Main theme reprise (VG-8 with more guitar element) with added drum rolls.

		

		8. Eidolon (4:33)

		(Allan Holdsworth)

		

		Allan Holdsworth: SynthAxe

		Dave Carpenter: Acoustic Bass

		Gary Novak: Drums

		

		Solos:

		Allan Holdsworth: SynthAxe

		Gary Novak: Drums

		

		Allan cites this cheerful song as having been “in the works” for quite a few years before this album was recorded. This is another structured song which explores various metric variations.

		0:00: Accented chord melody on SynthAxe.

		0:19: Modulating cadence in a subdivided rhythm.

		0:36: Theme reprise, strong cadence accent, heavy bridge vamp.

		1:06: SynthAxe solo (brass/square wave patch).

		2:10: 2nd chorus solo (partial).

		2:45: Drum solo with accent chords.

		3:15: Heavy bridge vamp (variation).

		3:31: Opening theme/cadence.

		3:54: Modulating cadence.

		

		9. Above & Below (reprise) (4:06)

		(Allan Holdsworth)

		

		Allan Holdsworth: SynthAxe and solo

		

		This “reprise” gives Allan an opportunity to improvise over the song's harmony (the “main” version had no solo section at all). This track would also end up as a sonic model for many of the tracks on Allan's next album, Flat Tire.

		0:00: SynthAxe accents and harmony layers, developed from main theme.

		0:43: SynthAxe (calliope patch) solo over patient SynthAxe chords.

		1:44: SynthAxe solo continues over modulating cadences.

		2:08: 2nd solo chorus.

		3:20: Final harmony layers (rising).

		

		10. Material Unreal (2003 bonus track) (2:13)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar

		Dave Carpenter: Bass (electric?)

		Gary Novak: Drums

		

		Solo: Gary Novak: Drums

		

		This extract from the rising cadence portion of “Material Real” (Road Games) often ended many Zone improvisations, and puts the spotlight on Gary Novak.

		0:00: Free drums and bass develop into cadence harmony from “Material Real”, highlighting a long drum cadenza.

		1:50: Final cadence and coda (with choir patches).
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		Allan with a semi-hollow body Carvin HF2 “Fatboy” (ca. 2000)

		(Credit: Eddie M. Coralnick)

		

	
		

		
			28: Flat Tire and Piano
		

		

		A Non-Existent Movie

		

		Enmired in domestic issues, Allan found himself without access to the Brewery (his home recording studio) after the turn of the millennium. This logistically-awkward situation resulted in a true “solo album” concentrated around the SynthAxe, Flat Tire. Allan’s deep appreciation for Gary Husband’s impressionistic solo album Diary of a Plastic Box (1989) inspired some of the ideas employed in Flat Tire, including the use of layered electronic textures and the introduction of “real world” sounds to enhance the cinematic flavor of the album. Additionally, back in 1989 Allan had produced a solo keyboard album for Gordon Beck (Dreams), and this experience might have also given him the confidence to produce his own true solo album.

		

		In the past I had thought about it (a SynthAxe album), but I was focusing on group projects, so, although I wanted to do it, I just never had the opportunity. When I found myself with the time to do it between projects, I went for it. It did change something in my writing. I could play sustained chords, and with the breath controller I could play long notes and make them loud or soft, make them go away then bring them back, just like you can on a real wind instrument. I could turn it into a non-percussive instrument (whereas the guitar is a percussive instrument). So overall, I would say it gave me more flexibility. ⁵⁹

		

		The sub-title, “Music For A Non-Existent Movie”, also signals that this album has a stronger visual element, with specific “scenic” images in mind.

		

		I always liked the idea of trying to create music for movies, and through my experiences of the last 18 months, “The Movie” - “Flat Tire” - was made, hence the subtitle “Music For A Non-Existent Movie” ... I would love to make music to pictures, because that is essentially what I do anyway. If I have an idea for a song or a title of a song, I have some sort of picture in my mind. So yeah, I would love to do film music. I would really like to do a sci-fi movie. I would be really good at that! ⁵⁹, ¹²⁵

		

		Assembled in a new home studio, the only guest performer on this release was Dave Carpenter (acoustic bassist from The Sixteen Men of Tain) who joined Allan on just two tracks (and possibly more uncredited). A few tracks (1, 2, 5, 6) also have drums tracks programmed on an Alesis HR-16. Sonically, Allan's palette of SynthAxe sounds on this album has a stronger Yamaha flavor to them this time (DX7s, TX816s, TX7s, VL70…), since most of the Oberheim synthesizer modules used for Atavachron and Sand had by this time been sold off.

		

		The ones that were like the more orchestrated pieces, there was no click. There was only a click for the tunes that had...like time on them…like “Eeny Meeny” and “Bo Peep”, where Dave Carpenter played bass on. I have an ancient old Atari 1040 STE. It works good for many because I like the Steinberg software. It was good. I just used it because I started with the Pro-24 which worked just like a tape recorder. That's the way I like to use it. And Cubase was really easy to do that, even though it took me a while to switch from Pro-24 to Cubase. ⁵⁷

		

		One way to appreciate this album is to see it as a 21st Century sequel to Sand. Allan had grown in his ideas about harmony and song structure since the earlier 1987 album, and Flat Tire gave him a chance to revisit this somewhat “classical” arena. His chordal work here also explores some new brass and piano timbres (sometimes layered through overdubs), and his solos use sound patches with a sharper attack than in the past.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Flat Tire (2001)

		Produced by Allan Holdsworth

		

		Allan Holdsworth: SynthAxe, Guitar on track 1

		Dave Carpenter: Acoustic Bass on tracks 3 and 8

		

		The SynthAxe solo patches described (“alto sax”, “flute”, “calliope”, etc.) are offered to suggest a possible classical instrument to associate them with.

		

		1. The Duplicate Man (Intro) (1:52)

		

		(Allan Holdsworth)

		

		Solo: Guitar

		

		Drums: Alesis: HR-16

		

		This is the only track that has electric guitar on it. Allan delivers a strong solo over a kind of programmed drum solo. In some ways, this is a mirror-variation of the SynthAxe/electronic percussion duo in Atavachron's “All Our Yesterdays”.

		

		0:00: Guitar solo over distant, rhythmic percussive noises (wet reverb with short decay times).

		

		2. The Duplicate Man (4:41)

		

		(Allan Holdsworth)

		

		SynthAxe solos:

		Alto sax

		Baritone sax

		Muted trumpet

		

		Drums: Alesis: HR-16

		

		This piece has several distinct sections, each with a different “orchestral arrangement”. Allan uses multiple layers of SynthAxe-driven percussion, strings, and brass to create a “mini-symphony”.

		0:00: Glassy intro chords.

		0:13: Multi-tracked brass lines (roughly heterophonic), partly accompanied by percussive synth ornamentation, long tones.

		0:46: Brass heterophony becomes rapid, short phrases, percussive synth ornaments briefly resume, harmony rises.

		1:26: Reedy “alto sax” solo enters, joined by glassy ornaments/thick pads, slowly modulating, choir cadence.

		2:50: Dissonant brass pedal, drum groove joined by glassy melody/synth pads.

		3:21: “Baritone sax” solo (opening with a bouncy syncopated motif), joined by thick pads.

		4:01: Brass harmonies with high “muted trumpet” melody, falling/rising harmonies.

		

		3. Eeny Meeny (4:48)

		

		(Allan Holdsworth)

		

		With Dave Carpenter: Acoustic Bass

		

		SynthAxe solos:

		Clarinet

		Trumpet

		Violin

		

		Dave Carpenter plays acoustic bass on this perky track, notable for its 2-accent rhythmic motif. The rhythmic motif is developed as a verse, balanced out by broader modulating bridge sections. Allan opens with a “clarinet lead”, followed by a “trumpet solo” and a “violin solo”.

		0:00: “Clarinet” top line melody over modulating 2-accent chord modulations with walking bass, cadence.

		0:17: Repeat with development of solo line.

		0:38: Bridge (modulating).

		1:01: “Trumpet” solo over main theme and modulating bridge variation.

		2:45: “Violin” solo (over theme/bridge variations).

		4:15: Coda with violin/brass outro solo.

		

		4. Please Hold On (4:01)

		

		(Allan Holdsworth)

		

		SynthAxe solo: Bassoon

		

		This ballad initially opens with a strong “late night piano bar” feel, but when the solo enters it transforms into 2 choruses of a Aaron Copland-esque, “open spaces” harmony.

		0:00: Jazzy ballad with digital piano chord melody.

		0:44: String harmonies enter, jazzy sequence coda ornament.

		0:56: Muted “bassoon” solo as the mood becomes more rustic/pastoral (2-beat chordal motif).

		1:33: Broader cadences.

		2:24: 2nd chorus (2-beat chordal theme returns).

		3:01: Broad cadences reprise, ending in guardedly-hopeful, held strings.

		

		5. Snow Moon (8:04)

		

		(Allan Holdsworth)

		

		SynthAxe solos:

		Electric violin

		Tenor sax

		Calliope

		

		Drums: Alesis: HR-16

		

		This song is another strongly cinematic piece, as it starts off with the sound effects of an airplane taking off (I think?) and eventually leads to a tropical/jungle percussion landscape. Allan makes his way through this sound world with “electric violin”, “tenor sax”, and wind (“calliope”) solos.

		0:00: Revving sound effects/crackling textures.

		0:40: Swirling synth textures in a rising-falling harmony.

		1:18: “Electric violin” solo (softer attack) over swirling harmony theme.

		1:53: Pizzicato string pluck, bending harmonies, reverb noises.

		2:29: Pedal drone with accented string chords above, falling string melody.

		3:18: “Out of tune” arpeggios lead to synth drum layers.

		3:30: “Tenor sax” solo over percussion (congas, shakers, cymbals, etc.).

		5:53: “Calliope” solo over soft string/choir chords (descending).

		7:21: Swirling synth textures, airplane engine sound effects return.

		

		6. Curves (5:35)

		

		(Allan Holdsworth)

		

		SynthAxe solo: Baritone sax

		

		Drums: Alesis: HR-16

		

		This is a fun groove which reminds me of some of the cheerful, uptempo vibes on Hard Hat Area. It's a pity this was never performed live with a band...

		0:00: Midtempo drum groove joined by hopeful synth chords and (synth?) bass.

		0:43: Accented chords, modulating chords.

		1:43: “Baritone sax” solo over rising harmony.

		2:32: Solo cont'd over 2-beat accented chords, modulating.

		3:27: Rising, glassy synth/electric piano arpeggios.

		4:16: Falling choir/string harmony cadence.

		4:38: Choir textures briefly alone, low, synthy baritone sax pedal accents.

		

		7. So Long (5:31)

		

		(Allan Holdsworth)

		

		SynthAxe solo: Violin

		

		Allan takes a “violin solo” over resolute harmonies on a melancholy rainy day.

		0:00: Rain sound effects, car sounds.

		0:45: Glassy piano chords with soft string textures, gently modulating.

		1:51: Noble cadence, chordal variations.

		3:01: “Violin/Viola” solo over pedal synth/choir harmony, slowly modulating with string harmony.

		5:02: Rain sounds resume.

		

		8. Bo Peep (3:46)

		

		(Allan Holdsworth)

		

		With Dave Carpenter (?): Bass

		

		SynthAxe solo: Tenor sax

		

		This bouncy tune was performed live on a few tour dates. The head is very light and catchy, but the blowing section has a totally different groove beneath it. An electric bass line supports the SynthAxe harmonies, and I suspect it may be an uncredited Dave Carpenter part.

		0:00: Accented chord melody seesaw theme to accented vamp and recap, reprise (without recap).

		0:48: “Tenor sax” solo over modulating string harmony.

		1:27: Bass groove begins alternating between a walking and accented line.

		2:55: Main seesaw theme reprise.

		3:24: Coda.

		

		9. Don't You Know (9:12)

		

		(Allan Holdsworth)

		

		From a compositional standpoint, I’m most happy with the final piece, ‘Don’t You Know,’ which has the fake clarinets in the middle. That’s definitely the highlight of the album for me. I managed to do something I am quite proud of. ¹⁰²

		

		SynthAxe solo: Clarinet

		

		This final “film cue” eventually features a “clarinet solo”, but for the most part it acts as thematic music for “a non-existent movie”. It would be very interesting to hear this piece performed by a real orchestra.

		0:00: Slow string pad chords, developed with higher string textures, rising harmonies.

		1:50: Bass synth accents enter; harmonies develop from string and synth pad lines.

		2:37: Theme with added reeds in top line.

		3:56: Reprise/development after a pause.

		4:55: “Clarinet” solo over harmony theme.

		7:11: Filtered choir/string harmonies.

		7:41: String theme harmony, synth pad theme.

		8:49: Bassoon ornaments (with delay), final sustained chord.

		

	
		

		
			29: On Piano
		

		

		Continuing a trend of guitar-less Holdsworth releases in 2001, original I.O.U. drummer/pianist Gary Husband recorded a solo piano album covering Holdsworth compositions titled The Things I See - Interpretations of the Music of Allan Holdsworth. This album was extremely well-received by Allan, as it approached his songs as “jazz repertoire” in order to create fresh new arrangements (in fact, three tracks are so radically different that Gary co-credited himself as composer for these).

		

		I was very moved by it. It meant a lot to me. The fact that it was interpretations of my music was something I really liked. There are people out there who make these clone records, and try to do everything verbatim just like it was, and what he did was much more deep. He came at it from a totally different perspective and I really liked that. ⁵⁹

		

		Some of Allan's impassioned notes on the Art of Life label's website are worth reprinting here as well:

		

		Gary Husband is a true friend and has been for over twenty years. Since we met, I have always thought of him as a musical and spiritual brother. Gary has always had the ability to interpret my music in a way that was, for want of a better phrase, like one. He is one of the most talented and original musicians I have ever had the pleasure of making music with. When I heard Gary was going to make a recording of some of my music, I was, of course extremely flattered. But upon hearing it, I was moved to tears. This recording is beautiful, magic. Absolutely true to the spirit of the music (This is not some verbatim, clone ridden B.S.). Not only does he showcase the compositions in a very beautiful and classical way, but more so and without a doubt, showcases his truly amazing talent.

		

		What's especially interesting about this solo piano affair is that Gary uses Allan's tunes to explore quite a wide variety of musical styles, from post-romantic classical to free jazz to post-war avant-garde classical (i.e., Claude Debussy to Cecil Taylor to John Cage). Four tracks are relatively brief “impressions”, while the other performances use the song heads to launch into a variety of pianistic (and drumming!) styles. From a listener's standpoint, it's an enjoyable experience to try and link Gary's highly personal compositional choices with Allan's original harmonic constructions.

		

		An album breakdown of Husband's The Things I See appears on the following pages. Some notes on Husband’s albums Dirty And Beautiful Vols. 1 & 2 (2010, 2012) also follow.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Gary Husband: The Things I See (2001)

		

		Gary Husband: Piano

		

		1. The Sixteen Men Of Tain (5:20)     

		

		This relatively 'straight' arrangement becomes dramatically freer after the 1st chorus.

		0:00: Intro ornaments.

		0:25: Accented (harmonized) 3-beat chordal motif, cadence.

		0:50: Reprise (developed).

		1:04: Evenly-accented seesaw chord melody with added ornaments.

		1:19: Solo with comped harmony.

		2:30: Solo without strict comping (freely), rising cadence.

		4:36: Accented chordal motif, seesaw chord melody, end cadence.

		

		2. Shadows Of (1:00)

		

		This is a short, lyrical take on the theme to “Golden Lakes”, which was first heard on 'Igginbottom's 1969 album, then as “Velvet Darkness” on Velvet Darkness, then as “Shadows Of” on Gong's Expresso, and then finally as “Golden Lakes” on The Things You See with Gordon Beck.

		

		3. A Temporary Fault (5:54)

		(Holdsworth/Husband)

		

		Gary's solo here is interesting because he essentially does the equivalent of a drum solo on the inside piano strings (a technique pioneered by modern classical composers like Henry Cowell). The original song was first heard on I.O.U.

		0:00: Low chordal accents (fading), arpeggiated harmony.

		0:59: Theme, developed into rapid flurries of staccato figures.

		2:02: Theme added in top voice.

		2:44: Percussive piano string effects (later damped keys) begin to enter.

		5:29: “Normally-keyed” piano ornaments return for final coda.

		

		4. An Out From Under (6:00)

		(Holdsworth/Husband)

		

		Gary takes the original theme and shifts the groove from an introspective chord melody to different strains of boogie vamps. This song was also first heard on I.O.U.

		0:00: Gentle chord melody, accented motif becomes a boogie-woogie over a complex harmony.

		1:55: Gentle comping, cadence.

		2:25: Hesitant chord fragments joined by theme (actually written by Steve Robinson) on slide piano string.

		3:20: Midtempo groove reenters on accented pedal chord, modulating with ornamentation, eventually slowing.

		4:26: Theme harmony as patient chord accents.

		4:59: Boogie-woogie groove resumes, fades out.

		

		5. Mr. Berwell (1:27)

		

		This is a lyrical traversal of the opening theme from the Atavachron composition.

		

		6. The Things I See (9:11)

		(Holdsworth/Husband)

		

		Another I.O.U. tune, Gary develops the theme in several different ways, each of them drawn from a different sonic approach. Some bring to my mind traditions found in black American free jazz, as can be heard in the work of Cecil Taylor and the Art Ensemble of Chicago. Other styles explored include some which might appeal to fans of modern classical composers like John Cage, Henry Cowell and Conlon Nancarrow.

		0:00: Rising fanfare/cadence.

		0:12: 1st verse over descending harmony, rising cadence, repeat with variation.

		1:03: Free development, often with an accented rhythmic motif.

		2:43: Percussive elements enter (rhythmic), becomes clapping.

		4:19: Texture opens up into sparser accents, whispers/chant/whistling under rhythmic elements.

		5:31: Low (damped) ostinato figure begins (string plucks/percussion/vocals, etc. continues).

		6:56: Ostinato dissipates.

		7:33: Piano arpeggios, vamp on complex harmony.

		8:12: Sparser accents on pedal harmony (fade out).

		

		7. Wish (1:26)

		

		This tune comes from Velvet Darkness, but the chord harmony is also found on “The Things You See” from I.O.U. The theme is somewhat hidden amongst the forest of arpeggios.

		0:00: Arpeggiated harmony.

		0:39: Cascading arpeggios, modulating.

		

		8. Devil Take The Hindmost (7:18)

		

		Gary employs some freely non-diatonic, “out” scales here. This approach honors Allan's tune very well.

		0:00: Rising fanfare motif, main rhythmic theme based on 2-beat accents.

		0:17: Syncopated cadence with accents, ending in fanfare motif.

		0:40: Main theme, syncopated cadence with accents.

		1:08: Variation of theme harmony through arpeggios.

		1:32: Low pedal accents and isolated appearances of the 2-beat accent motif anchor a modal harmony as the right hand solos freely.

		6:03: Arpeggiated bridge.

		6:26: Main theme, syncopated cadence with accents, ending in fanfare motif.

		

		9. Kinder (6:49)     

		

		This version of the Velvet Darkness tune (also known as “Fred” in the Tony Williams Lifetime version) is intense - but relaxed at the same time somehow.

		0:00: Main theme in two parts, repeated.

		0:53: Development in high registers.

		1:28: Patient, unhurried extemporization of theme sections.

		6:04: Head theme reprised.

		

		10. Looking Glass (0:32)

		

		Many of Allan’s solo acoustic guitar pieces seem to draw from the spirit of Claude Debussy’s “Preludes”. This almost classical “bagatelle” (based on a song from Atavachron) has the same kind of miniature beauty.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Gary Husband: Dirty And Beautiful Vol. 1 (2010)

		None of these tracks feature a Holdsworth guitar solo, but they do include a couple of Allan's tunes and his rhythm/textural guitar. The tune “Leave 'Em On” (or “Leave Them On”) would become a concert staple.

		“Leave 'Em On” (Holdsworth composition, with Jan Hammer keys solo):

		0:00: Cymbals groove, modulating vamp (syncopated and accented)

		0:56: Modulating arpeggio transition with accented cadences, vamp reprise.

		1:14: Jan Hammer synth solo over main vamp sequence, transition, etc.

		3:01: Head reprise, sustained coda harmony.

		“Between The Sheets Of Music” (with Jerry Goodman from Mahavishnu Orchestra on violin): Allan adds some nice harmony guitar lines to this relaxed groove. Goodman has a pretty cool duo improv with Gary here.

		“Boulevard Baloneyo”: Keyboard leads from Gary transition to ruminative Zone-like textures based around a hypnotic bass riff. It features some new synthy textures (from Allan?) not often heard before.

		“Fred (Board Mix Take 1)”: This bonus cut from the “Dirty & Beautiful Remix Edition” is a live take of the Tony Williams Lifetime Believe It track (originally on Vol. 2) before Allan redid some guitar tracks. Allan noodles a bit at the beginning and end but otherwise has no solos here.

		

		Gary Husband: Dirty And Beautiful Vol. 2 (2012)

		“Fred 2011” (with Jan Hammer): Final mix of the Holdsworth tune originally recorded on Tony Williams Lifetime Believe It.

		

	
		

		
			interlude iii: sessions 2003-2019
		

		

		

		

		Below are some more of Allan's most notable episodes as a “jazz-rock gunslinger” in the new millennium. As in his '90s outings, Allan tends to play more “accessible” lines as a guest soloist, most likely due to the more conservative harmonies he played over (conservative compared to Allan's own “lunatic” chord modulations, anyways). In any case, it's fun stuff, and in some cases he explored more global (world folk) music flavors than he ever did in his own compositions.

		

		Atlantis: Pray For Rain (2003)

		“Oceans to Cross”: This pop-prog tune features a Holdsworth solo from around 2:30. Here he employs some nice tremolo bar articulation reminiscent of his mid-80s style.

		

		Derek Sherinian: Mythology (2004)  

		

		Planet X's core members were keyboardist Derek Sherinian and drummer Virgil Donati. In the new millennium, Allan collaborated on a couple of their solo albums, and Virgil Donati ultimately became Allan's main drummer for tours in the latter part of the decade.

		

		Things can be hard because sometimes when I play something, it’s going to have similarities to something I’ve done before. I try not to do the same things so it feels like I’m really improvising, but sometimes I catch myself and think “Geez, didn’t I hear that somewhere else?” and I’ll go and erase two or three tracks at a time. I did a lot of stuff for the guys in Planet X. I was supposed to play on everything on one of their albums, but in the end I only played on two tracks. I originally played on seven tracks, but I came back from the pub one night and played the stuff and hated it, so I erased it. The next morning, I thought I should listen to the original tracks again to see what I could do with them, but in my stupor, I had actually reformatted the drives and needed to get the material re-transferred so I could start again. Unfortunately, I ended up not finishing the project. ⁶⁵

		

		“Day Of The Dead”: Heavy boogie with Zakk Wylde on lead and rhythm guitar. At 3:16 a slower groove leads to Allan's slowly-building guitar solo. Some interesting Middle-Eastern harmonies can be heard here. After a keyboard solo the heavy boogie riffing returns, which leads to Allan's 2nd solo at 5:27. At 7:32 Allan takes a 3rd brief solo over a chugging rhythm.

		“One Way Or The Other”: Like the previous song, this proggy tune also features Mahavishnu Orchestra member Jerry Goodman on violin. Allan's solo comes in over a modulating groove from 1:38. A second guitar solo chorus occurs after a brief scalar interlude.

		

		K²: Book Of The Dead (2004)

		

		Allan contributed lots of solos here, and much of it even stays within a “major” harmony. In other words, the soaring flights from Hard Hat Area are somewhat continued in these journeys. In a lot of ways, this is kind of like a 21st Century U.K.

		“Infinite Voyage”

		0:00: Synth pedal textures, joined by piano/harp figures.

		1:34: Lurching/syncopated pedal groove with guitar solo, modulating to major key at 2:35.

		3:24: Textural sequence with violin lead, vocal verse.

		6:03: Heavy instrumental groove, vocal bridge.

		8:05: Violin and guitar solo trades over accented groove.

		8:57: Keyboard solo, vocals resume.

		10:18: Guitar lead re-enters over vocal chorus, end cadence.

		10:51: Textural interlude.

		11:28: Midtempo groove with guitar solo.

		13:38: Guitar lead ends over synth textures, vocal resumes.

		14:51: Midtempo march groove with verse.

		16:10: Keyboard solo.

		17:11: Rhythmic motif, synth solo soon giving way to a guitar solo, modulating grooves.

		18:27: Scalar melodic motif, metric modulation, vocal resumes.

		20:17: Accented groove becomes synth texture, then march groove, vocal resumes. Cadence.

		21:11: Bass solo over a broader groove, verse.

		22:05: Outro guitar solo.

		22:38: Harpsichord/synth/choir patch coda.

		“Mirror to The Spirits”:

		0:00: Accented fanfare chords lead to a bass solo over softly modulating synth.

		0:58: Rhythmic figure leads to midtempo groove, 1st verse.

		3:30: Guitar solo over textural pedal harmony, eventually modulating.

		4:24: Groove resumes with bass ornamentation, 2nd verse, etc.

		“The Edge of Light”:

		0:00: Accented midtempo groove with violin lead, 1st verse over a broader groove, synth solo, 2nd verse, 2nd synth solo.

		3:13: Guitar solo over pedal vamp.

		3:48: Chorus with violin lead.

		5:58: Guitar outro solo over pedal synth vamp.

		“Cloak of Antiquity”:

		0:00: Accented pedal chords with violin lead, pounding verse groove.

		1:41: Bridge sequence, 2nd verse.

		3:21: Bridge, synth solo, bass solo over held textures.

		4:50: Guitar solo over accented pedal chords, then denser groove variations.

		

		Riptyde: Sonic Undertow (2004)    

		This project was the brainchild of Chris Hoard, an “occasional” freelance entertainment and music journalist and music producer (co-producer of Then! and Against The Clock with Allan). He also co-created the transcription-based Holdsworth book Reaching for the Uncommon Chord. Sonic Undertow’s synthesis of hip hop, global music, fusion and prog is a fascinating experiment that sounds quite fresh... Again, Allan is pretty generous with his leads here and delivers some more tonally “playful” material than is usually found on his own albums. The notes below indicate where the guitar is most prominent, but in this project Allan's leads are so interwoven with the songs it's probably just best to let the album “wash over” you (no pun intended).

		

		“Time To Move On”: Allan adds a lead line echoing the main melodic motif, followed by some power chords. At 1:13 Allan interjects a guitar solo, before the rap resumes. Allan continues his solo at 2:20. His final solo comes in at 3:26.

		“Time Off In Tannu Tuva”: This is a piano-arpeggio driven tune joined by a hefty baritone guitar solo at 0:46 (over some brief Tuvan throat singing!). After a short synth interlude the guitar solo resumes at around 3:14. The solo continues over a reprise of the opening piano arpeggio figure. After another brief throat singing interlude the guitar solo continues at 4:56 to the end fade out.

		“Free Da Radicals”: This tune features a limber arpeggiated melodic motif on guitar as well as some more vocal hip hop. Allan's “proper” solo starts at 0:41 and continues through a couple groove modulations. A synth lead is featured before the return of the acrobatic guitar melody at 3:07 (followed by a second solo).

		“Chasing Tsunamis”: Spoken word over an uptempo dance beat: the groove starts incorporating vinyl scratching and various other accented elements. At 3:53 Allan takes a solo over a techno-synth groove. A synth solo is followed by more Allan lead playing at 5:16, more synth and then some final ornamental guitar lines.

		“Long Voyage Home”: Allan's guitar enters briefly near the beginning of this insistent piano groove. He takes a much longer solo from 2:15 as the groove becomes heavier and modulates. Eventually the opening piano groove returns, joined by some more ornamental guitar leads.

		“Jurrassic City”: Synth-driven midtempo fusion groove. Allan's lead enters at 0:25. The groove abruptly changes to a mutant swing beat and Allan rolls with it (followed by a keyboard solo). The guitar solo resumes shortly and covers several groove changes, synth solo interjections and sudden rhythmic interludes. Allan gets almost bluesy at some points in this song.

		“Forgotten Planet Suite - Part I”: An opening piano cadenza leads to a mutating groove with a subtle guitar counter line. This is shortly followed by a limber solo on a DeLap piccolo guitar (“Igor”, lowest pitch standard guitar open A) at 1:13. Another solo comes in at 4:00.

		“Forgotten Planet Suite - Part II”: Another piano intro with accented chords leads to a guitar solo over majestic harmonies (and sound effects). A second solo enters at 2:43 over decidedly bluesy chords. At 3:27 Allan re-enters for a brief outro statement in dialogue with the synth lead.

		

		David Hines: Nebula (2005)

		“Skippy”: Allan enters immediately over accented fusion cadences. This is followed by a winding melodic motif, and a full solo at 1:19. After a bass solo sequence, Allan returns at 2:45 for a 2nd lead.

		“Antillia”: Bass ornaments around accent chords lead to a syncopated funk groove. Allan takes a solo over a somewhat broader, cheerier groove at 5:39.

		

		Planet X: Quantum (2007)  

		

		Another Virgil Donati and Derek Sherinian project, the below two songs were also performed live at the January 2012 NAMM show.

		“Desert Girl”: A rolling piano arpeggio figure is supported by swelled chords, soon transitioning into various groove constructions. At 1:31 a throbbing bass vamp is joined by overdubbed guitar tracks playing a brief lead motif. At 3:49 Allan takes a solo over a more cheerful groove.

		“The Thinking Stone”: Drums lead to a progressive funk/boogie groove. At 2:18 Allan does a duet with the drums (somewhat modal harmonically).

		

		Dan Carlin: Prowlin’ (2007)

		“El Gato Fandango”: This light, funky fusion tune has a Holdsworth guest solo at 2:48 over a gently-modulating pedal.

		

		Chris Buck: Progosaurus (2008)

		“Kanines”: This bass-driven pop-fusion groove has Allan's solo at 2:44 over a heavy pedal vamp, with a brief clean section in the middle. The guitar returns at 4:50 for a tasty outro solo over the main groove.

		

		Snew (with Allan Holdsworth) (2009)

		“Highway Star”: This relatively faithful cover features a Holdsworth guitar solo at 1:56 over a modulating pedal, later followed by a (tongue-in-cheek?) SynthAxe “Hammond organ” solo at 3:52. The first guitar solo pedal sequence has a pretty good example of Allan applying a substitute scale to the underlying harmony.

		

		Eric Keyes: Back in Blue (2009)

		“No One Knows My Thirst”: This electronic dance-pop number features Allan soloing at 2:16 over an upbeat harmony. His playing here somewhat draws upon his classic '80s Road Games style. He adds a tasty and melodic outro solo at 3:20. This song later reappears on Keyes’ 2011 album Mind On Fire.

		

		Corrado Rustici: Deconstruction Of A Postmodern Musician (2010)

		“Tantrum to Blind”: This guitar-heavy prog-fusion tune features a Holdsworth solo at 1:11 over a dark pedal vamp with organ comping. It eventually modulates to a looser groove. Rustici plays the remaining solos.

		

		MSM Schmidt: Life (2017)

		“Trance” (feat. Dave Weckl, Allan Holdsworth, Scott Kinsey, Jimmy Haslip & Katisse Buckingham)”: This fun midtempo synth-fusion track has a Holdsworth solo at 3:24 over a an interestingly-accented, lurching groove.

		“Vista” (feat. Virgil Donati, Allan Holdsworth, John Daversa, Andy Milne & Jimmy Haslip)”: Syncopated/accented brass hits open this cool, modern “funk-sploitation” number, which features Allan coming in enigmatically at 4:10 over a pulsing synth pattern and rising harmony cadence. At 5:26 Allan adds a 2nd, looser solo, over a stuttering and modulating groove.

		

		Peter Lemer & Friends - Jet Yellow (2019)

		“Dognose”: Recorded in 1977, this tune has a classic “retro prog” vibe, replete with a lurching groove, unison cadences, chorused bass and keys, and an ethnic Middle Eastern-flavored keyboard solo. At 2:34 Allan’s solo begins, with a tone and approach similar to that of his Bruford excursions. It’s a very welcome rediscovery from the past.

		

		Finally, an entire album’s worth of 2003 SOMA tracks featuring substantial lead guitar from Allan is apparently still being prepared by SOMA keyboardist Mark Gleed for future release under the title The Nonbeliever’s Comeuppance (sometimes bootlegged as Neverwasneverwillbe.

		

	
		

		
			IX
		

		
			21st Century Schizoid Prog
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			30: All Night Wrong
		

		

		On The Road Again

		

		After the completion of his SynthAxe solo album (Flat Tire), Holdsworth eventually went back on the road with different keyboard-less trio versions of his band. 2002 was notable for its reunion of the Metal Fatigue band: Allan, Chad Wackerman, and Jimmy Johnson. A May 5th tour date featuring this line up (from the Roppongi Pit Inn in Tokyo, Japan) was released on the album All Night Wrong. This album includes two new songs (“Alphrazallan” and “Lanyard Loop”), as well as a very old song (“Gas Lamp Blues”) which up until this point had never been “properly” released (“Gattox” from Velvet Darkness previously used the “Gas Lamp Blues” chord progression for its solo section). It also offered an extended chordal-delay improvisation intro to “Above & Below” (also featured on Warsaw Summer Jazz Days ’98), a newly-arranged instrumental version of “The Things You See” (from I.O.U.), and a freely-structured “Zone” trio (opening with a Chad Wackerman drum solo).

		

		Although All Night Wrong doesn't present a full concert program, it still holds together extremely well as an album experience. However, a full set from this tour would have looked something like this:

		Lanyard Loop

		Texas

		The Things You See

		Alphrazallan

		Funnels

		Zone (with Drum Solo / Material Real)

		Leave ‘Em On

		0274

		Water On The Brain Pt. II

		Above & Below (with Chordal Improv intro)

		Letters Of Marque

		Gas Lamp Blues

		

		
			[image: Allan in 2003
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]
		

		Allan in 2003

		(Credit Jim Kilburn)

		

		Trio tours continued through the opening years of the new millennium, with bassist Ernest Tibbs (protege of Holdsworth-alum Gary Willis) joining the band in 2003 through a recommendation from drummer Joel Taylor. The Holdsworth/Tibbs/Taylor trio tour also added new songs “Leave ‘Em On” (not released in studio form until 2010 on Gary Husband's album Dirty & Beautiful, Volume 1, although with a Jan Hammer solo in place of a Holdsworth guitar lead) and “Madame Vintage” (from Soft Works' Abracadabra), as well as a live trio version of “Bo Peep” from Flat Tire. For example, one 2003 Tibbs/Taylor trio show in Italy featured the below set list.

		The Sixteen Men of Tain

		Leave ‘Em On

		Bo Peep

		Water On The Brain Pt. II

		Madame Vintage

		Chordal Improvisation, Above & Below

		Lanyard Loop

		Looking Glass

		Gas Lamp Blues

		Texas

		Letters of Marque

		Proto Cosmos

		

		By 2004, live dates would start incorporating a mid-set 5-part medley consisting of “Madame Vintage”, a solo chordal-delay improvisation, “Above & Below”, “The Things You See” (the new instrumental version heard on All Night Wrong), and “Material Unreal” (from Then!). Gear-wise, around this time Allan replaced most of his rack effects with a set of Yamaha UD Stomps.

		

		Bring To Light and Snakes and Ladders

		

		In 2003, Allan also enlisted drummer Gary Husband and bassist Jimmy Johnson for a series of studio sessions to record what would have been Bring To Light, a new album revisiting tracks from his 1981 debut I.O.U. Unfortunately, when his label Gnarly Geezer folded, Bring To Light was shelved. A couple years later Allan brought new bandmates Joel Taylor and Ernest Tibbs into the studio to record a projected album entitled Snakes and Ladders, which would have also included at least one of the I.O.U. songs recorded for Bring To Light.

		

		The versions turned out so differently that I want to include them both, just to show how the musicians can radically change the music. I don’t tell anyone what to play specifically. I just show them the compositions, and their interpretations are completely up to them. With Jimmy and Gary, the music is a bit more high energy and rock-oriented, and with Ernest and Joe, it’s a little softer and goes into Sixteen Men of Tain territory. Because of the different way these groups play, I chose to do some tunes with one group and not the other. In general, I was writing tunes that were designed for each unit. My writing process starts the same way, regardless of who I’m writing for. I start by improvising and when I get an idea, I’ll keep working on it. Sometimes nothing happens. ⁶⁴, ⁶⁵

		

		Unfortunately, like Bring to Light, Snakes and Ladders did not come to fruition either. Another planned album after Snakes and Ladders with Chad Wackerman and Jimmy Johnson also sputtered out. As of this writing, all three of these albums remain unfinished and unreleased.

		

		Against The Clock (2005)

		

		Ultimately, in 2005 a 2 CD compilation album, The Best of Allan Holdsworth: Against the Clock, was released, with one disc devoted to electric guitar and the other devoted to SynthAxe. This album also included two brand new tracks, “Let's Throw Shrimp” and “Shenandoah”.

		

		Song-by-song album breakdowns of All Night Wrong and the two new songs from Against The Clock appear on the following pages.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: All Night Wrong (2002)

		Recorded May 5, 2002, Roppongi Pit Inn, Tokyo, Japan

		

		Allan Holdsworth: Guitar (DeLap)

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		

		1. Lanyard Loop (5:46)

		

		The chord melody head on this brand-new tune has a Holdsworthian “seesaw” contour but is also nicely accented in its articulation. Jimmy plays some unusual root notes underneath these chords. This is followed by a structured bridge sequence. The solo section is based on a lengthy, modulating harmony which is developed in each chorus by the rhythm section. The title reflects the way that the harmony loops back to its beginning. A lanyard loop is used to keep a handgun or magazine secure while in motion.

		0:00: Drum roll into accented chord melody head theme, cadence, repeat head.

		0:51: Pedal accent, modulating transition, head variation.

		1:19: Modulating bridge.

		2:07: Guitar solo based on modulating bridge variations.

		4:27: Modulating transition reprise (variation).

		4:41: Head theme.

		5:05: Head variation, final cadence chords.

		

		2. The Things You See (6:53)

		

		From I.O.U.'s debut, this instrumental arrangement picks up in the original's textural middle section (right before the guitar solo). This version would later become part of a longer medley (as mentioned above).

		0:00: Textural guitar swell harmonies, cymbals and trilling bass.

		0:24: Theme (variation of original song's “verse” section) in chordal swells.

		0:48: Guitar comps for 1st chorus of the propulsive groove for “main” head melody.

		1:15: Guitar lead tone solo.

		5:01: Instrumental “verse” cadence, bridge, accented cadences.

		5:45: “Main” head as a chord melody, final cadence and rave-up.

		

		3. Alphrazallan (7:04)

		

		Also partly recorded for Soft Works' Abracadabra album (but unfinished), the head's opening arpeggios lead to a kind of “sighing” cadence, before going into a somewhat “hypnotic” blowing harmony (the song title is derived from the medical term for the anti-anxiety drug Xanax). The first chorus is articulated by swells and clean comping, followed by about 4 lead choruses.

		0:00: Modulating arpeggios, softly-accented cadence.

		0:28: Modulating pedal harmony theme articulated through swelled/accented chords and arpeggios (comping).

		1:18: Guitar lead enters as groove continues.

		2:23: 2nd solo chorus.

		3:27: 3rd solo chorus.

		4:29: 4th solo chorus (2nd half chordal comping).

		5:32: Gently-accented chordal comping over harmony groove.

		6:24: Head reprise (modulating arpeggios, softly-accented cadence).

		

		4. Funnels (5:01)

		

		Unlike the live version of Atavachron's “Funnels” found on Then! this version has no keyboardist. However, this is the only officially-released version of “Funnels” with Chad Wackerman on drums (in place of Gary Husband).

		0:00: Head-chorus: Syncopated chord melody phrase, broader phrase with sliding chords, modulating cadence in even accents, chord melody reprise, brief cadence.

		0:46: Guitar solo over head chorus.

		1:38: 2nd guitar solo chorus.

		2:22: 3rd guitar solo chorus.

		3:07: 4th guitar solo chorus (ends with comping in the last section).

		3:51: Head chorus.

		4:36: Coda, final swelling textures/arpeggios.

		

		5. Zone (9:19)

		

		The placement of “Material Unreal” (with drum cadenza) at the end of a Zone improv (described by Steve Hunt in Chapter 24) was a standard Zone-framing device for many years. Chad offers a great drum solo here.

		0:00: Chad Wackerman drum solo, highlighting his uniquely-tuned kit.

		3:03: Bass ornaments and lead guitar enter over textural drums.

		3:54: Bass starts metered pedal groove, joined by an accented drum groove. Guitar solo ramps up.

		7:37: “Material Unreal” sequence: Cadence harmony (rising progression) from the opening to “Material Real” (Road Games), highlighting a long drum cadenza.

		

		6. Water On The Brain Pt. II (5:30)

		

		The original version of this tune (on Road Games) featured Jeff Berlin. Here, Jimmy Johnson gets his chance to shine. In general, the groove here is a bit more “dangerous” than the original.

		0:00: Syncopated/accented main theme, accented groove, repeat with guitar lead featured in top line.

		0:59: Bridge cadence.

		1:11: Bass solo.

		2:59: Syncopated/accented main theme, accented groove.

		3:20: Drum solo/cadenza (guitar comps main theme).

		

		7. Above & Below (8:21)

		

		A live version of “Above & Below” was also performed on the concert later released in 2019 as Warsaw Summer Jazz Days '98. It’s interesting to compare this Johnson/Wackerman take with the earlier Carpenter/Novak version. As in the earlier concert, this opens with a textural guitar swell intro improv.

		0:00: Solo improvisation with swelled chordal guitar textures, mysterious and melancholy.

		3:25: Main theme on swelled chords: pastoral chord melody ballad, cadence, rising cadence.

		4:17: Drums and bass join on song intro pedal chords.

		4:37: Main theme reprise with full band.

		6:12: Theme developed (some added bass ornaments).

		7:40: Thematic swells, final pedal chord.

		

		8. Gas Lamp Blues (7:59)

		

		The chord progression and groove for this song are derived from the middle section of Velvet Darkness' “Gattox”. It's a nice, bluesy vamp, patiently modulating.

		0:00: Drum fill into modulating, somewhat casual vamp based on accented chord fragments, ending in cadential chord accents.

		0:46: Bass solo.

		2:15: Guitar solo.

		5:15: Drum solo as guitar and bass comp.

		7:06: Final chorus, final cadence chord.

		

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Against The Clock (2005)

		

		12. Let's Throw Shrimp (3:28)

		(Ensemble improvisation)

		

		Allan Holdsworth: Guitar

		Jimmy Johnson: Bass

		Chad Wackerman: Drums

		

		Opening with broad chordal textures, Allan soon launches into a twisting lead over a bubbling rhythm vamp. A few years later this song would be further developed and performed live as “The Insomniac”.

		0:00: Opening chordal theme with soloistic bass ornamentation

		0:29: Accented chords, descending harmony

		0:56: Guitar solo over modal vamp

		

		13. Shenandoah (3:15)

		(Traditional)

		

		Allan Holdsworth: Guitar, SynthAxe

		

		In this arrangement of the early 19th century American folk song/sea shanty, “Shenandoah (Across the Wide Missouri)”, Allan develops the lyrical melody line over resolute SynthAxe chords (it's possible that Allan might have been inspired by Bing Crosby's 1963 version).

		0:00: 1st verse

		0:38: Chorus

		1:09: 2nd verse

		1:46: Chorus

		2:17: 3rd verse (solo)

		

	
		

		
			31: Magic and Blues
		

		

		Soft Works

		

		The first half of the 2000s again saw Allan guesting on several albums from both old friends and new... In 2002, Allan had a reunion with Soft Machine/Holdsworth & Co. drummer John Marshall, joined by some original “Softs” whom he'd never played with before: reedist/pianist Elton Dean and bassist Hugh Hopper. The resulting album, released under the band name Soft Works, recaptured the chemistry Allan had with Soft Machine, complete with odd time signatures and long saxophone solos. Before and after releasing Abracadabra in 2003, Allan ended up touring with Soft Works as well (which at this stage in his career was somewhat unusual for Allan to do).

		

		I revisited Soft Machine with the Soft Works project. I felt it was something I should do, but it became a logistics problem with the three guys being in England and me being in America. Another reason for why we didn’t do more is because sadly, Elton Dean passed away. That was really tragic. Before he went on a vacation to Tahiti in 2004, he stopped at my house and spent a couple of days with me. On his last day with me, we went to the golf club to get a few beers, then he left and it was the last time I saw him. ⁶⁵

		

		Interestingly, Soft Works (briefly billed as “SoftWare”) tour dates included additional songs “Facelift” (from Soft Machine's Third), “Kings and Queens” (Fourth), “As If” (Fifth), and “Alphrazallan”, a Holdsworth original. “Alphrazallan” was partially recorded with Soft Works (and also partly completed in the studio for the aborted Bring To Light project with Jimmy Johnson and Gary Husband), but was only to surface on the Holdsworth live album All Night Wrong (described in the previous chapter).

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Soft Works: Abracadabra (2003)

		Recorded at Eastcote Studios, London on June 6 & 7, 2002.

		

		Allan Holdsworth: SynthAxe, guitar

		Elton Dean: Alto saxophone, saxello, Fender Rhodes electric piano

		Hugh Hopper: Bass

		John Marshall: Drums

		

		1. Seven Formerly (10:22)

		(Elton Dean/John Marshall, this song is also known as “Seven For Lee”)

		

		This tune is based on a 7/8 pedal vamp from Elton Dean’s “Seven For Lee”, and features some lyrical playing from Dean for most of it.

		0:00: Oscillating synth pattern, bass pedal.

		0:45: Light cymbals, swelled guitar and sax join over a loose modal texture. Drums ramp up with snare rolls.

		3:06: Harmony briefly modulates and then returns to a midtempo 7/8 pedal groove (sax solo continues).

		4:13: Accented guitar comping begins, developed.

		6:33: Guitar solo (also featuring drums).

		7:49: Sax becomes more aggressive as guitar returns to light comping.

		8:54: Groove begins to dissipate, briefly modulating into an ending cadence. Oscillating synth reprise.

		

		2. First Trane (11:33)

		(Hugh Hopper)

		

		Hopper presents a casual, “jungle-flavored” groove for the band to freely extemporize on. The main section eventually develops a simple turnaround to mark out choruses.

		0:00: Slinky bass vamp leads a kind of “exotica” groove (guitar swells/accented comping), sax solo.

		2:33: Bass briefly dialogues with a sax motif, returns to main riff, later veers off again.

		3:46: Harmony briefly modulates (cadence), then returns to pedal groove.

		4:39: Cadence, groove resumes, bass becomes more ornamented, cadence returns, etc.

		6:47: Falling rhythmic motif leads to guitar solo.

		7:41: 2nd chorus guitar solo.

		8:31: 3rd chorus guitar solo (sax resumes lead for turnaround cadence).

		9:50: Falling rhythmic motif reprised and developed for final choruses.

		10:45: Ride cymbal begins a straight beat, leading to final textural cadence.

		

		3. Elsewhere (8:01)

		(Hugh Hopper)

		

		After Allan's chord-swell intro, this tune becomes a pleasantly-modulating 6/8 groove. After the guitar solo it does a “metric modulation” to straight time.

		0:00: Solo guitar swells.

		0:43: Midtempo triplet groove led by sax lead (guitar comps).

		3:40: Guitar solo (overdubbed) over gently strummed chords.

		4:25: 2nd chorus guitar solo.

		5:08: 3rd chorus guitar solo.

		5:45: Groove slows down to a duple meter as sax solo resumes (guitar arpeggios).

		

		4. K Licks (6:50)

		(Phil Miller, previously recorded as “Calyx”)

		

		After a somewhat wonky head, the group develops a long, repeating fanfare featuring the sax and drums.

		0:00: Sax and fuzz bass play a thorny unison head, joined by subtle cymbals and guitar textures.

		0:48: Bass plays fanfare harmony as drums ramp up (drum rolls, etc.) and sax solo continues. Guitar continues to comp.

		5:35: Sax and bass resume unison figure head, final rave-up, synth textures.

		

		5. Baker's Treat (5:40)

		(Elton Dean)

		

		Allan plays the changes beautifully in this fairly straight jazz ballad, somewhat reminiscent of the None Too Soon sessions.

		0:00: Count off leads to ballad with sax in lead voice (gentle guitar swells). Sax solos for a couple choruses.

		1:01: Sax solo.

		2:37: Guitar solo.

		4:25: Sax re-enters with head, final cadence (unresolved).

		

		6. Willie's Knee (5:17)

		(Elton Dean)

		

		This funky tune features a pretty jovial solo from Allan, and somewhat revisits some territory from the Nucleus and Tony Williams Lifetime days.

		0:00: Midtempo funky groove with Fender Rhodes accents, added choral synth harmonies.

		1:03: Guitar enters with solo as funk groove modulates through the changes.

		1:49: Guitar solo 2nd chorus.

		2:31: Guitar solo 3rd chorus.

		2:53: Sax solo, choir synth patches re-enter for final cadences.

		

		7. Abracadabra (7:34)

		(Hugh Hopper/John Marshall)

		

		Allan doesn't take a solo on this interesting harmony, but he does offer some unusually dynamic comping instead. The somewhat Middle-Eastern vibe would get revisited in other albums (see below).

		0:00: Sax ornaments over textural “Zone-like” figures, building on a 2-chord harmony.

		1:48: Bass becomes more aggressive and accented (modal vamp) and the band follows suit. The bass and drum groove is developed with more and more accents.

		3:20: Pedal harmony begins to modulate.

		4:17: The groove relaxes into a more open vamp, “exotic” (somewhat Middle Eastern) synth harmonies enter. Sax continues solo.

		6:55: Free textures return with added SynthAxe sweeteners.

		

		8. Madame Vintage (4:52)

		(Allan Holdsworth/John Marshall)

		

		This tune features Allan and old pal John Marshall just going at it. This intricate dialogue amply honors their history together. This head would also be employed in Allan's own setlists during this period, typically as an intro to a longer medley. The track “Monsieur Vintage” from Chad Wackerman’s album Dreams, Nightmares and Improvisations implies the same chord melody in its own head.

		0:00: Chordal swells and drum rolls develop a gently-modulating chord melody head.

		0:38: Guitar lead and drum duet (free improvisation).

		3:30: Chord melody head reprise as drums continue ornaments on toms, chord-swell postlude, final “mystery” chords.
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		Allan playing a DeLap guitar.

		(Credit: Eddie M. Coralnick)

		

		Blues For Tony

		

		A couple years later, Allan again revisited the past when he reunited with Tony Williams Lifetime bandmate Alan Pasqua for a string of shows, backed by the Yellowjackets’ founding bassist Jimmy Haslip and veteran Holdsworth drummer (Metal Fatigue) Chad Wackerman.

		

		Alan (Pasqua) was on the road in Europe and a promoter suggested the idea to him. He said ‘Why don’t you get back together with Allan?’ That planted a seed and we spoke to each other to see if it could work. I used to call Alan once in awhile, usually because I was listening to one of his albums - I really love his playing. So, we thought ‘Let’s do a little tribute to Tony.’ We tried it as an experiment and we’ll see what happens. It’s actually some old stuff and new stuff. We're doing it very similar to the way we did it in Lifetime - we’re coming in with not-quite-finished pieces and experimenting with them as we go. I haven’t done it that way in a long time and it’s great - it’s challenging, getting my butt kicked. ⁶³, ⁶⁵

		

		Live dates for the Holdsworth/Pasqua quartet started around the beginning of 2006, and these early shows also included the Believe It tune “Wildlife” (or, “The Spirit”), John Coltrane's “Resolution” (from A Love Supreme), ”Nothing Personal” (a Don Grolnick tune featured on Michael Brecker's 1987 debut album), and “Leave ‘Em On” (a Holdsworth original eventually released on Gary Husband's Dirty and Beautiful Vol.1, in 2010). A September 29th date at Yoshi's Jazz & Sushi Club in California was released on DVD and featured the below set:

		The Fifth (later released on Chad Wackerman's Dreams, Nightmares and Improvisations)

		Looking Glass (from Atavachron)

		Fred (from Tony Williams Lifetime Believe It)

		It Must Be Jazz (an original funk/ballad piece)

		Blues For Tony (a Pasqua-penned funk-blues)

		To Jaki, George and Thad (a Pasqua solo piano piece)

		San Michele (adapted from Pasqua's 1995 album Dedications)

		Guitar Intro/Pud Wud (Sand)

		Proto Cosmos (Believe It)

		Red Alert (Believe It)

		

		European dates from May of 2007 with the Holdsworth/Pasqua/Haslip/Wackerman quartet ultimately resulted in a complementary double CD of new live recordings. The same setlist from the 2006 DVD performance was reordered and assembled from various sets from different nights, and finally released in 2009.

		

		A song-by-song album breakdown of Blues For Tony appears at the end of this chapter.

		

		Allan Holdsworth Trio (2006-08)

		

		In between dates with the Holdsworth/Pasqua quartet (and continuing into 2008), Allan also continued touring with Jimmy Johnson and Chad Wackerman (the All Night Wrong trio). During this period, the band brought back Chad's “Tell Me” (from Forty Reasons) and tried out a couple new songs (so far unreleased). One of these, titled “The Insomniac”, bears some similarities with “Let's Throw Shrimp” from Against the Clock, opening with some up-stroke arpeggios (treble to bass strings), followed by a cadence section and a modal pedal groove under the solo section. Another new song, “Every 10th Man” (a title derived from the historical Greek army disciplinary measure of “decimation”), uses heavily-accented power-chord riffing in combination with a somewhat Middle-Eastern scalar figure on harmonized guitar, followed by a gently-modulating solo harmony.
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		Allan, Chad Wackerman, Jimmy Johnson: Schwerin, Germany 2008.

		(Credit: Jesco Bressum)

		

		HoBoLeMa (2008, 2010)

		

		For tours in the latter part of the 2000s, Allan's trio generally featured combinations of both veteran and newly-conscripted Holdsworth players like Gary Husband, Jimmy Johnson, and Ernest Tibbs. However, this period was also marked by another “super group”: HoBoLeMa (whose name was derived from the initial letters of each member's surname). At a Japan date in November of 2008, Allan found himself joining a rhythmic “power trio” made up of drummer Terry Bozzio (Frank Zappa, Missing Persons), bassist/Chapman stick player Tony Levin (King Crimson, etc.) and drummer Pat Mastellotto (King Crimson). This group played exclusively freely-improvised song structures (“Zones”), which ranged from rhythmic modal workouts to abstract soundscape fantasias. However, after their initial 2008 meeting in Japan, it wasn't until 2010 that two additional HoBoLeMa tours came together. Sadly, no professionally-recorded documentation of this quartet has seen any kind of circulation, although many bootleg recordings of this fascinating experiment do exist.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Holdsworth, Pasqua, Haslip, Wackerman: Blues For Tony (2009)

		Recorded May 2007.

		

		Allan Holdsworth: Guitar

		Alan Pasqua: Keyboards

		Jimmy Haslip: Bass

		Chad Wackerman: Drums

		

		CD 1

		1. Blues for Tony (11:12)

		(Alan Pasqua)

		

		Solos:

		Alan Pasqua: Keys

		Allan Holdsworth: Guitar

		Chad Wackerman: Drums

		

		It's always interesting to hear how Allan navigates the blues, especially considering that he tries to avoid “blues licks” at all costs.

		0:07: Funky, sharply-accented electric piano-led blues vamp.

		0:43: Electric piano solo (guitar comps).

		3:24: Guitar solo, beginning with soft clean tones, then moving into a heavy lead tone on the 2nd chorus.

		6:29: Drum solo.

		10:03: Head reprise, ending.

		

		2. The Fifth (8:58)

		(Chad Wackerman)

		

		Solos:

		Jimmy Haslip: Bass

		Allan Holdsworth: Guitar

		Alan Pasqua: Keys

		

		Lively drums underpin a kind of pastoral chord melody accompaniment. Allan plays over a different set of changes than the other soloists.

		0:00: Drum fill into a pedal bass harmony with pastoral chordal guitar and ornamental jazz organ keys.

		1:08: Bridge: modulating with guitar arpeggios and piano ornaments.

		1:40: Pedal/pastoral groove theme resumes (more jazz organ ornaments).

		2:48: Bass solo as guitar comps with soft modulating chords.

		4:24: Guitar solo over modulating bridge harmony.

		6:30: Accented cadence, short piano solo over main theme groove.

		7:30: Main theme reprise with final development and piano ornaments.

		

		3. It Must Be Jazz (8:38)

		(Group jam)

		

		Solos:

		Jimmy Haslip: Bass

		Allan Holdsworth: Guitar

		Alan Pasqua: Keys

		

		This funky vamp features Allan intermittently adding some pitch harmonizer effects during his solo. Pasqua chooses a fuzz-tone for his solo and commentary. It then calms down for an ending ballad featuring another solo from Allan.

		0:00: Midtempo groove lead off by a bass solo, turning into a funky vamp with fuzz-organ synth.

		0:52: Guitar solo (sometimes with a harmonizer effect) over a modulating pedal.

		2:37: Keyboard solo (fuzz and delay). About halfway through Alan gets very funky, almost Jan Hammer-ish.

		4:34: Rhythmic cadence, leading to a textural ballad groove with clean chordal guitar figures.

		5:33: Guitar solo over modal ballad groove.

		7:12: Electric piano briefly featured as guitar returns to clean comping, ending with a final reprise of the earlier rhythmic cadence.

		

		4. Fred 9:55

		(Allan Holdsworth)

		

		Solos:

		Alan Pasqua: Keys

		Allan Holdsworth: Guitar

		

		0:00: Opening drum accents lead to galloping refrain groove with clean chords, briefly modulating, and ending in fuzzier cadence accents.

		0:46: Refrain reprise, ending in cadence variation featuring drum and keyboard ornaments.

		1:40: Pasqua's keyboard solo over refrain chords (1st few chords more open).

		5:30: Guitar solo.

		6:37: 2nd chorus.

		7:33: 3rd chorus. Solo ends in a fast ensemble rhythmic figure.

		8:31: Opening refrain reprise, ending in crunchy cadence and rave up.

		

		5. Guitar Intro (3:34)

		(Allan Holdsworth)

		

		0:00: Gentle chord melody.

		0:31: Swelled chord melody textures with delays.

		

		6. Pud Wud (9:59)

		(Allan Holdsworth)

		

		Solos:

		Jimmy Haslip: Bass

		Alan Pasqua: Keys

		Allan Holdsworth: Guitar

		

		This version starts with the B section. The main theme intro statement is skipped, but appears in the final recapitulation.

		0:00: “Determined” B theme over a broad groove.

		0:15: Bass solo over main theme and B theme (3 choruses).

		2:35: Keys solo, with some nice rhythmic interplay in the 4th and final chorus.

		5:40: Guitar solo.

		6:26: 2nd guitar solo chorus.

		7:12: 3rd guitar solo chorus.

		7:58: 4th guitar solo chorus.

		8:43: Gentle main theme with keys ornaments, final B theme reprise.

		

		CD 2

		1. Looking Glass (10:06)

		(Allan Holdsworth)

		

		Solos:

		Alan Pasqua: Keys

		Allan Holdsworth: Guitar

		

		0:00: Drum fill, accented head chords driven by lively drum fills.

		0:31: Accented head (reprise variation).

		0:58: Chorus with broader groove.

		1:18: Accented head, now transposed to a lower key.

		1:45: Piano solo over modulating chorus/head variations.

		5:24: Guitar solo.

		8:36: Chorus, accented head (twice, as in the opening).

		

		2. To Jaki, George and Thad (4:50)

		(Alan Pasqua)

		

		0:00: Alan Pasqua plays a gentle, ornamented jazz ballad (solo piano).

		

		3. San Michele (11:30)

		(Alan Pasqua)

		

		Solos:

		Allan Holdsworth: Guitar

		Alan Pasqua: Keys

		Chad Wackerman: Drums

		

		Allan's solo over this hypnotic waltz groove is quite appealing.

		0:00: Electric piano-based theme over a triplet groove.

		0:38: Guitar plays theme melody line, repeat.

		2:08: Guitar solo over theme changes. The groove develops during the solo.

		4:45: Keys solo with fuzz/delay effects.

		7:20: Opening theme sequence reprise.

		8:21: Drum solo.

		10:32: Opening theme groove reprise (no melody line).

		

		4. Proto-Cosmos (5:45)

		(Alan Pasqua)

		

		Solos:

		Allan Holdsworth: Guitar

		Alan Pasqua: Keys

		

		0:00: 3-accent descending fanfare motif bracketed by solo drum licks, leading to rhythmic ensemble figure.

		0:25: Allan's guitar solo over an uptempo, loping groove, accented by reappearances of the fanfare motif.

		2:30: Fanfare with drum licks, followed by Pasqua's keyboard solo (with pitch bend effects).

		4:33: Opening fanfare sequence reprise, ending in a ritardando coda variation/rave-up.

		

		5. Red Alert (5:49)

		(Tony Newton)

		

		Solos:

		Allan Holdsworth: Guitar

		Alan Pasqua: Keys

		

		Gary Haslip's version of the bass line is different than on Newton's original recording for the first part of this rendition, but eventually gravitates towards the main riff.

		0:00: Bouncy bass vamp with keyboard accents (developed).

		1:03: Descending keyboard chords lead to a guitar solo over a modulating pedal (original “Red Alert” bass line surfaces).

		3:08: Keyboard solo with fuzzy tones.

		4:45: Main riff (original), cadence figure, final rave-up.

		

	
		

		
			32: Opening The Vault
		

		

		
			[image: Allan with Virgil Donati on drums
(Credit: Eddie M. Coralnick)
]
		

		Allan with Virgil Donati on drums

		(Credit: Eddie M. Coralnick)

		

		Virgil Donati Projects (2011-2017)

		

		After HoBoLeMa, Allan tried out various band combinations for a number of months, including several dates with players such as bassist Bunny Brunel and Suicidal Tendencies/Stanley Clarke drummer Ronald Bruner Jr. However, in November 2011, Planet X drummer Virgil Donati assembled a quartet with Allan, bassist Anthony Crawford and late keyboard prodigy Austin Peralta to play a high-profile gig in India. At a later January 2012 NAMM show, Allan, Virgil, bassist Jimmy Haslip (from the Blues For Tony project) and Dennis Hamm (keys) played through the two Planet X songs Allan was familiar with (“Desert Girl” and “The Thinking Stone”, see interlude III: sessions 2003-2019). After this, Allan continued touring as a trio with Virgil Donati and either Jimmy Haslip or Memphis-born bassist Anthony Crawford. One notable addition to Holdsworth's by-now-standardized set list was “Mr. Spock/Letsby”, another long-lost Tony Williams Lifetime tune (which actually wasn't played on the 2006/2007 Pasqua quartet dates). Stylistically, around this time Allan also started using longer delay times and harmonizer in his solos to create overlapping polyphonic structures. Sadly, this interesting new direction was never captured on record. Tracks with this trio were recorded, but so far have not been released.

		

		Allan: I wanted to do something a bit different for my new record, and I haven’t done a new studio record in over ten years. The way the music was going, it was just a bit different, that’s all. So I asked Virgil (Donati) to play on the record, and he plays amazingly on it. So it seemed like a natural thing to do. Even though the album is not quite finished yet, it’s a good way along, and I just decided to do it with Virgil and Jimmy Haslip.

		

		Q: Virgil is known mostly for playing very heavy progressive rock. Are you planning on taking your music in a more rock-oriented direction with this new lineup?

		

		Allan: It’s a little bit more that way than my last studio record (The Sixteen Men of Tain), which was a little bit softer. But that’s good. I just wanted to let it go where it goes. I wanted to do something different, and then all this time went by. I had a lot of music that was already recorded (probably referring to Bring To Light and Snakes and Ladders), but I decided that I didn’t want to use it because it was kind of 'time-locked' into that same period, and I didn’t want to do that. So I just decided to write all-new material, and I made a decision to try to do something with Virgil because I’m a big fan of his. Like I said, he plays really amazingly on it, and I think it’s a good combo. ⁹¹

		

		Zappa Plays Zappa (2012)

		

		One interesting invitation had Allan sitting in with Dweezil Zappa's “Zappa Plays Zappa” tribute band in February of 2012. During these sets he played on the songs “Any Kind Of Pain”, “Eat That Question” and “Treacherous Cretins”. Some clips of these sessions can be found online. Dweezil wrote about his experiences with Allan in a 2017 tribute:

		

		Dweezil Zappa: Allan was a major influence on my musical outlook. His approach to guitar was so unique and quite honestly baffling, especially to the 13-year-old me who spent a summer trying to learn licks from his Metal Fatigue album. My dad was an admirer of Allan's playing as well. He talked about him in high regard in several interviews.

		

		One day Allan came to our house to visit my dad... I remember that I was 13 and I couldn't understand the scales Allan was using or the chords he was playing over. I had the opportunity to ask him a few questions that day and he was very patient with me as I attempted to show him some of the things I had tried to learn. He showed me a few easier licks and some two hand tapping ideas.

		

		Allan even played with my band on stage a few times. He was so humble and was allergic to compliments. If I mentioned something about his playing on a record or even in the moment while playing together he would say with a smile, 'I'm sorry you had to hear that.' ¹²⁶

		

		Crossroads Festival with Kurt Rosenwinkel (2013)

		

		In 2013, another “guest spotlight” opportunity had Allan playing to a full house in Madison Square Garden during Eric Clapton's Crossroads Guitar Festival (sitting in with jazz guitarist Kurt Rosenwinkel's band). Rosenwinkel's keyboardist Aaron Parks describes the event:

		

		Allan Holdsworth joined us for the second tune, and after a small delay due to some technical difficulties, he launched into a mind-expanding solo guitar intro, which led into an epic version of 'Gamma Band'. Yes, epic. The word is overused, but in this case it seems appropriate. Kurt and Allan together was mayhem, in the best way. ¹²⁷

		

		Some fairly ragged audience video of this episode eventually appeared on YouTube, and some recordings of the full set can also be found on SoundCloud ¹⁴⁰.

		

		Tales From The Vault (2016)

		

		2014 featured additional Holdsworth Trio tour dates with bassist Jimmy Haslip and either Virgil Donati or Gary Husband on drums. Album-wise, long-gestating studio tracks were still immobilized by inertia of one kind or another, but a PledgeMusic crowdfunding project managed to produce an internet-only 2016 potpourri release of unreleased demos, lost tracks, remixes and some short solo pieces. One track, “Earth” (written by Virgil Donati), was a newly-recorded composition, however, and featured a fresh Holdsworth guitar lead. The saga of the Tales From the Vault release has some rough edges to it (well beyond the scope of this book), but in the end, an album of mostly never-before-heard tracks saw the light of day. The take of “Water On the Brain” alone rewarded long-time fans with a priceless, early '80s Holdsworth studio solo. His solo on “Abingdon Chasp” with Ray Warleigh and Bill Bruford was an equally nice surprise for the “old-school” fans.

		

		An album breakdown of Tales From The Vault appears after the end of this section.

		

		Late Gear

		

		Around late 2009 Canton guitars started building custom models for Allan (with signature models available in 2011). Due to some feedback issues, these guitars were mostly used in the studio (for example, on Chad Wackerman's 2012 release, Dreams, Nightmares and Improvisations). Apparently around 2013, Allan also tried out some .strandberg* guitars for size and was pleased with them. However once Carvin started producing their own headless guitars, Allan often used those models (HH2).

		

		The Man Who Changed Guitar Forever

		

		By 2017, Allan had managed to recover the rights to his entire catalog, and the Manifesto label released both a CD box set and a new “best of” compilation: The Man Who Changed Guitar Forever! and Eidolon, respectively.

		

		Forever! collects Allan's 12 albums as leader, and includes bonus tracks from previous import editions and re-issues. Every album was freshly remastered by Dave Schultz and Bill Inglot at d2 Mastering (with the results approved by Allan himself), and each of these two packages also includes their own unique liner notes by Chris Hoard and many rare photos.

		

		Eidolon notably includes an exclusive, previously unreleased mix of “Road Games” with Jack Bruce on vocals (not included in the box set). This is the original mix intended for Road Games until Allan went against Ted Templeman’s wishes and used Paul Williams’ take instead.

		

		Eidolon (2017)

		The Sixteen Men Of Tain

		The Drums Were Yellow

		Eidolon

		How Deep Is The Ocean

		Nuages

		Ruhkukah

		Low Levels, High Stakes

		Tullio

		Sphere Of Innocence

		Dodgy Boat

		Against The Clock

		City Nights

		54 Duncan Terrace

		Road Games (Bonus track)

		Peril Premonition

		Distance Vs Desire

		Pud Wud

		Non-Brewed Condiment

		Funnels

		Metal Fatigue

		Home

		Devil Take The Hindmost

		Tokyo Dream

		Water On The Brain Pt. II

		Letters Of Marque

		Temporary Fault

		The 4.15 Bradford Executive

		Curves

		

		The Man Who Changed Guitar Forever (2017 12 CD Box Set)

		I.O.U.

		Road Games

		Metal Fatigue

		Atavachron

		Sand

		Secrets

		Wardenclyffe Tower (with 3 import-only bonus tracks)

		Hard Hat Area

		None Too Soon

		The Sixteen Men Of Tain (with 2 reissue bonus tracks)

		Flat Tire: Music For A Non-Existent Movie

		THEN! Live in Tokyo 1990 (with 1 import-only bonus track)

		

		

		

		Song Breakdowns and Commentary

		

		

		

		Allan Holdsworth: Tales From The Vault (2016)

		

		1. Earth (10:10)

		(Virgil Donati, 2016)

		

		Allan Holdsworth: Guitar, SynthAxe

		Jimmy Johnson: Bass

		Virgil Donati: Drums

		

		This Virgil Donati tune (slightly-reharmonized by Allan) features solos from both Allan and Jimmy Johnson (as well as plenty of virtuosic drumming from Virgil). It was released with an additional “solo-less” mix, as a kind of guitar/bass karaoke, I guess.

		0:00: Drum roll into accented bass vamp with “machine gun” drum textures, joined by glassy accent chords and string textures, cadence, accents reprise.

		0:51: B theme with syncopated chord accents and swirling SynthAxe textures, bass lick cadence.

		1:26: Reprise A and B themes.

		2:30: Transition with poly-rhythmic drum rolls.

		3:03: Accented/syncopated bridge.

		3:33: Guitar solo over broad 5/4 (or 15/8) groove, modulating and with added SynthAxe string/choir textures.

		4:06: 2nd chorus (from this point on the groove becomes more modulated), choir textures.

		4:38: 3rd chorus (more rhythmic interpolation and SynthAxe swirly textures).

		5:10: 4th chorus.

		5:43: Bass lick cadence, reprise A and B themes.

		6:50: Bass solo (with SynthAxe string textures, double-kick drums, etc.).

		8:26: Accented bridge.

		9:42: Brief outro guitar lick over string texture.

		

		(Track 13 is a reprise of “Earth” but with no guitar solo.)

		

		2. The Abingdon Chasp (1979 Virgin Demo) (5:12)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar

		Ray Warleigh: Alto sax

		Bill Bruford: Drums

		Jeff Young: Keyboards

		Francis Moze: Electric bass

		

		This unreleased track was described at length in Chapter 12. In any case, it's a demo originally recorded for the Virgin label. The demo was later rearranged for the Bruford album One Of A Kind.

		0:00: Descending accented fanfare A.

		0:07: Melody line B in sax, modulating to fanfare variation A', then brief guitar solo over anthemic groove fragment B'.

		0:34: Reprise of sax melody B (added bass ornaments), fanfare var. A', harmonized guitar figure over broad C groove, fanfare A (tweaked).

		1:12: Ray's alto sax solo over syncopated groove figure D, modulating and broadening into C' groove variant, reprise D, C' and then dissipating in held E cadence.

		2:37: Allan's guitar solo over C' groove, syncopated groove D, back to C' groove.

		3:16: Sax solo returns in E cadence.

		3:33: Anthemic groove B' (full statement) with sax solo continued.

		3:57: Reprise of sax head melody B, fanfare var. A', harmonized guitar figure over broad C' groove (added low guitar accent figures), fanfare A'' ending variation (with final synth filtering).

		

		Tracks 3, 7, 12: Road Games:  Unreleased Mixes by Mark Pinske (1984)

		

		Allan was unhappy with the mixes completed at Warner Bros.' own facilities, so these tracks were remixed at Frank Zappa's studio by Zappa's house engineer, Mark Pinske. Unfortunately, Templeman would only accept the WB mixes for inclusion on the released album. Again, more info is in the Road Games chapter.

		3. Three Sheets To The Wind (4:11)

		7. Tokyo Dream (4:08)

		12. Material Real (4:45)

		

		Tracks 4, 6, 8, 9: Road Games: Early 1983 Mixes with Joe Turano on Vocals

		

		Joe Turano was one of the first singers auditioned for the Road Games album to replace Paul Williams (who had been rejected by producer Ted Templeman). Unfortunately, Templeman wasn't satisfied with Turano either. Ultimately, Jack Bruce sang on most of the record instead, but Turano is still credited with background vocals on the album. These 4 tracks reveal Turano’s rejected versions as lead vocalist. More info is in the Road Games chapter.

		4. Road Games (2:07)

		6. Water On The Brain Pt. II (3:09)

		9. Was There? (4:08)

		8. Material Real (3:56)

		

		5. New Dawn (6:21)

		(Pat Smythe)

		

		Allan Holdsworth: SynthAxe, Starr Zboard

		

		Allan used to perform this Pat Smythe tune while he was playing London jazz clubs with Smythe's combo in the '70s (see Chapter 14). The chords here were played on the SynthAxe and the solo was performed using the Starr Zboard (Starr’s Ztar was described in the Hard Hat Area chapter).

		0:00: Opening chord melody theme, cadence, variation.

		0:57: Starr Zboard solo over comped chords and walking bass (SynthAxe). The Ztar triggers a sound patch with a sharp attack and a harpsichord/Vulcan lute-like tone. The harmony alternates between gently-modulating cadences and a 3-4 beat falling/rising progression.

		1:52: 2nd chorus.

		2:47: 3rd chorus.

		3:43: 4th chorus.

		4:38: 5th chorus (partial).

		4:59: Transition and glissando sound design effect, theme variation (coda).

		5:59: Soundscape accents.

		

		10. Poochini (1:39)

		(Allan Holdsworth, 2016)

		

		Allan Holdsworth: SynthAxe

		

		This solo SynthAxe tune uses an electric piano sound patch. It is essentially a chord melody “impression”, and was dedicated to Allan's daughter's Pitbull/Dalmatian mix Daisy.

		

		11. Water on the Brain: Lost 1981 Take from the I.O.U. Barge Sessions (2:06)

		(Allan Holdsworth)

		

		Allan Holdsworth: Guitar

		Paul Williams: Vocals

		Paul Carmichael: Bass

		Gary Husband: Drums

		

		This “I.O.U. Mark I” version of the Road Games track is the original take featuring Paul Williams' vocals and a guitar solo. The tape was apparently stolen from the studio at the time of the I.O.U. album's assembly, and so this song ended up being rerecorded with the Road Games band years later (replacing the vocals and guitar solo with a guitar lead line and bass solo). This is the lost track's first “official” appearance since the tape was recovered.

		0:00: Syncopated/accented main vocal theme, accented groove, repeat for 2nd and 3rd verses.

		0:58: Bridge cadence.

		1:10: Guitar solo over verse groove.

		1:32: 4th verse, drum cadenza.

		

	
		

		
			X
		

		
			Postlude
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		Legacy

		

		Allan moved on to his next “sphere of existence” on April 15, 2017, but just prior to his unexpected passing he completed a West Coast mini-tour supporting the new Manifesto remastered releases with a returning Steve Hunt on keys (after a two-decade absence!), Virgil Donati and bassist Evan Paul Marien (another exciting “new generation” player). By all accounts, these last few shows saw Allan reinvigorated and playing in top form.

		

		News of Allan’s passing brought forth a deluge of tributes from well-known peers, and a crowd-sourced charity to help resolve some of the prodigious expenses and debts left in his wake broke the 6-figure mark (notably making a footprint in the mainstream press). In the same year Guitar Player magazine mounted a poll on social media to help choose an artist to be featured on its 50th Anniversary cover, and votes for Allan far outweighed any other musician (by a factor of 10!). The actual cover ultimately took a more conservative route, but Allan’s domination of the popular vote was featured in a highlighted sidebar in the pages of that issue.

		

		Future Releases

		

		One of the questions most often asked by Allan’s fans is whether any unreleased studio recordings will ever appear. Apparently, basic rhythm tracks from sessions stretching over two decades exist in some form or another (in particular those from the Bring To Light and Snakes and Ladders sessions featuring trios with Gary Husband/Jimmy Johnson and Ernest Tibbs/Joel Taylor, as well as other sessions with Chad Wackerman, Virgil Donati, etc.), but Allan reportedly never completed any guitar solos for these recordings to his satisfaction. In fact, Allan was notorious for actually going out of his way to erase guitar tracks he was uncomfortable with (see his comments on Derek Sherinian’s Mythology). Yet, one never knows…new Coltrane sessions from the 1960s have surfaced in recent years, so it always seems that there is a tape box lying around somewhere to be rediscovered.

		

		Despite the dearth of releasable studio material, Holdsworth’s current label Manifesto (which has also represented artists as varied as Alice Cooper, Tom Waits and Dead Kennedys) has persevered to remaster and release “official” archival live recordings, previously available only to bootleg collectors. These high-fidelity releases include bonus DVDs of the broadcast footage from which these audio recordings come from (these posthumous releases are described in Chapters 17, 18 and 27). New “informal sessions” from Allan’s free jazz era (with musicians such as Ray Warleigh and Ron Mathewson) have also been recently discovered and released on the Jazz In Britain label (see Chapter 12).

		

		Another avenue of possible future exploration I personally would like to see would be a compilation of the jazz sessions Allan led or co-led on Britain’s BBC jazz radio (Jazz In Britain, Sounds of Jazz, etc.). Some of these already exist unofficially on YouTube, etc., but it would be a great tribute to a relatively less-lauded period of jazz history (especially outside Britain) if such an archive featuring these wonderful London jazzers (including Ray Warleigh, Pat Smythe, Gordon Beck, etc.) were to someday see the light of day.

		

	
		

		
			Afterword
		

		

		

		

		This book covers much of the historical background surrounding the creation of Allan Holdsworth’s major albums. However, its main objective is to lay out the compositional design of each song as a guide map in order to help listeners dive deeper into each song’s many nooks and crannies. One aspect which is not covered in as much detail as I would have liked is the narrative flow of Allan’s solos. The Preface explores a handful of tunes, but an entire second book could really be written just discussing all of his guitar (and SynthAxe) solos. However, there is also the danger of over-thinking these things. Ultimately, Allan’s improvisations are meant to be digested as “in-the-moment” dialogues with his collaborators. Each solo improvisation tells a story and hopefully the analysis charts in this book help to mark out the “paragraphs and chapter breaks” of some of these epics. Simply translating the musical story into words somehow seems liable to suck out some of the magic…

		

		But who knows? If we speak about things that the Holdsworth musical legacy deserves, we should also throw in the idea of a guide to the prodigious Holdsworth “bootleg” archive. One of the magical things which makes Allan’s “unofficial” recordings so special is that every solo of every song on every night was entirely a new creation. In other words, he was telling a new story every time he was up at bat. This is another reason why those collectors who start down this path find themselves hooked for life.

		

		Allan was notoriously, famously, humble about his own playing. For his admirers it can be difficult to place such otherworldly talent alongside such a self-critical attitude. I believe that Allan’s standard of excellence was on the level of his heroes Debussy or Bartók, two of the greatest composers in history. Allan demanded of himself a masterpiece several times a night on tour - every solo of every song was a brand-new composition. It’s an impossible peak to reach and maintain - it took Bartók 30 years to come up with just 6 string quartets - but Allan demanded such things from himself nightly. Like some of the greatest composers in history, it will likely take decades for history to fully understand the impact of Allan’s music.

		

	
		

		
			Appendix A
		

		
			Secrets
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			Discography
		

		

		1969

		'Igginbottom, 'Igginbottom's Wrench

		Produced by Maurice Bacon, Morgan Fisher and Michael Jackson for Deram (Allan Holdsworth on guitar, vocals, composer)

		

		1973

		Ian Carr (with Nucleus), Belladonna

		Produced by Jon Hiseman for Vertigo (Allan Holdsworth on guitar)

		

		Tempest, Tempest

		Produced by Jon Hiseman for Bronze (Allan Holdsworth on guitar, vocals, violin, composer)

		

		1975

		Soft Machine, Bundles

		Produced by Soft Machine for Harvest (Allan Holdsworth on guitar, composer)

		

		The New Tony Williams Lifetime, Believe It

		Produced by Bruce Botnick for Columbia (Allan Holdsworth on guitar, composer)

		

		1976

		The New Tony Williams Lifetime, Million Dollar Legs

		Produced by Bruce Botnick for Columbia (Allan Holdsworth on guitar, composer)

		

		Allan Holdsworth, Velvet Darkness

		Produced by Creed Taylor for CTI (Allan Holdsworth on guitar, violin, composer)

		

		Gong, Gazeuse!

		Produced by Dennis Mackay for Virgin (Allan Holdsworth on guitar, violin, pedal steel guitar, composer)

		

		Esther Phillips, Capricorn Princess

		Produced by Creed Taylor for CTI (Allan Holdsworth on steel guitar, 1 track)

		

		1977

		Jean-Luc Ponty, Enigmatic Ocean

		Produced by Jean-Luc Ponty for Atlantic (Allan Holdsworth on guitar)

		

		John Stevens, Touching On

		Produced by Gerd Peeckel and Manfred Schiek for Vinyl (View) (Allan Holdsworth on guitar, composer)

		

		1978

		Bill Bruford, Feels Good To Me

		Produced by Robin Lumley and Bill Bruford for E.G. Records/Polydor (Allan Holdsworth on guitar)

		

		Gong, Expresso II

		Produced by Gong for Polydor (Allan Holdsworth on guitar, composer)

		

		U.K., U.K.

		Produced by UK for E.G. Records (Allan Holdsworth on guitar)

		

		1979

		Bill Bruford, One Of A Kind

		Produced by Bill Bruford for E.G. Records/Polydor (Allan Holdsworth on guitar)

		

		Gordon Beck, Sunbird

		Produced by Jean-Marie Salhani for Disques JMS/Polydor (Allan Holdsworth on guitars, violin)

		

		Pierre Moerlen's Gong, Time Is The Key

		Produced by Pierre Moerlen for Arista (Allan Holdsworth on guitar, 4 tracks)

		

		1980

		Gordon Beck / Allan Holdsworth / Jeff Clyne / John Stevens,

		Conversation Piece - Part 1 & 2

		Produced by Gerd Peeckel, Manfred Schiek and John Stevens for Konnex (Allan Holdsworth on guitar, composer, recorded 1977)

		

		1981

		Soft Machine, Land Of Cockayne

		Produced by Mike Thorne for EMI (Allan Holdsworth on guitar, 2 tracks)

		

		Allan Holdsworth / Gordon Beck, The Things You See

		Produced by Jean-Marie Salhani for Disques JMS/Polydor (Allan Holdsworth on guitars, vocals, composer)

		

		1982

		Allan Holdsworth, I.O.U.

		Produced and self-released by Allan Holdsworth (Allan Holdsworth on guitar, violin, composer)

		

		1983

		John Stevens, Re-touch

		Produced by Gerd Peeckel and Manfred Schiek for View Records (Allan Holdsworth on guitar, composer, recorded 1977)

		

		Allan Holdsworth, Road Games

		Produced by Ted Templeman and Allan Holdsworth for Warner Bros. Records (Allan Holdsworth on guitars, composer)

		

		Jean-Luc Ponty, Individual Choice

		Produced by Jean-Luc Ponty for Atlantic (Allan Holdsworth on guitar, 2 tracks)

		

		1984

		Jon St. James, Transatlantic

		Produced by Jon St. James for EMI America (Allan Holdsworth on guitar, 2 tracks)

		

		1985

		Allan Holdsworth, Metal Fatigue

		Produced by Allan Holdsworth for Enigma (Allan Holdsworth on guitars, composer)

		

		Rege Burrell, Victim Of Emotion

		Produced by Paul Brown for Portrait (Allan Holdsworth on guitar, 1 track)

		

		1986

		Allan Holdsworth, Atavachron

		Produced by Allan Holdsworth for Cream/Enigma (Allan Holdsworth on guitars, SynthAxe, composer)

		

		Soma, Soma

		Produced by Markham Gleed aka Mark Lauren for Occidental Records (Allan Holdsworth on guitar, 5 tracks)

		

		Jon St. James, Fast Impressions

		Produced by Jon St. James, Skip Hahn for Enigma (Allan Holdsworth on guitar, 2 tracks)

		

		Krokus, Change Of Address

		Produced by Fernando Von Arb, Tom Werman for Arista (Allan Holdsworth on guitar, 1 track)

		

		1987

		Allan Holdsworth, Sand

		Produced by Allan Holdsworth for Relativity/Restless (Allan Holdsworth on guitar, SynthAxe, composer)

		

		1988

		Stanley Clarke, If This Bass Could Only Talk

		Produced by Stanley Clarke for CBS Records (Allan Holdsworth on guitar, 1 track)

		

		Stuart Hamm, Radio Free Albemuth

		Produced by Stuart Hamm for Relativity (Allan Holdsworth on guitar, 1 track)

		

		Strange Advance, The Distance Between

		Produced by Drew Arnott, Howard Ayee, Joe Primeau for Current Records (Allan Holdsworth on guitar, 2 tracks)

		

		Allan Holdsworth / Gordon Beck, With A Heart In My Song

		Produced by Allan Holdsworth for JMS/Gramavision (Allan Holdsworth on guitars, SynthAxe, composer)

		

		1989

		Allan Holdsworth, Secrets

		Produced by Allan Holdsworth for Intima (Allan Holdsworth on guitar, SynthAxe, composer)

		

		Alex Masi, Attack Of The Neon Shark

		Produced by Alex Masi, Alex Woltman for Enigma (Allan Holdsworth on SynthAxe, 1 track)

		

		Jack Bruce, A Question Of Time

		Produced by Joe Blaney for Epic (Allan Holdsworth on guitar, SynthAxe, 2 tracks)

		

		Carl Verheyen, No Borders

		Produced by Carl Verheyen, etc. for Chase Music Group (Allan Holdsworth on SynthAxe, 1 track)

		

		Various Artists, Guitar's Practicing Musicians

		Produced by John Stix for Guitar Recordings (Allan Holdsworth on Guitar, 1 track)

		

		1990

		MVP: The Mark Varney Project, Featuring Frank Gambale and Allan Holdsworth, Truth In Shredding

		Produced by Frank Gambale/Mark Varney for Legato Records (Allan Holdsworth on Guitar, SynthAxe)

		

		Steve Tavaglione, Blue Tav

		Produced by David Garfield & Alan Hirshberg for Creatchy Records (Allan Holdsworth on guitar, SynthAxe, 1 track)

		

		Andrea Marcelli, Silent Will

		Produced by Andrea Marcelli for Verve Forecast/Polydor (Allan Holdsworth on guitar, SynthAxe, 3 tracks)

		

		1991

		Level 42, Guaranteed

		Produced by Level 42, Wally Badarou for RCA Records (Allan Holdsworth on Guitar)

		

		Chad Wackerman, Forty Reasons

		Produced by Kurt Renker, Walter Quintus, Chad Wackerman for Jimco/CMP (Allan Holdsworth on Guitar)

		

		Paz, Love In Peace (Amour Empaz)

		Produced by Dick Crouch for Master Mix Music (Allan Holdsworth on guitar, 1 track)

		

		1992

		Jeff Watson, Lone Ranger

		Produced by Jeff Watson for Roadrunner (Allan Holdsworth on guitar, 1 track)

		

		1993

		Andrea Marcelli, Oneness

		Produced by Joachim Becker for Lipstick Records (Allan Holdsworth on guitar, 2 tracks)

		

		Allan Holdsworth, Wardenclyffe Tower / Wardenclyffe Tower + 3

		Produced by Allan Holdsworth for Restless (Allan Holdsworth on guitar, SynthAxe, composer)

		

		Various Artists, Come Together: Guitar Tribute To The Beatles, Vol. 1

		Produced by Mike Mainieri for NYC Records (Allan Holdsworth on guitar, 1 track)

		

		Chad Wackerman, The View

		Produced by Kurt Renker, Walter Quintus, Chad Wackerman for CMP Records (Allan Holdsworth on Guitar)

		

		Allan Holdsworth, Just For The Curious

		Produced by REH for Warner Bros. Records (Allan Holdsworth on guitar, composer)

		

		1994

		Allan Holdsworth, Hard Hat Area

		Produced by Allan Holdsworth for Restless (Allan Holdsworth on guitar, SynthAxe, composer)

		

		1995

		Gongzilla, Suffer

		Produced by Bon Lozaga, Hansford Rowe for Lolo Records (Allan Holdsworth on guitar, 4 tracks)

		

		1996

		Allan Holdsworth, None Too Soon

		Produced by Allan Holdsworth for Restless (Allan Holdsworth on guitar, SynthAxe)

		

		Anders Johansson, Jens Johansson & Allan Holdsworth, Heavy Machinery

		Produced by Anders Johansson, Jens Johansson for Heptagon Records (Allan Holdsworth on guitar)

		

		Gorky Park, Stare

		Produced by Gorky Park for Soyuz Records (Союз) (Allan Holdsworth on guitar, 1 track)

		

		1997

		Steve Hunt, From Your Heart And From Your Soul

		Produced by Steve Hunt for Spice Rack Records (Allan Holdsworth on guitar, 1 track)

		

		2000

		Allan Holdsworth, The Sixteen Men Of Tain

		Produced by Allan Holdsworth for Gnarly Geezer (Allan Holdsworth on guitar, SynthAxe)

		

		2001

		Allan Holdsworth, Flat Tire - Music For A Non-Existent Movie

		Produced by Dan Perloff for Megazoidal (Allan Holdsworth on guitar, SynthAxe)

		

		2002

		Allan Holdsworth, All Night Wrong

		Produced by Akira Yada for Favored Nations/Sony Japan (Allan Holdsworth on guitar)

		

		2003

		Soft Machine, BBC Radio 1971 - 1974

		Produced by John Walters, Tony Wilson for Hux Records (Allan Holdsworth on guitar)

		

		Soft Works, Abracadabra

		Produced by Soft Works for Tone Center/MoonJune (Allan Holdsworth on guitar, SynthAxe)

		

		Atlantis, Pray For Rain

		Produced and self-released by Atlantis (Allan Holdsworth on guitar, 1 track)

		

		Allan Holdsworth, Then!

		Produced by Allan Holdsworth for Alternity (Allan Holdsworth on guitar, baritone guitar)

		

		2004

		Derek Sherinian, Mythology

		Produced by Derek Sherinian for Inside Out Music (Allan Holdsworth on guitar)

		

		K², Book Of The Dead

		Prog Rock Records (Allan Holdsworth on guitar)

		

		Riptyde, Sonic Undertow

		Produced by Chris Hoard for Alternity (Allan Holdsworth on guitar)

		

		2005

		David Hines, Nebula

		Produced by David Hines, Steve Hunt for Spice Rack Records (Allan Holdsworth on guitar, 2 tracks)

		

		Allan Holdsworth, Against The Clock

		Produced by Allan Holdsworth, Chad Wackerman, Derek Wilson, Christopher Hoard for Universal Music (Allan Holdsworth on guitar, guitar, SynthAxe, composer)

		

		Tempest, Under The Blossom: The Anthology

		Produced by Jon Hiseman for Castle Music (Allan Holdsworth on guitar, composer, recorded 1972, 73)

		

		2006

		Soft Machine, Floating World Live

		Produced by Gisela Steppat, Volker Steppat for MoonJune (Allan Holdsworth on guitar, composer, recorded 1975)

		

		Bruford, Rock Goes To College

		Produced by Bill Bruford for Winterfold (Allan Holdsworth on guitar, recorded 1979)

		

		2007

		Planet X, Quantum

		Produced by Planet X for Inside Out Music (Allan Holdsworth on guitar, 2 tracks)

		

		Jean-Luc Ponty, The Acatama Experience

		Produced by Jean-Luc Ponty for Koch (Allan Holdsworth on guitar, 1 track)

		

		Dan Carlin & Friends, Prowlin’

		Produced by Max Bennett, Dan Carlin for Rhombus Records (Allan Holdsworth on guitar/SynthAxe, 1 track)

		

		2008

		Chris Buck, Progasaurus

		Produced by Chris Buck for Cdbaby (Allan Holdsworth on guitar, 1 track)

		

		2009

		Allan Holdsworth/Alan Pasqua/Jimmy Haslip/Chad Wackerman,

		Blues For Tony

		Produced by Allan Holdsworth/Alan Pasqua/Jimmy Haslip/Chad Wackerman for MoonJune (Allan Holdsworth on guitar, composer, recorded 2007)

		

		Danny Thompson, Allan Holdsworth, John Stevens, Propensity

		Produced by Danny Thompson, Paul G. Kohler for Art Of Life (Allan Holdsworth on guitar, composer, recorded 1978)

		

		Snew, Highway Star (feat. Allan Holdsworth)

		Digital release - CD Baby (Allan Holdsworth on guitar, 1 track)

		

		Paul Korda, Early Years

		(Allan Holdsworth on guitar, 1 track)

		

		2010

		Gary Husband, Dirty And Beautiful Vol 1

		Produced by Gary Husband for Abstract Logix (Allan Holdsworth on guitar, 3 tracks)

		

		Corrado Rustici, Deconstruction Of A Postmodern Musician

		Produced by Corrado Rustici for Sugar Srl Records (Allan Holdsworth on guitar, 1 track)

		

		Level 42, Living It Up

		Compilation produced by Julian Fernandez for Universal UMC (Allan Holdsworth on guitar, 1 track, recorded 1990)

		

		2011

		Eric Keyes, Mind on Fire

		Wealthy Records (Allan Holdsworth on guitar, 1 track)

		

		2012

		Gary Husband, Dirty And Beautiful Vol 2

		Produced by Gary Husband for Abstract Logix (Allan Holdsworth on guitar, 1 track)

		

		Chad Wackerman, Dreams Nightmares And Improvisations

		Produced and released by Chad Wackerman (Allan Holdsworth on guitar, SynthAxe)

		

		2015

		Soft Machine, Switzerland 1974

		Cuneiform (Allan Holdsworth on guitar, composer, recorded 1974)

		

		2016

		Allan Holdsworth, Tales From The Vault

		PledgeMusic digital only release (Allan Holdsworth on guitar, SynthAxe, composer, recorded 1979-2016)

		

		U.K., Ultimate Collector's Edition

		Produced by Eddie Jobson for Globe Music (Allan Holdsworth on guitar, composer, recorded 1978)

		

		2017

		Allan Holdsworth, Eidolon

		Compilation produced by Dan Perloff and Allan Holdsworth for Manifesto (Allan Holdsworth on guitar, SynthAxe, composer)

		

		Allan Holdsworth, The Man Who Changed Guitar Forever

		Compilation produced by Dan Perloff and Allan Holdsworth for Manifesto (Allan Holdsworth on guitar, SynthAxe, composer)

		

		MSM Schmidt, Life

		Produced by Jimmy Haslip for Laika Records (Allan Holdsworth on guitar, 2 tracks)

		

		2018

		Allan Holdsworth, Live In Japan 1984

		Produced by Dan Perloff for Manifesto (Allan Holdsworth on guitar, recorded 1984)

		

		2019

		Peter Lemer, Jet Yellow

		Produced by Paul G. Kohler for Art Of Life (Allan Holdsworth on guitar, 1 track)

		

		Allan Holdsworth, Warsaw Summer Jazz Days '98

		Produced by Dan Perloff for Manifesto (Allan Holdsworth on guitar, recorded 1998)

		

		2020

		Holdsworth, Warleigh, Mathewson, Spring, Warleigh Manor

		Produced by Matt Parker for Jazz In Britain Ltd. (Allan Holdsworth on guitar and violin, recorded possibly 1979)

		

		Allan Holdsworth, Frankfurt ‘86

		Produced by Dan Perloff for Manifesto (Allan Holdsworth on guitar and SynthAxe, recorded 1986)

		

	
		

		
			Chronology
		

		

		This detailed chronology is assembled from the sources listed in the Bibliography. Naturally, it repeats much of the historical information covered in the rest of the book, but includes even more factoids and is placed in strict chronological order (whereas the bulk of the book is loosely chronological but organized thematically as well). Obviously such detailed information is vulnerable to historical inaccuracies, so hopefully future researchers can perhaps use the below as a starting point. For readability’s sake, all of the bibliographic source annotations have been omitted, but they can be found online at:

		https://threadoflunacy.blogspot.com/p/all-our-yesterdays-annotated-chronology.html.

		

		Early Years

		Sam Holdsworth tries to make a living in London as a jazz pianist, but eventually returns to his family in Bradford (northern England). He works a day job as a warehouseman, while his wife Elsie works as a cleaner at the local police station.

		

		1946, Aug 6: Allan Holdsworth is born. He never gets to know his biological father, but instead is cared for mainly by his grandparents Sam and Elsie, whom he usually refers to as his parents.

		

		At a very early age, Allan finds himself emotionally moved to tears by Debussy’s “Clair de Lune” from Suite bergamasque (a musical portrait of a Paul Verlaine poem).

		

		1952: Sam makes a record player for Allan out of a wind-up turntable.

		

		Allan is exposed to Sam’s jazz piano playing at home, as well as Sam’s record collection, which includes albums by Bix Beiderbecke, Benny Goodman (with Charlie Christian), Artie Shaw, Dizzy Gillespie, Cannonball Adderley, Django Reinhardt, Art Tatum and Fats Waller, all the way up to Charlie Parker. Allan later also buys a lot of Oliver Nelson albums, intrigued by his arrangements and by some albums Nelson did with Jimmy Smith.

		

		From Sam’s classical collection, Allan also enjoys music composed by Maurice Ravel, Clause Debussy (as indicated above), Frederic Chopin, Béla Bartók (in particular) and Igor Stravinsky. Allan later mentions works such as Bartók’s String Quartets, the “Concerto for Orchestra”, and “The Miraculous Mandarin”, and Ravel's String Quartet as having a major impact on him.

		

		1960: Allan leaves school, and soon gets a job at a bike shop.

		

		1961: At age 15, Allan becomes interested in learning a wind instrument such as clarinet or sax. Instead, he gets an acoustic guitar which Sam buys from Allan’s uncle (this guitar may actually have been (or been preceded by) his mother Vera’s acoustic Spanish guitar). It lies around for a couple years unplayed, but Allan eventually begins to noodle around on it.

		

		Allan's father buys him an f-hole cello (arch-top) guitar (probably a Hofner President).

		

		1963: At age 17, after seeing an electric guitarist in a pub, he has a pickup attached to his f-hole cello guitar to amplify the sound. Sam's friend builds an amplifier for the guitar. Allan is intrigued by the building process and learns from observing.

		

		Allan gets a 15-watt amp from his parents (possibly the same one Sam’s friend built?) which produces a nice horn-like texture when it feeds back.

		

		1967 (Feb?): At age 21, Allan discovers (or rediscovers) his first John Coltrane record, “Coltrane's Sound”, which makes a huge impression on him (especially “Satellite”). He gets as many Coltrane records as he can, including older records with Miles Davis and Cannonball Adderley. He also introduces his father (Sam) to Coltrane’s music (although Sam actually already had some of Miles and Trane’s joint sessions on records).

		

		1967, July: Coltrane dies and Allan is shattered by losing this new-found hero of his.

		

		Allan becomes interested in some local Skiffle music.

		

		Allan tries learning some guitar technique from Ivor Mairants' 'Exercise A Day', but loses interest and chooses to “follow his own nose”.

		

		Sam tries to teach Allan how to play the guitar using his jazz piano background. From this, Sam teaches Allan closely-voiced chords based on piano voicings. At some point Sam also advises Allan to avoid using open strings while practicing scales (in order to take advantage of the transposing nature of guitar). Sam later becomes an actual guitar teacher and skilled chord melody guitar-player himself.

		

		Now playing some guitar (and inspired by Coltrane), Allan takes a greater interest in Sam's old collection of jazz guitar records, including ones by Jimmy Rainey (“Jimmy Raney In Three Attitudes”), Joe Pass (“Catch Me”), Barney Kessel, Tal Farlow, Jim Hall, Wes Montgomery (“Missile Blues”) and Charlie Christian and many of these players become Allan's first major guitar influence. He especially likes Jimmy Raney and Charlie Christian’s tones because their guitar tones are livelier, more “vocal” - with more “sparkle” and not as “dumpy and rubber-band-sounding, like the other players”.

		

		At some point, Allan is influenced by Tony Hicks, from Manchester’s “The Hollies”.

		

		A guitarist friend leaving a local band lends Allan his Fender Strat during Allan’s audition for that guitarist’s position, and Allan is impressed at how it sounds like his hero Hank Marvin’s guitar (from the Shadows). Allan buys his own (blue) Fender Strat, but 6 months later, in a Kitchens department store in Leeds, Allan is transfixed by a Gibson SG Standard in cherry red, which he buys. Allan’s preference for Gibson SGs continues for the next 10 years.

		

		Allan plays in Top 40 pop bands and workingmen’s clubs. A couple bands include “Jimmy Judge and the Jurymen” and “Margie and the Sundowners”. Allan also plays in some blues bands. While practicing guitar blues licks at home, an unimpressed Sam shows Allan an example of jazz (bebop-based) blues. Allan decides to avoid playing any recognizable blues licks from then on.

		

		Allan learns to copy Charlie Christian solos off of a record. He soon realizes that he needs to concentrate on a soloist’s inherent spirit and individuality, not just their notes and rhythms, as he discovers that his own original solo choruses are lacking (“nowhere”). He also begins listening to horn players.

		

		Inspired by the advanced harmonic concepts he hears in John Coltrane's saxophone playing, Allan begins exploring his own scale theories, including the use of synthetic scales which exceed one octave before they complete.

		

		Harmony-wise, Allan starts to experiment with unusual chord sequences as part of his exploration of lead playing (i.e., trying out solo leads over chord patterns). Unhappy with the sound of traditional 7th chords, Allan systematically finds all of the 3, 4 and 5-note chords possible on the guitar (in all of their inversions) for 3 adjacent strings, and discards the ones he doesn’t like.

		

		Allan continues to play his Gibson SG, and begins using Marshall amps for amplification.

		

		Allan plays in a band named Museum, with Martin Garside, Graham Lockwood and Alan Rogers.

		

		Allan and Steve Robinson begin playing together (rehearsing) in what would become ‘Igginbottom (Steven Robinson (guitar), Allan Holdsworth (guitar, vocals), Dave Freeman (drums) and Mick Skelly (bass). They work on playing simultaneous but different stacked chords (8-note polychords). This is partly inspired by Oliver Nelson’s use of close chordal voicings.

		

		1968-69: Mick Jackson, a friend of Steve Robinson’s (and bass player for the successful pop band “A Love Affair”) visits Bradford and is invited to a rehearsal with Steve’s band. He is impressed by ‘Igginbottom (whose name is actually Mick’s suggestion), although ‘Igginbottom doesn’t really do any local gigging. “The Love Affair” become ‘Igginbottom’s managers.

		

		1969: A few months later, Mick convinces Ronnie Scott to host a “Guitar Festival” night at his Soho club, featuring John Williams, and Barney Kessel. Ronnie Scott is impressed with ‘Igginbottom in the Upstairs room before the evening show begins. ‘Igginbottom plays last, but ends with a big ovation.

		

		1969, Nov: ‘Igginbottom performs twice at the Marquee Club, opening for “Shades” and “Aynsley Dunbar’s Retaliation”. At some point drummer John Marshall and multi-instrumentalist Karl Jenkins (both later in Soft Machine) see ‘Igginbottom perform as well.

		

		1969: On one Marquee date (the band's album launch as per Mick Skelly), ‘Igginbottom joins Tony Oxley, Gordon Beck, Ron Matheson and the Ronnie Scott Big Band, with arrangements by John Cameron, Beck and Scott.

		

		Mick Skelly: “Ron's was the first double bass I had ever played - not in the show though. There was a problem: John Cameron's tape player was playing at the wrong speed so all of his arrangements were out. So when we played his (tunes) we had to play everything one fret up. So it was a bit tense as there was no rehearsal! (Afterwards) we did two gigs at the Farmers Arms in Bradford and that was it.”

		

		‘Igginbottom’s Wrench is recorded in a small studio located in the West End of London, (Allan claims Abbey Road, Mick Skelly cites a studio in Leeds). The only major problem encountered is the engineer-mandated low volume employed by the group due to their noisy amps. Allan is frustrated that he isn’t permitted to overdrive his amp tone in the recording sessions. The instruments are recorded live to tape in one night, almost all in 1st takes, with the vocals added the second night. The band is unhappy with the recorded sound, but the record is released anyways on a Decca sublabel, Deram.

		

		Allan is commissioned to write music for a new promotion being launched by British Airways.

		

		‘Igginbottom disbands.

		

		At some point Allan records some demos at Radio Craft Studios, owned by Mat Mathias (inventor of the Matamp amplifier/Orange amps), resulting in a better tone than the one he had gotten for the ‘Igginbottom record.

		

		1969: Allan begins playing nights with the Glen South Band (a 12-piece dance/pop/Top 40 band) at the Mecca ballrooms of Sunderland (for 2 years, and then later 1 year at the Ritz in Manchester). Allan gets to do 2 solos per song, the second an original one.

		

		Allan tries to play sax (as taught by the sax player from the Glen South band) and clarinet (as well as showing interest in oboe and English horn) but, due to the embouchure pressure necessary, has issues with blowing out/perforating his eardrums and getting ear infections, and abandons the idea. Frustrated by these health issues, Allan finds a violin in a junk shop which he refurbishes in order that he can somehow still explore the shaping of a note after its initial attack.

		

		Intermittently during this period, Allan works days as an apprentice basket-maker. He also sometimes works in a wool factory (and possibly also a shoe factory).

		

		1970s

		Allan attends a Musicians’ Union tour/jazz workshop in Newcastle featuring bassist Graham Collier, pianist Geoff Castle, trombonist Derek Wadsworth and alto sax player Ray Warleigh. After attending the first clinic/performance, Allan sits in with them the next day (or possibly that same evening).

		

		The Glen South Band moves to the Ritz in Manchester.

		

		6 or 7 months later, sick of the Glen South Manchester gig, Allan moves to London and is hosted by Ray Warleigh. Ray gets Allan on some gigs with him at Ronnie Scott’s, joined by pianist Pat Smythe. While playing with Smythe, Allan also plays with drummer John Marshall (later of Soft Machine). Some of these dates are Musicians’ Union clinics organized by Brian Blain.

		

		1969-72: While with the Glen South Band, Allan somehow parts with his cherry SG Standard. His next guitar is a Hofner Colorama with a bent neck and a broken truss rod. Allan soon replaces it with a 1960s Gibson SG Custom guitar, which sounds nice but is not as well made as his previous SG. He begins using a Vox AC30 amp.

		

		Circa 1972 (June?): Allan does some casual improv sessions at Jamie Muir’s house with Sunship, also including Alan Gowen and Laurie Baker. Sunship has one show at Goldsmith’s (although Allan doesn’t remember it). Allan also plays (very) briefly with Laurie Baker's band Maze.

		

		1972, June 12: Allan performs with the Pat Smythe Quartet on BBC radio (Jazz Club). Two songs, “Floppy Hat” and “New Dawn” will later appear on record in entirely different arrangements.

		

		1972, June-July: Allan performs with Ian Carr’s new Nucleus and soon records Belladonna with the band. The record is produced by Jon Hiseman, who would soon be recording with Allan in Tempest, 4 months later. Allan tours with this new version of Nucleus (including band members Dave MacRae and Gordon Beck, whom Allen had met during the ‘Igginbottom days) in England and Europe. Nucleus+ continues to play scattered dates from June to August.

		

		1972: Drummer Tony Williams records (and sings on) The Old Bum’s Rush with Laura 'Tequila' Logan (guitar/perc/vocals), Webster Lewis (organ & clavinet), David Horowitz (piano, vibes, ARP synthesizer), Tillmon Williams (sax), and Herb Bushler (bass). This group will later reassemble in 1974 with Allan in Stockholm, Sweden.

		

		1972 Sept: Ronnie Scott Club Guitar Festival: Allan Holdsworth Trio with Ron Herman (double bass) & Nigel Morris (drums), also on the bill are John Williams and jazz guitarist Barney Kessel’s trio.

		

		1972, Oct: Allan is invited by Colosseum’s Jon Hiseman to audition for Tempest (on a recommendation from Derek Wadsworth, who had seen Allan at the Newcastle Musicians’ Union clinic). Tempest is completed with bassist Mark Clarke (Colosseum) and Paul Williams (lead vocals, some percussion, guitar and keyboards, from various bands including Zoot Money's Big Roll Band, Juicy Lucy, Ainsley Dunbar and John Mayall).

		

		1972, Nov: Allan records with Tempest using a Gibson semi-acoustic, after trying out and liking Paul Williams’ ES-335. He also records with an ES-175 (he doesn’t sell off the SG Custom, though). 5 of 8 songs have Allan as a co- or sole composer.

		

		1972, Nov: Allan plays with Ian Carr’s Nucleus on BBC Radio.

		

		1973, Jan 5: Tempest’s 1st show in Oslo Norway.

		

		1973, Jan 17 and 26: Tempest in Stockholm and Malmo, Sweden Radio broadcasts

		

		1973, Jan-Mar: Tempest tours Europe and the English university circuit.

		

		1973, Mar: Tempest tours America (Allan’s first American trip). They play 13 shows with Fleetwood Mac, including venues such as the Fillmore East.

		

		1973, May 27: Turned off by Hiseman's musical direction (towards a more Cream-style rock power trio), Allan indicates that he wants to quit Tempest. Ollie Halsall (from Patto) is chosen as a new (additional) member, just prior to a May 27 gig (bill with Vangelis) at the Queen Elizabeth Hall. Halsall’s tremolo arm technique makes an impact on Allan.

		

		1973, June 2: Tempest with Allan and Ollie play a concert at Golders Green Hippodrome which is broadcast by the BBC. This is the last time Allan sees Ollie Halsall.

		

		When Allan officially leaves Tempest, Paul Williams also quits (due partly to the rigors of touring overseas). Tempest continues with Ollie Halsall as a trio.

		

		After Tempest, Allan continues jazz sessions with Pat Smythe and others, many broadcast on BBC radio.

		

		In the Fall of 1973, Pat Smythe’s group is scheduled to open for Chuck Mangione at Ronnie Scott’s. Chuck is sick, so Pat and Allan sit in with the remainder of the band (Joan La Barbara and Pat La Barbara on drums and Alphonso Johnson on bass). Alphonso Johnson is impressed with Allan’s playing, and would later tell Tony Williams about it.

		

		Brian Blain pairs Allan up with the latest version of Soft Machine (now including Allan's jazz combo partner John Marshall) for an Ilfracombe Musicians’ Union clinic (Nov. 10-11, 1973). By December, Allan is invited to officially join the band and is intrigued by the complex time signatures employed in the compositions.

		

		1974, Jan: Soft Machine tour Italy, Germany.

		

		1974, Feb-Mar:  Soft Machine tour Canada and North America.

		

		1974, June 6, 9: Allan performs with the Tony Coe Quintet and the Ray Warleigh Quintet on BBC radio. During this year he also performs with the Pat Smythe Trio on a television broadcast (performing Smythe’s “British Rail”).

		

		1974, June 10: Soft Machine performs on BBC3’s “Jazz in Britain” (“BBC Radio 1971-1974”)

		

		1974, July-Nov: Soft Machine play the Montreux Jazz Festival (July 4), and other places in Europe. In the video Soft Machine - Switzerland 1974 Allan can be seen playing his white SG Custom.

		

		1974, July 16-18, 23-26: Allan records Bundles with Soft Machine using the white Gibson SG Custom, the ES-335 and an ES-175 amplified through a Vox AC-30. He also plays acoustic and 12-string acoustic guitars. His solo on the song “Hazard Profile” (a reworking of Jenkins’ Nucleus song “Song For the Bearded Lady”) is one of his longest ever. Bundles is finally released in March 1975.

		

		Sometime during this period, guitar luthiers Dick Knight and his son-in-law Gordon begin doing regular guitar-body work for Allan, sometimes at discount rates (although Allan still does his own wiring).

		

		In America, Tony Williams searches for a guitar player to fill out a project with Jack Bruce and Lifetime Bum’s Rush players Laura “Tequila” Logan, and Webster Lewis. Alphonso Johnson (who had seen Allan play at Ronnie Scott’s some months ago) recommends Allan to Tony.

		

		1974, Oct: Allan joins Tony, Jack Bruce, Tequila and Webster in Sweden to record the “Wildlife” album (Allan at one point refers to it as more of a Jack Bruce date than a Tony Williams project). The album is not released and Tony returns to the States. Allan returns to England and continues with Soft Machine.

		

		1975, Jan: Soft Machine begin touring Europe and the U.K.

		

		1975, Jan 29: Soft Machine Radio Bremen performance (Floating World Live).

		

		1975, Feb 2: Allan performs on BBC radio (Sounds of Jazz) with the Pat Smythe Quartet.

		

		1975, Mar: Soft Machine’s Bundles finally comes out.

		

		1975, Late March: After Allan finishes the winter Soft Machine tour, Tony Williams asks Allan to join him in NYC to make a new Lifetime band and record under a new CBS Columbia deal. Allan abruptly quits Soft Machine just days before a new tour to promote Bundles, but leaves a note recommending replacements Ollie Halsall and John Etheridge (who ends up with the gig) to the Soft Machine.

		

		After arriving in NYC, Allan eventually ends up staying at an upper floor of Tony’s townhouse at 141st Street and Broadway, as they look for band members. They audition many bass players including Jaco Pastorius and Jeff Berlin (although neither are chosen for the band). Eventually, Tony Newton’s audition tape catches Tony’s interest. Tony Williams plays with George Russell’s big band at Carnegie Hall one night. Allan points out Russell’s keyboardist Alan Pasqua and recommends him for the new Lifetime band. With Newton and Pasqua aboard, the new quartet begin rehearsing new songs.

		

		June 5-8: Lifetime plays at the Bottom Line club, with opener the Joe Beck Group.

		

		1975, July: Lifetime records Believe It. Pasqua writes “Proto-Cosmos”. Allan takes a ballad, “Kinder” (“children” in German) and renames it “Fred” (his 1st wife’s nickname) when the band speeds it up for the record. He uses an MXR phaser on some tracks. While working with Bruce Botnick, Allan finds his preferred miking set up (“Neumann U87 placed between the center and the edge of the cone.”). Live, Allan can be seen playing his white Gibson SG Custom as well as a Small Stone Phaser with a Marshall stack. At some point in the next year, Allan acquires a 1973 Stratocaster, but is unhappy with the magnetic interference from the pick-ups on the strings. Nonetheless, it later gets used on Tony Williams’ 2nd record, Million Dollar Legs.

		

		Allan’s favorite white SG Custom is repainted a couple times until it ends up as blue. While Allan is “out in the country” visiting his girlfriend, he hears that it has been mysteriously sold off to a pawn shop by Tony’s tour manager to get back his/her fee. After returning to NYC, Allan sees the guitar at a music store but can’t afford to buy it back, and so buys a black 1961 SG Custom with 3 pickups.

		

		1975, Aug 24: Allan attends Soft Machine’s show at the Reading Festival as an audience member.

		

		1976, Jan, Feb: Lifetime play a couple dates at the Bottom Line and the Village Gate. George Benson and Joe Farrell recommend Allan to Creed Taylor’s CTI records.

		

		1976, Feb-Mar: Midwest dates with Lifetime.

		

		1976, June 18: Velvet Darkness is written in 2 weeks and recorded in 9 hours at Rudy Van Gelder’s studio in NJ, but neither the recording nor the eventual album release on CTI are approved by Allan. The title track would reappear in future albums with Gordon Beck. The song “Wish” returns later in “The Things You See” with Gordon Beck and I.O.U.

		

		1976, June: Million Dollar Legs is recorded in Colorado and Hollywood.

		

		1976, July: Mid-tour, the band is stranded in San Francisco with no money. Tony returns alone to NYC to straighten out management and money problems. Pasqua lends Allan money to get back to the East coast, but Allan is eventually forced to sell his beloved black 1961 Gibson SG Custom in order to get enough money to fly back home to London alone (but still with the ’73 Strat).

		

		Back in England, guitar luthiers Dick and Gordon Knight make a maple neck (with ebony fingerboard) for the $300 Strat Allan brings back from the States. He also replaces the Strat’s 3 single coils pick-ups with 2 PAF humbuckers salvaged from Allan's previous SG Customs (center position). This guitar is used from Gong (first heard on the Gazeuse! Album) through UK (but is sold before the move to California).

		

		Allan also acquires 2 more guitars: one made by the Knights with a maple neck attached to a Boogie maple body, fitted with Dimarzio (Gibson copy) PAF pick-ups, and one with an ash Boogie Telecaster body fitted with a Jazzmaster neck. He also owns an Ibanez “cello guitar” (an L5 copy) and a 1938 Gibson Kalamazoo acoustic. For lead tones he uses Marshall 50 W heads with 4x12 cabinets and for clean, 2 Marshall 100s with a short Dynacord stereo delay. He also uses a Burman amp for lead sometimes.

		

		Harmony-wise, Allan experiments with stacked polychords built from both the same key and different keys.

		

		1976, July: Nik Powell, a friend formerly with Virgin records, begins to manage Allan, and hooks him up with the French group Gong. They tour Europe and the UK through Oct.

		

		1976: Gong (Pierre Moerlen's Gong) releases Gazeuse! (or Expresso in the US) featuring Allan with Moerlen’s various percussion-based musicians. Two are Holdsworth songs. “Velvet Darkness” is a reworking of a song from the CTI record.

		

		Allan leaves Gong around the end of the year (or they break up?).

		

		1977, May 9-13, July 4-7: Bill Bruford invites Allan to begin rehearsals for his new band. Neil Murray plays bass for a while, but is eventually replaced with Jeff Berlin.

		

		1977, May 18, 19: In London, Allan records tracks for Touching On and Re-Touch with John Stevens (drums), Barry Guy (b), Ron Mathewson (b), and Jeff Young (p). Touching On is assembled from band-approved tracks, and Re-Touch is essentially “outtakes”.

		

		Tony Williams asks Allan to come back to America, but Allan this time declines.

		

		1977, June: Allan records with Jean-Luc Ponty on Enigmatic Ocean (in California)

		

		1977, Aug 8: Allan joins the band Bruford (featuring Bill Bruford (Yes) and Annette Peacock, and begins recording Feels Good to Me (released Jan 1978). Jeff Berlin plays bass, Dave Stewart plays keys, with guest Kenny Wheeler on trumpet. With Bruford, he plays both the maple and white Knight-customized Strats and a red Gibson SG. He also adds a 50-watt Hiwatt top to his Marshall 50 and Marshall 4x12s, all with modded elements. The Vox AC-30 also makes a reappearance in 1979. Effects-wise, he no longer uses a noise gate or an MXR phase shifter.

		

		1977, Aug: Allan plays on 3 tracks on Gong’s Expresso II album (released March 1978).

		

		1977, Aug 14: BBC2 Concert: Allan Holdsworth/Pat Smythe Quartet with Darryl Runswick (b) and Harold Fisher (d) (includes “White Line”)

		

		1977, Nov 14: BBC2 Concert: Allan Holdsworth/Pat Smythe Quartet with Ron Mathewson (bass) and Martin Drew (drums)

		

		1977, Nov 15: BBC3: “Conversation Piece”: Allan does a 3rd free improv with John Stevens, Gordon Beck and Jeff Clyne (b). This grouping is sometimes named “Plough”, probably since they played The Plough so often.

		

		After plans to reform the Red line-up of King Crimson (with Eddie Jobson as additional member) as The League of Gentleman had come to nothing in March 1977, Wetton, Jobson and Bruford decide to form a band without him, first as Alaska, then with the addition of Allan Holdsworth, as U.K.

		

		1977, Dec - 1978, Jan: Allan records with U.K. (released Mar 78), but musical conflicts arise. The Boogie Strat with Dick Knight’s custom neck and “chiseled in” Dimarzio PAF pick-ups is used, primarily through Marshall 50W amps and 2 4x12 cabs. For rhythm guitar parts he begins using 2 Norlin Lab Series L5 100W amps, and uses a Dynacord digital delay between the 2 amps to create a stereo effect. He mainly uses his Ibanez Gibson L5 copy for the acoustic parts on the record (he also owns a Gibson 12-string, an Ovation acoustic, and a Gibson Firebird). The album is recorded with overdubs (rhythm section, then leads). The songs themselves are pieced together from fragments composed separately in rehearsals.

		

		1978, Feb: The Bruford ensemble appears on British TV (The Old Grey Whistle Test).

		

		1978, Apr-May: U.K. gigs in the UK.

		

		1978, June-Oct: U.K. tours Canada and the US.

		

		Allan meets Edward Van Halen when their bands’ tours cross paths in the Midwest (Great Bend Fairgrounds (Kansas) on August 5 and Oklahoma State Fair on August 6).

		

		1978, Aug: Bill Bruford and Allan part ways with U.K. but are asked to finish the US and UK tour dates first. Their final show is in October.

		

		1978, Sept 4-5: Propensity recorded with John Stevens (d) and Danny Thompson (b).

		

		1978, Nov 26: The Pat Smythe and Allan Holdsworth Quartet performs on BBC radio (“White Line” is performed).

		

		1979, Jan: Allan and Bill Bruford quit U.K. and reform as a quartet (without Annette Peacock) to record One of a Kind (released June 79). On this record the Vox AC30 amp is used again. One of a Kind includes “The Abingdon Chasp”, a song originally commissioned by Virgin Records and recorded 1978, Nov 24 by Bruford, keyboardist Jeff Young, French bassist Francis Moze (Gong), and saxophonist Ray Warleigh, but here rerecorded. Allan is pleased with the ending solo in “Five G”.

		

		Guitar-wise, Allan still plays the Boogie Strat with the Dick Knight neck, but also picks up a red Gibson SG. Allan starts trying out Hartley Thompson transistor amps and is impressed.

		

		1979, Mar 7: Bruford plays on TV: BBC: Rock Goes to College (Annette Peacock guests). Other Bruford dates follow in the UK.

		

		1979, May: Holdsworth is involved in abortive sessions for Annette Peacock's new album, alongside the likes of Bill Bruford, Dave Stewart, Jack Bruce and Jeff Beck.

		

		ca. 1979, Mar or Apr: Allan records a demo tape (Sherwood Forest demos) with Jon Hiseman (Tempest) and Jack Bruce (Wildlife), but it is not picked up by any labels. It is sent anonymously to various record labels but fails to generate any significant interest, bringing the project to a standstill. A tour planned to begin in April (ca. 1979) for the Hiseman/Bruce group never happens.

		

		1979, June: Allan begins using the name “Holdsworth & Co.” for some adhoc groupings with Beck, Marshall, Warleigh, etc. which play a few times a month around London.

		

		1979 Aug: Allan briefly reunites with members of Gong to record one or two tunes on Time is the Key.

		

		1979, June/July: In Paris, Allan records “Sunbird” with Gordon Beck’s group (Aldo Romano - drums, percussion/Jean-François Jenny-Clark - bass).

		

		1979, Oct: Allan tours the UK with Ian Carr’s “Conversation with the Blues” (Nucleus+).

		

		1979, Nov 4: Allan’s first gig with Gary Husband, also Gordon Beck and Ray Warleigh. Sometime before this, Allan meets Gary Husband, a drummer from Leeds, and is blown away. The sessions remind him of the enjoyment of the Tony Williams Lifetime sessions. This and the Hiseman/Bruce sessions convince him to (officially) leave Bruford and form his own band.

		

		1979, Nov 14: BBC3 “Jazz in Britain”: Holdsworth & Co. with Gordon Beck (p), Ray Warleigh (saxes), John Aue (b) and John Marshall (d) (includes “The Things You See”, “Every Little Breeze” and “Sunday”)

		

		ca. Dec 14: The Gordon Beck Quartet tours Europe (sometimes joined by violinist Didier Lockwood), including dates at the Riverbop in Paris.

		

		1979, Dec-1980, Jan: Gordon Beck & Allan Holdsworth’s duo record “The Things You See” recorded in Paris. The title track includes a melody rescued from “Wish” (“Velvet Darkness”). Allan sings on an alternate guitars-only arrangement of “Things You See” as well.

		

		Jacqueline Ferrari books Allan and Gary Husband at the River Bop club in Paris.

		

		1980s

		1980, Jan: Handlebars: Allan is impressed when he hears Husband’s guitarist friend Steve Topping. Allan, Husband, Topping and various guest bassists form a free improv group named Handlebars. They rehearse through February. Hansford Rowe also records a couple demo tracks with them.

		

		1980, Jan 8: Holdsworth & Co. (with Gordon Beck) performs on BBC radio. They perform “The Things You See (When You Haven't Got A Gun)”.

		

		1980, Mar 17: Allan guests with Ian Carr’s Conversation with the Blues on BBC radio.

		

		1980, May 25: The Pat Smythe Quintet (with Allan Holdsworth) performs on BBC radio (set includes “Letters of Marque” and “Out From Under”).

		

		1980, June-July: Allan briefly records with Soft Machine for “Land Of Cockayne” (released 1981).

		

		1980, July-Oct: Allan does a few dates with bassist Jeff Clyne’s band “Turning Point”, which includes Gary Husband and singer Pepi Lemer. TP gigs include Allan Holdsworth/GH/Clyne trio versions of “Where Is One?” and “Letters of Marque”. At some point, a demo of “White Line” is recorded with Pepi Lemer (or possibly Helen Chappell) on vocals.

		

		1980, July: Allan plays on a large group date with bassist Henry Thomas.

		

		Handlebars plays the River Bop in Paris with Gary Husband and Henry Thomas.

		

		1980, Sept: False Alarm: Husband doesn’t get along with Thomas, so Paul Carmichael replaces Thomas on bass. Handlebars becomes False Alarm.

		

		1980, Dec: Allan uses the Gibson SG Standard mostly, but also has an SG Custom, as well as Dick Knight’s latest Boogie-body/Knight neck guitar (Strat with the 2 DiMarzios) and the darker Strat he’d gotten while with Tony Williams for $300.

		

		Unhappy with his clean tones on the Marshall 4x12s, Allan begins using a pair of Norlin Lab Series L5 amps for chords, each with their own 100W head, but still with the tight Dynacord stereo delay. One volume pedal (lead) controls a mono signal going to a digital delay, and a stereo volume pedal connects to the chording amps. He experiments with chorus units and limiters for the chording (rhythm) channel. During this time Allan changes his Marshall 50 lead head first for a Burman Pro 501 50W head, and then a Hartley Thompson transistor amp.

		

		In early 1981, Allan begins working with Charvel in California to develop a new guitar (eventually resulting in a Jelutong body, ebony fretboard and maple neck).

		

		The rest of 1980 includes many dates with Turning Point and Gordon Beck’s Quartet.

		

		1981, Jan-Sept:  Sparse dates with Gordon Beck’s qrtt, Holdsworth & Co, and False Alarm/I.O.U.

		

		1981: I.O.U.: False Alarm renamed to I.O.U. on Steve Robinson’s suggestion. Allan has a chance meeting with Paul Williams and asks him to join I.O.U.

		

		1981, Mar 14: I.O.U. plays the 101 Club in London.

		

		1981, Mar 30: Allan performs with PAZ on BBC radio.

		

		Compositionally, Allan makes a conscious desire to avoid “tricky dick” unison lines such as he’d been doing in Bruford.

		

		1981: Allan still uses the Dick Knight Strat (1 tone, 1 vol) with a custom neck (an ebony fingerboard bound for extra width) and black DiMarzio PAFs. An extra switch kicks in brightness at low volume. This is used for the recording of I.O.U. He has an extra hybrid Strat as well with a maple fingerboard. His Norlin L5 amps have limiters, which are his only effects. At some point Allan switches to Seymour Duncan 59 pickups. Allan also begins working with Charvel in California to develop a new kind of guitar.

		

		ca. 1981: Nik Powell gives Allan free studio time (overnight shift) on the Barge to record the I.O.U. album. No one is paid on the session. “Out From Under” is developed partly from a Steve Robinson tune. The record is mostly live to tape, recorded in about 5 nights. Allan is forced to sell the modified Dick Knight Strat from the Lifetime days and his L5/Hartley-Thompson amps to finish (mixing) the record. He still has some Hartleys though.

		

		1981, Oct 20: BBC “Jazz in Britain” - I.O.U. trio with Gary Husband and Paul Carmichael (includes “White Line”, “Shallow Sea”, “Where Is One”, “Drifting Into the Attack” and “Letters of Marque”)

		

		1981, Dec 2: BBC: Gordon Beck Quartet with Allan, Gary Husband, and Jeff Clyne (b) (includes “Diminished Responsibility”)

		

		Struggling to get interest in the I.O.U. album, Allan earns a living by doing amp and guitar repair work.

		

		ca. Late 1981: Paul Williams moves to the US with his American wife. While Allan visits Paul on a vacation, Sharon Sudol (a friend of Paul Carmichael’s) invites I.O.U. to America. Allan and I.O.U. stay over Paul’s house and Mike Varney helps I.O.U. get gigs in San Francisco and later the Roxy (in NY?).

		

		Grover Jackson makes Allan some basswood guitars with custom Seymour Duncan pickups when Holdsworth arrives in America.

		

		1982, April: I.O.U performs on the West Coast. Allan, Jeff Berlin and Gary Husband play an encore of Bruford’s “5G” with Edward Van Halen at the Roxy Theater in LA (also a clinic at GIT/Musician’s Institute). At a NY show, I.O.U. opens for Larry Coryell.

		

		Around this time, Allan is playing 2 custom made Grover Jackson Charvels with prototype PAF-style DiMarzio pickups in just 1 position (1 tone knob). Lead signals are amplified through Hartley Thompsons, while Fender Twins are used for clean tones. He relies on A/DA and Yamaha delays to create stereo sound fields.

		

		1982: After looking for over a year for a label to release the I.O.U. record (with no luck), I.O.U. is released independently by the band.

		

		1982, May-June: I.O.U. tours US.

		

		1982, July 23: “A Gathering of Minds” at Montreux Switzerland (with Didier Lockwood, David Sancious, Jack Bruce, and Billy Cobham).

		

		1982, Aug: I.O.U. loses Husband and Carmichael and so Allan creates a States-side I.O.U. featuring Chad Wackerman and Jeff Berlin. Live dates with the new rhythm section begin by September.

		

		1982, Dec: Plans to record Road Games with Jeff Berlin and Chad Wackerman. Allan is using 3 Jackson Charvels (red basswood with custom Seymour Duncan, white Jelutong with Seymour Duncan 59N, and natural spruce with custom Dimarzio), custom made by Grover Jackson. They only have a bridge pick up. Amps are Hartley Thompsons and Fender Twins/Princetons/a Super Champ. Allan sometimes uses a Yamaha E-1010 for special delay effects.

		

		1982: Allan moves to Tustin, Southern CA.

		

		1983: Road Games recorded with Chad Wackerman, Jeff Berlin, Paul Williams and Jack Bruce. Allan has innumerous problems with Warner Bros. during the process.

		

		Allan uses a little Scholz Rockman for Three Sheets to the Wind, Also 2 ADA STD-1s, 2 AMS units, Yamaha E1010, Yamaha PG-1 preamp, P2200 power amps, S412 speakers. Also Ovation and Chapman Stick.

		

		ca. 1983: Eddie Van Halen brings Mo Ostin to see Allan play the Country Club in Reseda. They get a deal with Warner Bros.

		

		1983-85: Gear for Road Games: Allan relies on the red Charvel mostly, but soon gets turned on to some Ibanez prototypes. His delay effects become more complex, as he strings together units from multiple manufacturers to achieve a more organic result.

		

		Guitars:

		Four Jackson Charvel Guitars (blue one is the new addition), all with one tone and one volume control, plus pickup selector and custom “brightness” switches, Kahler tremolo units.

		Red, maple neck, ebony fingerboard and a basswood body, custom Seymour Duncan pickup

		White, maple neck, ebony fingerboard and a Jelutong body, Seymour Duncan 59N (also middle position)

		Clear finish (blonde), maple neck, maple fingerboard and a spruce body, custom DiMarzio pickup

		Blue, 2 custom Seymour Duncan pickups

		Charvel prototype (similar to Ovation Viper), also with Seymour Duncan pickups.

		1956 Gibson Super 300

		Ibanez electric prototypes

		Ovation '83 Collectors Series

		Chapman Stick

		Effects:

		Multiple delay lines for textural/spacial effects:

		Two A/DA STD1 (stereo delays), Lexicon PCM41, Dynacord DDL 12, Yamaha E1010 (analog delay), Scholz Rockman (on “Three Sheets to the Wind”), Two AMS units (DMX 15-805 Digital Delays?)

		Amps:

		Lead: 2 Hartley Thompson 100w amps (later 200w) with 4 Yamaha 4x12 cabs (mixed Yamaha and Celestion GI2 speakers)

		Rhythm: 2 Norlin Lab Series L5 100W amps, later 2 Yamaha P-2200s (200w), plus 2 Yamaha PGI pre-amps, S412 speakers

		

		1983, Aug: I.O.U. begins a tour with the Steve Morse Band.

		

		1983, Oct: Jeff Berlin leaves I.O.U. and Allan hires Jimmy Johnson to replace him on bass. Dates with Jimmy Johnson begin as early as November.

		

		1984, Apr: Road Games released by Warner Bros., and almost immediately deleted.

		

		1984, May 14: I.O.U. Live in Tokyo, Japan. In an interview Allan mentions that he is using a Charvel guitar as well as some Ibanez prototypes. He is using Hartley-Thompson amps with the Gibson L5 amps.

		

		1984, Spring: Allan uses Warner Bros. money to record a 2nd album demo with Chad, Jimmy and Paul Williams, which is rejected. He records additional tracks at a later date (with the help of Gary Husband, Gary Willis, Alan Pasqua and Paul Korda) and sells it to Enigma as Metal Fatigue. Metal Fatigue is recorded mostly with one of his Charvel Jackson guitar, using Hartley Thompson and Jim Kelly amps and harmonizers effects (on “Metal Fatigue”). This album also sees Allan trying out Kramer's new “stereo” Ripley Hex Guitar (“Panic Stations”), a Roland guitar synthesizer (“In the Mystery”) and a Maccaferri (Ibanez) acoustic guitar (“Home”).

		

		1984, July: Gary Husband rejoins I.O.U. for a couple months.

		

		1984, Aug-Oct: Bassist Gary Willis plays bass on U.S. tour dates with I.O.U. (with Gary Husband still on drums).

		

		1985, Jan: Allan experiments with alternate tunings on a Chapman Stick and uses these ideas when trying out a SynthAxe.

		

		1985, Feb: Chad Wackerman and Jimmy Johnson rejoins I.O.U. Allan adds keyboardist Larry Cohen for a few dates.

		

		1985, Mar 17: I.O.U. with guest Gordon Beck Tokyo concert.

		

		1985, Apr 27?: Eddie Van Halen joins I.O.U. (Berlin on bass) on “Five G” at the Roxy Theater (possibly 1984?)

		

		1984-85: Ibanez begins developing an Allan Holdsworth “signature model” (the AH10 1-pickup and 2-pickup AH20). After trying out a green Ibanez at a NYC show, he sticks with it for the rest of the tour (as well as into 1986). This model has a basswood (slightly chambered) body with an ebony neck and jumbo frets. Allan begins using solid-state Dan Pearce rack amps, as well as Jim Kelly and Sundown. He continues to use A/DA STD1 (stereo delays), Lexicon PCM 4060 Digital Reverb, and ADA Multi-effects unit.

		

		1985, Feb: Allan experiments with alternate tunings (in fifths) on a Chapman Stick. He then gets to try out the SynthAxe MIDI-controller at a NAMM show and falls in love with it immediately. He pairs it with Oberheim Matrix 12 synth modules, mostly.

		

		1985, Mar: I.O.U. tours Japan with guest Gordon Beck.

		

		1985, Apr: Metal Fatigue released.

		

		1985, Apr 19-21: Queen Mary Jazz Festival with Bob James, Michael Brecker, Stanley Clarke, George Duke, Allan Holdsworth, Freddie Hubbard & Lenny White. Allan writes “Funnels” for the dates, but it is not played.

		

		1985, ca. Summer: Paul Williams leaves the band. Allan decides to carry on the band without a vocalist.

		

		1985, Winter: Allan and Jimmy Johnson have a few gigs with Danny Gottlieb (from Pat Metheny's band) filling in on drums.

		

		1985: Reaching For the Uncommon Chord, a book cowritten by Allan and Chris Hoard is published.

		

		1986, Feb-Apr: Allan begins playing the SynthAxe on stage for “Atavachron”, “Pud Wud” and “Looking Glass”, and then later “Non-Brewed Condiment”. His 'Atavachron Tour' band consists of Jimmy Johnson (bass), Kei Akagi (keys) and Gary Husband (drums). “Funnels” is also added to the set list. In the U.K., old Handlebars bandmate Steve Topping joins in on a jam.

		

		1986, Feb 16: Frankfurt ‘86 recorded at the Deutsches Jazz Festival (released officially 2020).

		

		1986, Early: Allan begins using the Steinberger TransTrem headless guitar.

		

		1986, Spring: “Sand” is developed as part of a SynthAxe solo spot on live dates. Recording sessions for Sand begin. Allan begins using a breath controller to modulate the SynthAxe output. He supplements the Oberheim modules with Kurzweil Expanders.

		

		1986, June: Atavachron is released. Billy Childs replaces Kei Akagi on keys for a few dates.

		

		1986, July: Billy Childs performs on a few West Coast dates with Allan’s U.S. quartet, but the band also tours as a trio (with Jimmy Johnson and Chad Wackerman).

		

		1986, Fall: “Distance Vs. Desire” is added to the set list. Allan tours with Jimmy Johnson and Chad Wackerman as rhythm section (opening for Chick Corea).

		

		1987, Spring: European tour with Chad Wackerman on drums, and Bob Wackerman on bass. A backing synth track is used for “Pud Wud” and “Looking Glass”. While opening for Stanley Clarke's band, Allan gets Steve Hunt to sit in on those tunes, replacing the tape (May/June). Steve later becomes a regular member of the band.

		

		1987: Allan begins developing some custom studio gear, including the “Juice Extractor” (a kind of line level attenuator) and a portable speaker box enclosure.

		

		1987, June: Sand is released.

		

		1987, Fall: Allan tours with Steve Hunt, Jimmy Johnson and Gary Husband (“Sand” tour).

		

		1988, Feb, April: Allan performs with the Jazz Explosion Super Band which includes Randy Brecker (tpt), Stanley Clarke (bass), Bernard Wright (keys), and Steve Smith (drums). The set includes “Pud Wud”.

		

		1988, April-May: Allan tours Japan with Jimmy Johnson, Steve Hunt and Gerry Brown (on drums).

		

		1988, Summer: Vinnie Colaiuta becomes the newest drummer in the band (with Steve Hunt and Jimmy Johnson). “Maid Marion” is played live.

		

		1988, Late Spring, Summer: Recording sessions for Secrets, as well as with Gordon Beck for a new duet album (With A Heart In My Song).

		

		Gear Notes for Secrets:

		

		Electric guitar: Steinberger TransTrem (stock) with custom Seymour Duncan pickups, 20” DeLap customized neck radius, Dunlop 6000 fret wire, Steinberger GM2T with two custom Seymour Duncan Allan Holdsworth humbuckers, re-fretted Dunlop 6000 wire.

		Acoustic guitar: I own one custom-made guitar built by Bill DeLap, which is beautiful. It's a five-string guitar, tuned in fifths. I like that tuning (C,G,D,A,E, low to high); it's a really logical tuning to me.

		ADA Stereo Tapped Delay, two ADA mono delay lines, Lexicon PCM60, T.C. Electronic Spatial Expander, Rocktron Pro Chorus (as main chorusing units)

		Amps: Boogie Mark III (“City Nights”), Boogie Quad Pre-amp, or .50 Caliber, Boogie Simulclass 295 power amp, Juice Extractor (prototype, various signal chain positions), “speaker box” with Celestion KS speakers, Neumann TLM17D microphone with a James Demeter mike preamp.

		SynthAxe synth modules: Oberheim Matrix 12 and Xpander, Kurzweil Expander, some Yamaha TX synth modules (but mostly Oberheim and Kurzweil used).

		

		Secrets features song contributions from Steve Hunt, Chad Wackerman and Gary Husband. The track “Peril Premonition” inspires Allan to start recording his guitar parts before laying down the rhythm section.

		

		With A Heart In My Song is assembled using mostly SynthAxe and digital piano.

		

		1988: Allan guests on Stanley Clarke’s album If This Bass Could Only Talk, on a track with drummer Stewart Copeland on “Stories To Tell”. He also contributes a SynthAxe solo to Stuart Hamm's Radio Free Albemuth.

		

		1989, Spring: Allan tours Japan with Hunt, Johnson and Husband. When the band does additional dates in the U.S. Vinnie Colaiuta replaces Gary Husband.

		

		1989, Aug.: Secrets is released.

		

		1989, Nov 24 - Dec 3rd: Allan, Steve Hunt, Jimmy Johnson and Gary Husband tour in the U.K.

		

		1989, Late: “House of Mirrors” is added to the live set list.

		

		1989: Allan guests on Jack Bruce's album A Question of Time (“Obsession” and “Only Playing Games”).

		

		1990s

		1990, Early: Billy Childs and Chad Wackerman rejoins for a few West Coast dates in the U.S.

		

		1990: Allan joins Level 42 for some album tracks (Guaranteed) and a few live dates in December at London’s Hammersmith Odeon.

		

		1990-93: Wardenclyffe Tower era: Allan adds several Bill DeLap “piccolo and baritone” guitars to his arsenal. The 3 (semi-hollow body) baritone guitars have scale lengths of 34”, 36” and 38” and are named Igor, Gonan and Boris. He also uses DeLap-customized Steinbergers, a DeLap double-neck guitar (top neck probably tuned in fifths), a Boogie Dual Rectifier, and a 50 Calibre (hot-rodded).

		

		1990, May: The album Then! (2003) is recorded live in Japan with Gary Husband, Steve Hunt and Jimmy Johnson. The same band returns in 1991 for a short tour.

		

		1990: Allan contributes guitar solos to tracks assembled by Frank Gambale for The Mark Varney Project's Truth In Shredding.

		

		1991: Allan records tracks for Chad Wackerman's album Forty Reasons.

		

		1991: Work begins on Wardenclyffe Tower.

		

		1991, Fall: Skúli Sverrisson replaces Jimmy Johnson on bass (who was already booked with James Taylor). Chad rejoins for tour dates into the next year.

		

		1991: Allan moves to a new home and so has to build a new music studio. Wardenclyffe Tower is recorded and mixed late in the year.

		

		1992, Feb.: Allan records an instructional video (“Just For the Curious”) which features several studio takes with Skúli Sverrisson, Steve Hunt and Chad Wackerman. Norlin Lab L5 amps can be seen used for his clean tones.

		

		1992, Sept: Gary Husband rejoins for some East Coast tour dates (also Japan).

		

		1992, Oct: Wardenclyffe Tower completed and released.

		

		1993: Hard Hat Area is recorded and released with his touring band of Skúli Sverrisson, Steve Hunt and Gary Husband (Chad Wackerman plays on U.S. West Coast dates). For this album he uses some SynthAxe, Steinberger, and DeLap baritone guitars, but mostly employs a regular scale DeLap headless guitar, which becomes one of his main axes for the next few years (especially for overseas touring). He also experiments with the Starr Ztar for one track.

		

		1993: Allan is offered a spot on a Beatles cover album, produced by Steps Ahead's Mike Mainieri. Gordon Beck convinces him to do “Michelle” with Beck, Gary Willis and Kirk Covington.

		

		1994: Allan tours Japan and Australia with the Johnson/Husband/Hunt band but uses drummer Joel Taylor on a few November live dates.

		

		Allan begins working with Carvin to build a guitar to his specifications (although also still likes the DeLap headless guitar, especially for touring).

		

		1995: None Too Soon is recorded, an album of traditional jazz standards and some originals from Gordon Beck. This is the first album to be recorded entirely in Allan's new home studio, the Brewery. For this album he uses a Steinberger, a spruce DeLap guitar and a Carvin prototype (H1T), amplified through a Mesa Boogie Dual Rectifier, as well as a Yamaha DG1000 preamp and a Marshall JCM 800. At least one track uses the Roland VG-8 modelling processor.

		

		1995: This year’s touring band features Jimmy Johnson and Chad Wackerman.

		

		1996: None Too Soon finally gets released in America (released internationally the prior year).

		

		1996: Carvin starts marketing their signature Holdsworth guitar (H1), with an alder (chambered) body and neck with the Holdsworth H22 pickup. The H1T comes with a Wilkinson tremolo bridge. The H2/H2T variants have 2 pickups.

		

		1996: Allan lays down guitar solos for Anders Johansson and Jens Johansson's Heavy Machinery.

		

		1996: The Recording Guitarist: A Guide for Home and Studio (1999) lists the following gear in Allan’s studio rig (although this list is contested by some online commentators): Lexicon PCM 41, Yamaha 1500, Roland SDE-3000, Deltalab Effectron, Two 2x12 Boogie cabinets, Carvin power amp, Harness Load Box, MESA Dual Rectifier.

		

		1996: Allan starts playing with drummer Dave Novak and bassist Dave Carpenter and heads in a “jazzier” direction.

		

		1997: January (?) NAMM shows with Dave Carpenter and guest Peter Erskine on drums.

		

		1997, Feb: Tony Williams suddenly dies and Allan and Alan Pasqua play a few adhoc “tribute” dates (probably with the Novak/Carpenter rhythm section).

		

		1997: After some European tours, Allan begins recording tracks for The Sixteen Men of Tain with “official” bandmates Gary Novak and Dave Carpenter. Most of his late '90s tour dates are with Novak and Carpenter. He uses his signature Carvin guitar, Steinbergers and the DeLap headless with Yamaha DG-80 amps and two Rocktron Intellifex processors for his tone (later also adding a Yamaha DG1000 preamp). He also uses the Roland VG-8 guitar processor.

		

		1997, Nov: Gary Husband records an instructional video featuring Allan, Paul Carmichael and Steve Topping (among others).

		

		1998: Gary Novak joins Alanis Morissette's tour band, so Chad Wackerman and Gary Husband return for various Holdsworth dates.

		

		1999: Now with a new start-up label, Gnarly Geezer, Allan is finally able to finish and release The Sixteen Men of Tain. Trumpeter Walt Fowler and drummer Chad Wackerman sit in on a couple tunes.

		

		1999: Allan and Carvin present the HF1 “Fatboy” guitar with a thicker body (a true semi-acoustic electric), and maple neck instead of alder. The HF2 has 2 pickups.

		

		1999-2000 Gear: Carvin Fatboy with Roland GK synth pickup, 2 Yamaha DG80-112s, 2 DG80 extension cabs, dbx Project 1 compressor/gate, ADA delay, 2 Rocktron Intellifexes, TC Electronic Boost, Roland VG-8 processor system, Korg and Boss volume pedals, Carvin FET450 power amp (from GuitarOne July 2000).

		

		1999: Divorce forces Allan to start looking for a new home (and studio).

		

		1999: Drummer Joel Taylor joins Allan and Dave Carpenter for live dates.

		

		2000s

		2000, April: The Holdsworth/Carpenter/Taylor trio record Live at the Galaxy, a promo concert for Gnarly Geezer, and later released on DVD (2002).

		

		2000: Some new songs are partially recorded with Jimmy Johnson and Gary Husband (also some live dates with this trio).

		

		2000-2001: Without a stable home studio, Allan decides to record a solo SynthAxe album, Flat Tire: Music For A Non-Existent Movie. Dave Carpenter guests on 2 tracks.

		

		2001: Allan tours Europe and Japan with Dave Carpenter and Joel Taylor.

		

		2001: From Gear Secrets of the Guitar Legends (2003):

		

		Guitars: Carvin AH Model, customized Fender Strat, Charvel Strat, Steinberger and DeLap headless guitars, Gibson SG, SynthAxe (.008 set LaBella/Ernie Ball strings)

		Effects: Yamaha UD-Stomp, Lexicon PCM 41 DD, Rocktron Intellifexes multi-effects, Deltalab Effectron DD, Holdsworth homemade devices (Juice Extractor, etc.)

		Amps: Yamaha DG80 and DG100, MESA/Boogie Mark IV, Dual Rectifier

		

		2002, May: Allan reforms the Secrets band (Johnson/Husband/Hunt) for some Japan dates, followed immediately by trio dates in Australia with Johnson and Wackerman.

		

		2002, Sept: A live date in Japan is recorded and released as All Night Wrong. This disc includes new songs “Lanyard Loop”, “Alphrazallan”, and a new arrangement of “Gattox”, now renamed “Gas Lamp Blues”.

		

		2002: Allan works with Yamaha to create the programmable Yamaha UD Stomp Delay/Chorus pedal (later Magic Stomps) for his signal processing. It includes several custom settings programmed by Allan himself.

		

		2002-04: Allan reunites with Soft Machine/Holdsworth & Co. drummer John Marshall, joined by some “Softs” whom he'd never played with before: saxophonist Elton Dean and bassist Hugh Hopper. They record Abracadabra as “Soft Works” and do some limited touring through 2004.

		

		2003: Allan forms a new trio with Ernest Tibbs on bass and Joel Taylor on drums. Live concerts add the new songs “Leave ‘Em On” and “Madame Vintage”, as well as a trio version of “Bo Peep” (from Flat Tire).

		

		2003: The Sixteen Men of Tain is reissued with 2 new tracks.

		

		2003: Tracks for a new album (Snakes and Ladders) are recorded with Ernest Tibbs and Joel Taylor, although these tracks are never completed to satisfaction and remain unreleased.

		

		2004-07: Allan records with band members from Planet X. Later, Planet X member Virgil Donati will become Allan's main drummer for a few years.

		

		2004: Live dates with Johnson/Wackerman.

		

		2005: Live dates with Taylor/Tibbs.

		

		2005: A “best of” compilation, Against the Clock is released, with 2 new tracks, “Let's Throw Shrimp” and “Shenandoah”.

		

		2006-2008: Allan tours with Jimmy Johnson and Chad Wackerman. New songs “The Insomniac” and “Every 10th Man” are tried out on stage. Ernest Tibbs replaces Johnson on a few East Coast dates in 2008.

		

		2006-2009: Alan Pasqua reunites with Holdsworth to form a Tony Williams Lifetime-themed quartet with Jimmy Haslip (Yellowjackets) and Chad Wackerman. A concert from September 2006 is released on DVD. Live recordings from 2007 are released on 2009's Blues For Tony double CD.

		

		2006-2009 Gear: Carvin, DeLap guitars, Hughes & Kettner Switchblade 100, ZenTera head, Hughes and Kettner CC412 A 30 cabs, Yamaha UD Stomp (later replaced by 6 MagicStomps), Korg volume pedals, TC Electronic Booster & Line Driver Distortion, MXR CAE (Bradshaw Custom Audio Electronics) Boost/Overdrive.

		

		2008, 2010: Allan plays several free improv dates with HoBoLeMa, a super group with Terry Bozzio, Tony Levin and Pat Mastelotto.

		

		2009: European trio dates with Johnson/Husband, and then later U.S. dates with Tibbs/Wackerman.

		

		2009: Around late 2009, Canton guitars starts building custom models for Allan (with signature models eventually available in 2011). Due to some feedback issues, these guitars are mostly used in the studio (for example, on Chad Wackerman's 2012 release, Dreams, Nightmares and Improvisations).

		

		2010: Dates with Tibbs/Wackerman or Johnson/Wackerman.

		

		2011: Planet X drummer Virgil Donati assembles a quartet with Allan, bassist Anthony Crawford and the late keyboard prodigy Austin Peralta to play in India.

		

		2012, Jan: At a NAMM show, Allan, Virgil, bassist Jimmy Haslip and Dennis Hamm (keys) play through the two Planet X songs Allan is familiar with (“Desert Girl” and “The Thinking Stone”).

		

		2012: Allan continues touring as a trio with Virgil Donati and either Jimmy Haslip or Anthony Crawford on bass (later 2012).

		

		2012: The old Lifetime tune “Mr. Spock” is added to the set list.

		

		2012, Feb: Allan sits in with the “Zappa Plays Zappa” band.

		

		2012: Carvin starts producing headless guitars for Allan (HH series).

		

		HH1: headless, maple neck, alder chambered body

		HH1X: with tremolo bar

		HH2: 2 pickup variant

		

		2013: Allan tries out some .strandberg* guitars for size, and is pleased with them.

		

		2013, April: Allan plays Madison Square Garden during Eric Clapton's “Crossroads Guitar Festival” (sitting in with jazz guitarist Kurt Rosenwinkel's band).

		

		2014: Trio dates with Virgil Donati and Jimmy Haslip (also Gary Husband in September).

		

		2015-16: Allan works with a PledgeMusic crowdfunding project to finish and release some old tracks (Bring To Light and Snakes and Ladders). Ultimately, an album of unreleased demos, lost tracks, remixes and some short solo pieces is released in 2016 (Tales From the Vault).

		

		2017: A retrospective box set, The Man Who Changed Guitar Forever! and a new 'best of”, Eidolon, is released on Manifesto records.

		

		2017: After a short West coast tour to promote the new releases, Allan passes away in his sleep on Easter.

		

		2017: A crowd-funding project to help Allan's family pay for expenses draws such a huge response from Allan's fanbase that mainstream news organizations pick up the story.

		

		2017: Tribute concerts are held in New York City and Los Angeles in May and October.

		

	
		

		
			A Note On Analysis Terminology
		

		

		In the musical breakdowns for each album, I’ve tried to provide commentary to help listeners navigate the sometimes head-spinning turns that Allan’s songs take. Although known for his lead technique, his compositional style is equally fascinating and that is something which I’ve tried to describe in these “breakdown maps”. Below is a listing of the terminology I’ve used in these breakdowns, most of which is fairly standard, but are specifically defined below for their usage within this book.

		

		Accented: Sharp attacks, struck as “downstrokes”. These accents may or may not be in even rhythm.

		

		Bridge: A transitional section coming after repeated verse/chorus sections. This section sometimes modulates (changes key).

		

		Cadences: Ending phrases, usually added to the end of repeated theme/riff sections to signal the end of a section.

		

		Cadenza: A solo instrumental section, often without the rhythm section.

		

		Chordal Swells: After a chord is struck at low volume, the chord is swelled through a pedal or by rolling up the volume knob.

		

		Chorus (Section): In most songs, this is a more open/singable section which follows the verse. In Allan’s music, this usually means a section with less chords per bar, or has a simpler harmony.

		

		Chromatic: Describing a scale or harmony which has notes “in between” the traditionally accepted notes of a key, usually producing “dissonance”.

		

		Coda: A short section appended to the end of a song, usually a variation of one of the previous sections.

		

		Developed: Song sections such as verses, choruses or bridges can be developed several ways such as by changing the key, elongating a fragment, double-timing a segment, adding melodic ornaments, etc.

		

		Fanfare: A short section usually in an accented rhythm with sustained and loud chords, meant to act as a forceful introduction.

		

		Flourishes/Ornamentation: These occur when melodies are made more complex by adding notes from the scale appropriate to the harmony. These are also called “fills”.

		

		Harmony: The underlying series of pitches that dominate a certain measure. In other words, the chord or chord progression. It can also mean the key.

		

		Harmonized: When a melody line is doubled by a parallel melody. In other words, the melody is turned into a series of moving chords. A harmony figure refers to a harmonized melody line. A harmonizer effect pedal does this digitally (adds an additional pitch on top of the input pitch).

		

		Head: In jazz, a melody called a “head” opens and closes a tune and the solo sections are based off of this head. In Allan’s music, a head is really just a very strong melody lead line.

		

		Lead Line/Top Line: In much of jazz, the top note of each chord in a chord progression spells out a melody. Allan sometimes plays these top notes as a “lead line” or “head”.

		

		Metric modulation: When the rhythm changes to a related rhythm, usually involving a different number of beats in the same amount of time.

		

		Modal: This term technically applies to the science of using different scale patterns for chord progressions, but here it usually just means that a particular solo section is based on just one chord (or central note), and only requires a single scale to be used (although more exotic ones can be used as well).

		

		Modulating: Simply, changing key. In practice, for soloing purposes each chord requires the use of a different scale, which usually means changing keys.

		

		Motif: A short rhythmic or melodic figure, usually 1 or 2  bars at most.

		

		Ostinato: Repeating fragment, usually in the bass and outlining a basic arpeggio. Allan sometimes likes to have the bass stay on the same chord through an ostinato while the rest of the band plays different chords over this unchanging ostinato.

		

		Pedal: In a pedal section, the chord stays the same for several measures. This allows the soloist to play modally, or using just one scale for the duration of this section.

		

		Polychordal: Describing a harmony (chord) which has notes from more than 1 chord at a time.

		

		Pulses: Even accents, usually with rests in between.

		

		Reprise: Repeat, or repetition of a chord progression for a soloist.

		

		Rhythmic: Even beats (not irregular or syncopated).

		

		Riff: A repeated rhythmic figure usually derived from a rock guitar lick, probably just 1 or 2 measures

		

		Ritardando: Gradually slowing down.

		

		Rubato: Describes a loosening of tempo, or drawing out the beat to get a more emotional effect.

		

		Seesaw: The melody goes up and down like a seesaw (also “zig-zag” or “winding”).

		

		Solo Chorus: Underneath a solo the rhythm section plays a chord progression, often derived from the verse, chorus or bridge. Each solo chorus is a repeat of the same chord progression.

		

		Syncopated: Has notes which land on off-beats, or act as grace-notes (preparatory notes). In other words, these rhythms use dotted notes.

		

		Theme: A melodic statement which usually lasts over 4 or 8 measures, and usually repeats with different ending cadences.

		

		Tremolo: Repeated notes. Alternatively, referring to the whammy bar.

		

		Unison: Describes instances where an ensemble plays the exact same melody and rhythm together (Allan sometimes called these “tricky-dick” parts).

		

		Vamp: A section which stays on a single chord and rhythmic figure, usually in a modal way, allowing a soloist to stay in the same scale for a while. This could also allow a drummer to take a solo.

		

	
		

		
			Musical Style
		

		

		Early Influences and Chordal Theory

		

		While first attempting to learn how to play the guitar, Allan tried playing from Ivor Mairants' Exercise a Day book (circa 1964), but soon lost interest. His grandfather Sam Holdsworth, a jazz pianist, then began teaching music to Allan himself. During these informal sessions Allan learned to play closely-voiced chords on the guitar, as these chord forms were based on traditional piano voicings. At some point Sam also advised Allan to avoid using open strings while practicing scales (in order to take advantage of the transposing nature of the guitar). When Sam saw Allan practicing some blues licks at home, the unimpressed senior showed Allan an example of jazz-based (bebop) blues. Allan then decided to avoid any recognizable blues licks in his playing if possible.

		

		Allan eventually began to copy Charlie Christian solos off of Benny Goodman records. He soon realized that he needed to concentrate on a soloist’s inherent spirit and individuality, not just their notes and rhythms, as he discovered that, despite his success at copying solos, his own original solo choruses were lacking (“nowhere”). Inspired by the advanced harmonic concepts he heard in John Coltrane's saxophone playing, Allan began exploring scales. He began breaking down chords into scales, usually taking them to the nearest relative minor and working on them from there. He also used mathematics to find as many scalar interval permutations as he could, and discarded ones which contained 4 contiguous chromatic notes (4 adjacent semitones in a row). Additionally, he created his own personal symbols (“hieroglyphics”) to represent different scales.

		

		Later, he also researched and identified “synthetic scales” which took more than one octave to complete. These “extra-large scales” were useful because, due to their harmonic nature (of being spelled differently in different registers, and thus in 3 different keys), they could be used as linking scales (“a complete unity”) over a sequence of multiple chords. However, in his later years Allan didn’t really continue exploring this particular concept very much.

		

		Harmony-wise, Allan also started to experiment with unusual chord sequences as part of his exploration of lead playing (i.e., trying out solo leads over chord patterns). Unhappy with the sound of traditional 7th chords, Allan systematically found all of the 3, 4 and 5-note chords possible on the guitar (in all of their inversions) for 3 adjacent strings, and discarded the ones which he didn't like. He soon realized that most guitar chords are named only for their lowest note, and that many don't actually contain all of the chord tones implied in their name (and that the names are, to a certain extent, harmonically arbitrary).

		

		From this realization, Allan began to develop his improvised lead lines to incorporate scales which made use of any combination of a chord’s implied scale tones during a chord’s duration, even if some of the scale notes didn’t fall within the chord spelling itself - or even the most “heavily-implied” scale (this is generally a jazz piano-based device). In some ways, this is kind of like taking a parallel train line going the same direction to get somewhere, but with different scenery or accommodations (that's my analogy, not an Allan quote). Other concepts related to this are “modal interchange” and “chord-substitution”.

		

		All of these explorations eventually led to Allan's discovery of polychords (stacked chords). Polytonality (the stacking key centers) was pioneered by Igor Stravinsky, who was one of Allan's main classical music influences. Allan can already be heard exploring polychordal concepts on 'Igginbottom's 1969 recording, 'Igginbottom's Wrench.

		

		After 'Igginbottom dispersed, Allan spent 3 years playing Top 40 and dancehall covers in the 12-piece Glen South Band at night, while at the same time woodshedding during the day. Based on subsequent recordings he made with Ian Carr (Belladonna, 1972) and Jon Hiseman's Tempest (1973), it appears that he honed his skills at playing acid rock, electric blues and funk jazz during this period.

		

		Exploring a Solo Style in Early Rock Bands

		

		Allan contributed a few compositional bits and pieces to Tempest's hard acid rock repertoire, but nothing really approaching the level of complexity he had employed with 'Igginbottom. However, his time in Tempest did result in one important discovery. Allan's dates with Tempest culminated in a few double-guitar performances with Ollie Halsall (ex-Patto) as a 2nd guitarist. Ollie's nuanced tremolo (whammy) bar playing contrasted with Jimi Hendrix's more “uninhibited” acrobatics, and this inspired Allan to begin incorporating whammy bar articulation into his own melodic statements.

		

		The “conventional” musical elements honed during the Glen South Band period further receded during his days with Soft Machine in 1974 (Bundles), as Allan began to develop his own sound (beyond his already prodigious speed and legato technique). Soft Machine gave Allan the opportunity to play extended solo improvisations (such as was common in his jazz hero John Coltrane's performances), and often over odd time signatures delivered by the motoric rhythm section. Harmonically, these were relatively “straight” modal vamps, and Allan only intermittently used more extended scale substitution over these grooves. However, Allan's tremolo bar style can be heard tentatively creeping into his Soft Machine excursions, although usually employed more as an exaggerated vibrato or chordal finishing flourish at this stage.

		

		Allan's sessions with Tony Williams further instilled a sense of pacing into his longer guitar solos (building from broader phrases to denser scalar runs, such as in “Inspirations of Love”). It also gave him a chance to create some solely “motivic” solos, which would rely purely on harmonic content and tremolo bar note-shaping rather than cascading melodic acrobatics (“Wildlife”, “Sweet Revenge”, “Million Dollar Legs”). With this in mind, it's interesting to compare his first solo with Tony in “Scirocco” with his later solos on Million Dollar Legs. In the latter, Allan has clearly developed the tremolo bar into a key part of his style.

		

		Allan's signature '80s sound was first heard on Gong's Gazeuse! (Expresso) album. Here, he fully integrated a swooping, floating tremolo bar style into his more lyrical moments. Around this time he switched from Gibson SGs to Dick Knight custom Stratocasters, so it's possible the Fender tremolo bar and wider neck gave Allan some more vibrato bar flexibility as well.

		

		Additionally, he began to apply more dissonant scale choices over conventional chord harmonies. This would include playing a scale from a related key over a particular chord harmony, such as in “modal interchange”. A very conservative (but not uncommon) blues rock example would be when an E minor blues lick is used over an E major blues harmony. Allan's usage of this idea was far more radical and far-ranging than that, of course (often involving clashing root notes). Earlier, during the 'Igginbottom days, he had explored stacked polychords in his songwriting, but here he expressed the “second layer” chord as a scalar device (as opposed to a second guitarist playing a contrasting chord).

		

		These “foreign” scales also included the use of more “synthetic” scales (including diminished and whole tone variants). In the past (such as heard in the Soft Machine days), non-harmonic scalar figures were used often as chromatically-ascending “bridge” devices to add exoticism while transitioning from one chord to another, but at this point the more exotic scales were used to actually enrich the chord harmony itself, and create a form of “exploded” polytonality.

		

		I don't think of it in terms of a stream of notes. It's like a pattern, you create a pattern or a color that you see as one. It's like a color that appears before your face. ⁴

		

		Single notes I hear like a long note. Then if it's a flurry of notes, I tend to hear them not as one note after another, but as a whole, from beginning to end, like seeing a color. If you play over one chord, then you can also superimpose another one over it, just to move it around a bit. I do that 'cause I always like those things that are harmonically interesting, where you want to go, 'What was that? Gotta hear that again!' I'm trying to find that feeling. It's slightly different from a 'sheet of sound,' in that most of the notes are important. I hear it like a line over a particular chord change. ¹⁰

		

		Guitar Solos (circa 1980s)

		

		A detailed analysis of each of Allan's guitar solos would be beyond the scope of this book, however some general observations about how to approach these improvised “flights of fancy” (really, miniature compositions in themselves) might be worth mentioning, especially considering the harmonic complexity that Allan was digging into at this time (and would continue to dig further into in the future).

		

		Most Western music is designed in so-called “epic” form, in which a theme (main character) takes a journey and then returns “home” to a “celebration”. In classical sonata-allegro form, a theme (or themes) is presented in an “exposition”, then repeated (in order to breed familiarity), followed by a development phase (or variations). After this exploratory development phase (where previous themes are chopped up, rearranged, modulated, etc.), the theme returns home in a reprise (“recapitulation”), usually with some minor changes. In sum, sonata-allegro form is essentially designed to take a particular melody theme on a “character-building” journey.

		

		What's interesting about Allan's solo approach is that he takes the harmony itself (the “key”) on a journey. This approach was born from Allan's early exploration of stacking different chords on top of each other. Allan would essentially play solo phrases with a different chord in mind than the one spelled out by the rhythm section (or implied by the direction of the harmonic chord progression). This combination would, in effect, produce a stacked chord harmony in “exploded” form (as described in the previous section).

		

		With this in mind, music can be described as being consonant (“in key”) or dissonant (“clashing”, “off-key”). In Allan's solos, he often opens by implying a consonant, “normal” choice of notes, and then journeys outwards towards more dissonant families of notes (stacking). These more complex families of notes can come in many different colors (scales), and Allan will tell a story by moving from one color to another. In another analogy, one could say that a solo which stays “in key” the whole time could be “black and white”, but a solo which travels through more exotic note choices could be “in color” (i.e., many other choices besides just black and white).

		

		On another level, the actual degree of “off-ness” is another way of presenting an interesting story. You could say that the weirder the scale, the deeper the color. The rhythm section is in a way a compass, or one's sense of equilibrium, and Allan's guitar solo uses different kinds of scales (harmonies) in different degrees of harmonic dissonance in order to present a journey over this stable landscape. Also, each chorus in a solo section could be seen as a story “chapter” (since the root note is usually emphasized at the beginning of a chorus), and the several choruses of an entire solo would make a “book”.

		

		I hear a chord or a color. The harmony is one color and you can get two or three things that come along on top of it, that match it. I like playing things that some say would be a diatonically incorrect note. But it's really not, depending on how it's played. It's really appealing to me to weave in and out of these colors. I love the way that sounds. ⁵¹

		

		Of course, aside from this harmonic element, Allan also forges many melodic and rhythmic motifs to impart a similar sense of movement and drama - but the above concept of harmony itself as a parameter/theme for development is one of Allan's most unique stylistic elements. When listening to a Holdsworth solo, much of the drama comes from the tension and release created by the varying consonance or dissonance his phrases have over a longer statement. For this reason, it's usually very rewarding to get to know the chord progression of a song, in order to get a feel of the canvas upon which Allan is painting his sonic journey.

		

		Modulations

		

		In the late '80s/early '90s, Allan began phasing out use of the tremolo bar (whammy bar) to shape his lines, especially after he became more comfortable with the SynthAxe. However, from a harmonic perspective, he began spicing up his solo platforms (chord sequences) with long chains of key modulations. Allan had previously used quickly-modulating chord sequences here and there (all the way back to I.O.U., in fact), but after Atavachron, these modulating chord sequences became a primary device in his compositional technique.

		

		As described above, in the first part of the '80s Allan applied different degrees of foreign scales over a (usually) stable tonality. In other words the “tracks of the train” were straight, and only the “view from the window” changed. However, after Sand's “The 4.15 Bradford Executive” (literally a “train song”), his compositions began to wind through more key changes than ever before. By Wardenclyffe Tower, even the song structures themselves were being put through cycles of variations. For example, “5 to 10” features several different cadence harmonies following every “refrain”.

		

		From a soloistic viewpoint, this “unstable” harmony/song structure allowed for even more dramatic gyrations in melodic/harmonic single-note storytelling. If in the '80s Allan was painting with different colors on a blank canvas, now the canvas itself was becoming animated - perhaps like painting on a sculpture (or a dancer!). At this point, even Allan himself had trouble playing through his own complex harmonic puzzles - Allan cited “Tullio” (from Hard Hat Area) as being the hardest song he'd ever had to solo over (it was never performed live). Actually, at this point in his career, there were no physical limitations to Allan's fretboard skills (in fact, even on the early records there were virtually no boundaries limiting Allan's technical skills), but now he looked towards complex compositional/harmonic structures (“magic puzzles”) to challenge himself as an improvising soloist.

		

		Going Nova

		

		In the following decades, Allan essentially spent more time exploring stylistic variations on his concept, rather than pushing further into “total abstraction”. The records None Too Soon and The Sixteen Men of Tain seemed to test out how Allan's compositions would work in a swing/traditional framework. Also, this period saw a return to a keyboard-less trio (although Dave Carpenter comped admirably on his 6-string bass). At times, this made it a bit harder to follow the more unconventional key modulations beneath Allan's solos, since not all of the chord tones were as obvious without the keyboard element.

		

		The zenith of Allan's compositional achievements probably came in the form of Flat Tire, an album created almost entirely from SynthAxe multi-tracks. By layering different instrumental voices using his various Yamaha synthesizer patches, Allan was finally able to compose on a “classical” level, although with plenty of solo improvisations being an essential ingredient. His first successful attempt at this kind of “film music” was the title track to Hard Hat Area, but on Flat Tire he expanded on this direction as far as his gear would allow him to go. The songs “The Duplicate Man” and “Don't You Know” probably best represent the symphonic aspirations Allan was going for.

		

		Allan's ideas seemed to loosen up a bit as the new millennium proceeded, as he reunited with Soft Works for an album (Abracadabra) and live dates, and joined forces with HoBoLeMa for some touring. Both of these outfits featured an emphasis on more vamp-based improvisation, with much looser (or even totally free, in the case of HoBoLeMa) song structures. With his own trios, it seems that Allan was heading into “heavier” territory, trying out various combinations of “Young Turk” drummers including Ronald Bruner Jr. and Virgil Donati. At least one song, “Every 10th Man” (performed live with Jimmy Johnson and Chad Wackerman), had a decidedly “hard rock” texture to it. Various collaborations with progressive outfits such as Donati's Planet X, Riptyde and K² also may have influenced him. However, until further unreleased tracks come to light (if any), it will be hard to say where this new direction would have ended up.

		

	
		

		
			Just For the Curious
		

		

		Scalar Concepts

		

		In the instructional portion of the Just For the Curious video, Allan describes his 10 most “usable” scales. These distinct melody patterns each exhibit varying flavors and effects. The first four scales have 7 notes each (like most diatonic scales), while another four scales have 8 notes each. Two are symmetrical scales, and so are extra “atonal”. All of these scales are meant to be transposed to whatever tonic key is appropriate for the underlying chord harmony. In practical usage, Allan pairs each scale to one chord or chord cadence during a solo, and then switches up as the chords pass by (he modulates to a new key for each chord). In the video, Allan goes through 10 “useful” scales, while the accompanying book adds the whole tone scale and a few additional 8 and 9-note scales (15 total scales).

		

		Dx: D Dorian (a capital letter with no “x” means major scale, or Ionian mode).

		D, circled x: D Dorian but sharpen the 7th. This is also called a D melodic minor scale.

		A, circled x, -6: A Dorian but sharpen the 7th and flatten the 6th (harmonic minor).

		A, circled x, +4: A Dorian, but sharpen the 7th and sharpen the 4th (harmonic major).

		G and “spectacles” - Allan's notation for the G diminished scale (alternating half steps and whole steps), a pretty good scale for playing “out” runs...

		B flat followed by a “ribbon” (an 8 with the top 4th shaved off): Bb Ionian (major scale) with an added sharp 5 (“jazz major”). In general, the loop is a clue that “some note was added”.

		C7, ribbon loop: C Ionian with an added flat 7. He also has a G with a circled x under it in parentheses, which I guess means he can use it in minor chords as a G Dorian with added flattened 4th (major 3rd).

		B, x, ribbon loop: B Dorian with added sharp 7 (“jazz minor”).

		A, circled x, ribbon loop: A Dorian with a sharpened 7th (no natural 7), add a sharp 5 (another “jazz minor”).

		Symmetrical: C with a 3-loop spectacles symbol. C is followed by a whole step, then two chromatically-ascending notes (alternating 3 semi-tones in a row with a whole tone). This is one of those “out” scales which Allan uses when ascending or descending from one key to another. (“This particular scale I’ve used quite a lot as a scale to modulate from one chord to another.”).

		

		Chord Concepts

		

		In the section relating to chordal concepts and chord melody composition, Allan explains how he can create a chord family by selecting 3 or 4 notes from a particular scale and then move all of the notes in the chord up (or down) simultaneously along the “permitted notes” in the scale pattern. This results in other chords found in that scale (each beginning with a different scale tone and using that voicing). Naturally, the original scale could be used for any song composed using these 8 (or whatever) chords, with the chord tones emphasized for each chord.

		

		Allan explains that he thinks of each chord as representative notes from a particular “family” of notes (a scale). So, when chords go by (during a solo improvisation), he decides which family (scale) would be appropriate for a given chord, and adjusts his note choices accordingly. This way of thinking corresponds to his ideas about chord substitution, described in the Musical Style section. He also suggests (probably in relation to comping) that a chord can be “enriched” by substituting it with different inversions of itself, or with related chords found in the same key (i.e., from a scale which contains the same notes). This is typically demonstrated whenever Allan is playing “rhythm guitar” underneath a bass or keyboard solo.

		

		Tokyo Dream Notation

		

		This transcription of Allan's original notes shows the scales he would use for the solo section of “Tokyo Dream” (from Road Games). For this tune, he mostly uses the Dorian mode (minor scale), modulating to a new key for each chord. A D diminished scale pops up in the turnaround cadence (it's listed 4 times on top of each other with different notes to indicate their interchangeable roots). The “x II” represents a repeat. The “F#x/E” and the “A/Bx” indicate two places where different modes of the same scale can be used. The symbols at the bottom row are probably alternate scales, since they don't seem to be part of the primary solo harmony (I think).

		

		
			[image: Tokyo Dream notation]
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		Below is a transcript of Mike Pachelli’s cable television program dated Nov. 13th, 1991 (conducted during a tour supporting the Secrets album).

		

		Mike Pachelli: What were your early musical influences?

		

		Allan Holdsworth: Well, really all of the people whom my Dad used to listen to, which is jazz from the period as far back as Django (Reinhardt), Charlie Christian with Benny Goodman, and right way up through Miles…

		

		I understand at a real early age you had a major affinity with a record player, like at 2 or 3 you were just …

		

		Well, I was absolutely enthralled with music, music was everything. I mean, I had no desire whatsoever to play an instrument - I wasn’t really interested in an instrument - I was just interested in music.

		

		Were you formally trained?

		

		No, in fact most of the things I learned - in the beginning anyway - were from my father, and since then I’ve just worked on my own.

		

		What was your schooling like?

		

		Regular schooling, pretty imbecilic…the usual secondary “model schools”, they were called in England at that time. At 14 or 15 I got a job at a bike shop…then I got a job making baskets… There were a lot of day jobs! (laughs)

		

		I understand that when you were young you wanted to be a saxophone player.

		

		Yeah, well after I’d been listening to music for a long time. At about 10 or 11 I was really interested in saxophone. The breathing thing seemed so alive! You could do more with it than a voice. But it was based on that connection - like a vocal thing.

		

		And why didn’t you pursue that?

		

		Well, at the time saxophones were very expensive things to buy. So I had an uncle who played guitar, and my Dad got a guitar from him and just left it lying around. I just started in front of the mirror! (laughs). I had no real interest in it at all, and he just left it there. I just noodled on it from time to time and tried it on while listening to music, but I still had no real desire to play anything. I guess over a period of time I realized I was playing a few chords on it and my Dad sort of took over. He knew all the notes on the guitar, being the musician that he was. As soon as he saw I had any interest in it, he started trying to help me out. But I was very stubborn, I didn’t really like the help - although I needed it! I wanted to do it on my own.

		

		You mentioned Charlie Christian. Did you memorize Charlie Christian’s solos?

		

		I learned a few Charlie Christian solos from albums that he was on. But one of the things that I realized was, that I wasn’t really learning anything from copying anything. I realized I needed to figure out what they were thinking or how they were going about it. That was more important than actually what they played, from the copying point of view. If I copied something and I was to do two solos from the same piece of music, I realized that when I played the one I’d copied, that was fine, but when it came up to do my own, it was nowhere. I realized early in the beginning that I needed to find out a way to play the kind of music that I wanted to play, and I’ve been struggling with it ever since.

		

		Your guitar always sounds as if you’re blowing it, like you’re not plucking it. Is that intentional?

		

		Yeah. I mean I really don’t like guitar very much - I mean I love to hear other people play it. I don’t mean I don’t like the instrument, period. It’s just that for me…

		

		In 1970 you started playing with the Glen South Band. What was that like, what kind of band?

		

		It was basically like a Top 40 band. He had a dance band playing mostly foxtrots, (quick?) steps, all the dance things, and a couple of nights a week they played Top 40 stuff. I think he liked my playing and then tried to get me into the band. I was really interested in doing that because I was working during the day, and I thought it would be an opportunity to practice during the day. So I could do the gig with the band and then kind of get some practice in there…

		

		And I guess your first recording contract was with a group Tempest, which originally contained Paul Williams, right?

		

		Yeah well, it wasn’t my recording contract, but that was the first band I like to think I did anything with...

		

		How do you feel about that first recording?

		

		I think it was alright. You have to take them for what they were. Some albums, if they were OK when they were done…well then that’s the best you could do. But if something happens where you do an album under great duress where everything is completely wrong… Like I did an album for CTI and the whole band was completely ripped off. That record can never be valid for me, because it wasn’t even valid at the time - so it most certainly isn’t now. But the Tempest album… I’d probably cringe if I heard it, but that was what it was…

		

		I understand that after that, you had some lean years, and you owe a lot to Ray Warleigh and Brian Blain.

		

		Brian Blain was a guy who worked for the Musician’s Union and he really helped me a lot. He tried to get me hooked up with various musicians in London. And Ray Warleigh, probably without him I would have never have been able to make the move from the Top 40 band to move to London. He told me that he had a room where I could stay in if I wanted to do that. So about 6 months after he told me that, I decided I wanted to get out of the Top 40 thing and try it. I called him up and he remembered me. He said, “Sure, come on”, so that’s how it started...

		

		And in 1975 you got with Soft Machine. That was a band which used a lot of different time signatures. Was it a learning process for you?

		

		I really enjoyed working with that band, they’re all great musicians. I played with their drummer at the time - John Marshall - in groups with different people. I used to work with an English jazz piano player, a wonderful musician - his name is Pat Smythe. He died a few years ago, but he used to have John play in his band, and so I met John through that. Then John told the band Soft Machine about me and they invited me out to do some guest shows with that band. Then after we’d done those they asked me if I’d like to join the band, so I said, yeah. Yeah, it was great. I really enjoyed working with them.

		

		And the album Bundles has a tune on it, it’s called “Hazard Profile”. It has a very long solo on it. Is that, like, the longest of yours to date?

		

		Ha ha, I don’t know! I’m scared to listen to it now, that’s a long time ago. I don’t know. I think it was pretty long. I remember afterwards I did it I hated the solo, and I tried to overdub on it. That was even worse, so I just had to leave it as it was.

		

		You went on to work with Tony Williams in his New Lifetime. You did an album Million Dollar Legs. Any recollections of that?

		

		Yeah it was wonderful, apart from some of the financial hazards. It was a wonderful experience. Obviously he’s such an amazing musician. I learned such a lot from him! That’s how I got to meet Alan Pasqua, who’s still one of my favorite musicians on the planet. He was great…

		

		And you also got to work with some great bands like Gong, Jean-Luc Ponty, and Bill Bruford. How did all that come about?

		

		Well, Bill used to hang out at some of the local jazz gigs in London - I think he saw us maybe doing that, I’m not exactly sure. Then we made contact, and I guess that thing started. He was doing a solo album, and after that he was involved with U.K. He suggested to them that if they needed a guitar player they might ask me. So that’s how that happened.

		

		And did I read this correctly, that you and Bruford were actually dismissed from the band?

		

		Yeah, we were fired!

		

		Why was that?

		

		We were fired by the management, but basically it wasn’t the management I think. I saw that band as essentially as being Eddie (Jobson)’s band, because he was the most involved with the writing of it. It really was his thing I think. It wouldn’t have worked - I mean I’m sure Bill would have left on his own anyway, but I was sure I wouldn’t be able to take it anymore, so being “fired” was pretty OK. But they were great guys, I really liked all of the guys, good, great musicians. I enjoyed it at the time…Well, I enjoyed making the record, but doing the gigs was hell. But other than that, yeah…

		

		In 1980, you started a trio called False Alarm, with Gary Husband and Paul Carmichael - was it time for you to become a leader?

		

		Well, after I moved to London I had always been just another guy in someone else’s band. I had a backlog of material that I’d been working on, and so I wanted to try and play with different people. I met Gary Husband. I had met all these musicians who had been saying “Hey, you should listen to this drummer, he’s like, unbelievable!”. So I had an opportunity to play with Gary, and it was really special - the guy’s really an unbelievable musician. And I really liked working with him. He probably understood more of where I wanted to go than I could understand what he really wanted! But it was the beginning of a really great kind of relationship. We just tried to get this band off to the road and we couldn’t. We had a friend who worked for Virgin Records and he gave us some free studio time - a guy called Nik Powell. We did some tracks - in fact we finished doing the whole album on this little boat on a canal in London.

		

		What’s it called, the Barge?

		

		Yeah, the Barge! (laughs)

		

		Was it really a barge?

		

		Yeah! It was just a little floating barge, and when the boats would go by the whole studio would go like (waves hands up and down) - it was great! Then we tried to give the album away and we couldn’t. We sent tapes to like five major labels in England and nobody was even interested in it - for free! We didn’t want anything, we just said “Could you just put this album out?” And they said, “No”. So that’s essentially why I tried to get over to the States.

		

		So I.O.U. was released independently then, by yourself?

		

		Well I had the tape. We recorded the album in a couple of days on this boat, and then I paid for the mixing by selling the last two guitars that I had. We mixed Side 1 in one evening from 8 o’clock till 6 in the morning, and then Side 2 the same way, 8 till 6 the following day (shrugs). And then at the end of it, all I had was the album tape, but nobody was interested in it. But when we came to the States, the people seemed to be much more receptive. Then we decided to try and press‘em up on our own - and we did. We just started selling them at the gigs. That’s kind of how it all started - and it hasn’t gone very far from then...(laughter)

		

		I understand Sharon Sudol, is that the person who first brought you over for the first Roxy gigs?

		

		She was great, we couldn’t have done it without her.

		

		And when you came to the Roxy did the Americans know you?

		

		Yeah we were amazed. I mean, the first place we played was in San Francisco. There was a guy named Mike Varney who wrote a column for Guitar Player magazine. He talked to the guys who owned the three Keystone clubs - there was Keystone Berkeley, Keystone Corner and Keystone Palo Alto - into giving us a gig. We couldn’t believe it, we went from a pub in London with 13 people in there to playing in this 500-seat club - and it was packed! So it was like a shock. Then we went to the Roxy and it was the same thing. The guy who owned the clubs up in San Francisco called the guy who owned the Roxy and said “Take a chance, man”, and the same thing happened … We just got lucky I guess.

		

		I understand Edward Van Halen got involved with your career around that time

		

		Yeah, he’s a really great guy, he’s got a big heart and really helped us out, but it just wasn’t to be. The situation that came from it just wasn’t as much as I would have liked it to happen. I’m sure Edward wanted it to happen, you know, but - there were too many problems with the whole thing. I think the record company was only interested in it because of him, and then they wanted me to get rid of the guys in my band and start a new band. I saw it as them wanting me to stop doing what I was doing, which seemed pointless. Why get a deal with a major label if they don’t want you to do what you do? Might as well stay where you are.

		

		Then you worked with Ted Templeman. What was that like?

		

		Well, that was part of the whole thing. Obviously he’s a great producer, but we just didn’t see eye to eye. (laughs)

		

		You did some things with CTI, which you mentioned earlier, the Velvet Darkness album…

		

		Yeah that was a big rip off, and it haunts me to this day. The guy basically said that I could record with whoever I wanted to, and so I got Alan Pasqua, Alphonso Johnson, (Narada) Michael Walden. I thought, wow, this going to be great! But we were rehearsing in this studio and they just recorded the rehearsing. We never actually got to record the tracks! They just recorded the rehearsals and that was it. When we said like, “Isn’t it time we did those tracks? Again, you know?” No, that was it. So it was a really disastrous album then, and it’s an even bigger disaster now. The new album Secrets, the last album, was on Enigma, which was then bought by Capitol - and now that album is no longer available. But of course, you can find the old CTI album on Sony CBS! Which makes me want to just quit on the spot. How do you deal with that?

		

		Let’s talk about the Metal Fatigue album. It seems to distinguish you as a force to be reckoned with. How has it been accepted by the fans?

		

		Well, I think it was pretty good, because Enigma was new and going through a particularly good period for us with them - they did a lot of promotion. Later on, we became a small fish in a big pond… But the interesting thing about that album was that that album was actually a demo for Warner Bros. after Road Games. When we were dropped for Road Games we did Metal Fatigue. It was originally a demo for Warner Bros. but they didn’t like it, so we gave it to Enigma. Happily, my relationship with Enigma has been really good. They just let me do what I want, so…I’m a happy guy.

		

		There are some amazing tunes on there. I always thought that if “Metal Fatigue” had gotten airplay it could have been a great FM crossover hit. There was “Devil Take the Hindmost” - all I can say about that is “whew!” And then the tune I was really interested in is “The Un-Merry-Go-Round”. Where’d that come from?

		

		Basically I wrote that for my Dad, who died during that year that I was doing the album. He was a really great artist and used to draw this merry-go-round with all these famous English politicians on it. Like you’d have Ronald Reagan and all these guys on it with their slogans, and he used to call it the Un-Merry-go-round! So I got the title from him.

		

		The solo in there - which by the way is Phil Keaggy’s all-time favorite electric guitar solo - the soprano sax solo that you sort of do - where’s that coming from? I mean, what’s the inspiration? It sounds nearly exactly like a soprano!

		

		(laughs) I guess I go through these periods that change, and I was really trying to get like that soprano kind of tone. I guess that was about as close as I got. I couldn’t get any closer so I gave up, and started on something else.

		

		Well it’s a brilliant solo. In ‘85 you got into the SynthAxe. I’m not that familiar with it, but I know it doesn’t work from pitch to voltage.

		

		It works like a mechanical contact - just like a keyboard. So it’s extremely accurate, you know, and it was the only one for me that worked. I just wanted to really accurately control synthesizers. I didn’t want to have to deal with a “glitch guitar”, to have like a guitar with a glitching sound underneath. I had no desire to do that at all. I just wanted something that I could play synthesizers on, and program my own sounds and get into that world. You know, it also freed me from the guitar. I started using the SynthAxe with a breath controller, and I was actually getting more pleasure out of playing that than from the guitar. I kind of escaped from the guitar, a little - which I liked. But unfortunately I wasn’t really able to get any real assistance for it, you know. I guess nobody else liked it but me! Well, maybe there’s a couple other guys out there who really love it, but…

		

		How is the neck spacing on it?

		

		The fret spacing is linear. It does get smaller but not the same as the guitar. And that was one of the problems I had. I wanted them to make a smaller neck, but it wasn’t going to happen.

		

		Did you sample all of your sounds by yourself?

		

		No, I never really used samples. I felt I was going to do that in the beginning, but I just used synthesis. I never really used any samples. I just used mostly Oberheim stuff because I really love them.

		

		Is that what you use on Atavachron? Oberheims and stuff?

		

		Yeah.

		

		You got to work with Tony Williams again on “Looking Glass”- great music. And “Non-brewed Condiment”! “Funnels” with an amazing solo! What synthesizers did you incorporate in that, just Oberheim?

		

		Well, the solo on “Funnels” was on guitar. I only played guitar on that track.

		

		Well, in general was that all Oberheims on that?

		

		Yeah mostly. I had a couple of (Yamaha) DX modules, but mostly everything I’ve done on all of the albums is Oberheim. I was an Oberheim nut.

		

		Did you ever travel with it?

		

		Yeah, we took it on the road a lot, to Japan a few times, but it just became too much of a liability. I have 4 consoles and only one of them works at the moment. So it gets a bit scary if you don’t know if it’s going to work.

		

		And you did for Intima in 1989 the album, Secrets. What was the inspiration there?

		

		Well, it’s just the same. I just keep trying to learn. Just learn more about music and continue to write tunes and play’em. I enjoyed that album. That was my favorite album so far, just because it’s the last one.

		

		Compositionally, do you hear compositions start to finish? Do you start finding chords? What is your approach basically to composition? Do you hear complete entities, or do you hear parts?

		

		No, I usually have parts. If I’m not with an instrument then I’ll sometimes have an idea, but I usually come across them by improvising with chords or whatever. Then I’ll find something that I like, and I just work on it, try and modulate it. I like to experiment. I like to modulate through different keys.

		

		You seem to have a really different approach to scalar relations between chords. For most guitar players it’s linear in the fact that it’s very scalar, but your jumps are extremely large.

		

		They’re just the same notes, they’re just in a different order!

		

		Same thing with chords basically. Your chords are… We watched you tonight and we didn’t see one - we’ll call it - “normal” - guitar chord all night long. Is that on purpose?

		

		Yeah! (laughs) No… Yeah, I guess so…

		

		Let’s talk about some of your instruments. What was your first guitar then?

		

		My first guitar was kind of like an old classical guitar, but it did have steel strings on it. After that my Dad got me an f-hole guitar which is a guitar I played for a year or so. It was a Hofner, and then I put a pickup on it. My Dad just started getting interested in amplifiers then. He built one for me, and then I saw this guy who had this Fender Stratocaster which I fell in love with. So I tried this Fender Strat, and then my Dad got it - well signed for it - so I could make the payments on it. And then about 2 months later, I saw and played an SG and that was it from then on. I was completely in love with this SG. I got this SG Standard. Later I traded it for an SG Custom. I basically stayed with that guitar right the way through until Tony Williams.

		

		Did you ever try any semi-hollow bodies like the 335?

		

		Yeah I did, I had a period of that, a short one, when I was working with Tempest. Paul Williams, the singer, had a 335, and I tried it and I really liked it. And then it started me off on this hollow body thing, so I played a 175 for a while. I even played some tunes with Tempest on a 175, which is kind of funny!

		

		You did a lot of things with light wood, and the norm was to have a heavy Les Paul for sustain. But you kind of turned that around having some guitars built with basswood…

		

		Well, the thing is, if you make a guitar from a really heavy wood, brass bridge and all that stuff, what you get is a lot of sustain but no sounds, no tone - because it’s just like a plank, there’s no response in the instrument - it’s already at “maximum”. I like the string to have a relationship with the wood so that you can get light dynamics out of it. One of the things I found with a real heavy guitar is that when it was plugged into an amp, no matter how hard or soft you hit the string, the volume is always almost the same. Whereas, if you use a lighter wood or something, it just seems more responsive. You can play that note softer and it’s soft, and harder and it’s a little harder. You can just shape it more. So that is why I started experimenting with that. But I can never get it real consistent - and then I discovered the Steinberger and that kind of turned my whole life around.

		

		And before getting into that, you went through a period with Charvel Strats, your chisel period. Explain how that was...

		

		Well, that was basically just before I met Grover Jackson - who is an unbelievable guy. He really helped us out a lot in the beginning with I.O.U. when I first came into the States. I didn’t have a guitar or anything. He gave me 3 or 4 really great guitars. The “chisel thing” was just taking an old Strat and chiseling a hole in it so you could put a humbucker on it. It was before you could get humbuckers on Strats, you know. And then I met Grover and he made these guitars for us. Those were some of the best guitars - I had a red one he made that was actually one of the best guitars I ever owned.

		

		What was the neck configuration? Was it maple or…?

		

		It was maple with an ebony fingerboard and a basswood body.

		

		And a Seymour Duncan 59…

		

		Seymour Duncan, it was essentially a 59.

		

		Great-sounding guitar. And then you got into Steinberger, recently. How did that come about?

		

		Well, this guy kept saying “Hey, have you checked out those little plastic things?” And I go, “I don’t think I’m gonna like that”. A friend of mine just took me up to the booth at one of those NAMM shows and I played one and I just fell in love with it. I couldn’t believe it. It was totally unexpected and turned me inside out with the guitar. It was so consistent. It had the right neck width. Everything about it was great. And now when I go back to playing a wood guitar they feel kind of dinosaur-like. I think it was the only significant thing that anybody did with electric guitar for like 20 years.

		

		What sort of pickup is on there?

		

		It’s the same one, a Seymour Duncan.

		

		How about string gauge? What sort of string gauge do you use?

		

		Well I do vary those but lately I use very thin strings, 8. I usually go from anywhere between a 10 and an 8. At the moment I’m using 8s.

		

		What’s the low E?

		

		36.

		

		Wow, that is light. What do you practice when you practice?

		

		Well, usually I have a lot of things I’ve worked out away from the guitar, you know. I work out a lot of stuff off of the guitar. When I get some time and I’m not feeling too lazy I like riding my bike or drinking beer. I don’t practice…

		

		What do you feel your strengths are?

		

		I don’t know if I have any yet.

		

		How about your weaknesses?

		

		Everything. (smiles)

		

		Tell us about your vibrato technique.

		

		Well it’s more or less like a classical guitar or a violin. I bend the string linearly along its length (gestures up and down the neck), though I do use the wrist motion for the low strings. But on the high strings I use that. Because you can stretch the string more, and I think it gives more inflection in the sound. I like it more because a bend is always sharp, but when you grab a string and bend it this way, you can make it flat. It’s more expressive I think.

		

		How about your whammy bar approach?

		

		Well, I gave up using it because everybody else does it now.

		

		Interview courtesy Mike Pachelli (www.mikepachelli.com).
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		Following is a transcript of a Paul Harvey Dutch Public Radio (Radio 4) program with Allan Holdsworth as guest (dated March 4th, 2000).

		

		Paul Harvey: We probably met many, many years ago in Bradford, but it’s quite funny how, 30 years later, you come back and here you are in Amsterdam on, you know - “neutral territory”. I can remember when I moved up to Bradford from London. Earlier we talked about Manningham, which was a part of Bradford, where at one stage along the way there was a Mecca dance hall where most things happened on a Saturday night. You used to be in a Mecca dance band, didn’t you, at one time?

		

		Allan Holdsworth: Yeah I was, for a short time. It was on Manningham Lane, I think, and it was closer to the town where I used to live, which was like taking Manningham Lane up towards a town called Shipley and left up Carlyle Road. It was up there somewhere…

		

		But musically, if I remember in the 60s, you had the beginnings of Beat-dom (Note: This word is most likely a reference to the emergence of Beat music, British beat, or Mersey beat), and the local bands were playing the hits of the day rather than their own stuff. And you were with a band called ‘Igginbottom that played. Basically you were more into Coltrane than the Beatles or the Stones.

		

		Yeah, well that’s true, but also before that, I still did play with a lot of local bands in that town - Jimmy Judge and the Jurymen, Margie and the Sundowners, they’re all like funny names, all these people. It’s great, I’ll have to ask them what they’re all doing. But that was more like playing in working men’s clubs and just doing the cover tunes. And then ‘Igginbottom was really just an experiment. The unfortunate thing is that it actually got recorded when it never should have been, because it was too soon, too early to be doing any recording really. It didn’t deserve to be recording then.

		

		It’s quite amazing to think that a band that played experimental stuff would be signed by a Decca label. Deram records wasn’t it?

		

		Yeah, well that came about because of the other guitar player. There were two guitar players in the band, Steve Robinson and myself, and what we used to try to do - which was a very good idea, it’s just that we weren’t very good at it… But we played like, “polychords”. I’d play 4 notes, and he would play 4 different notes and every chord was usually like an 8-note chord, which was unusual for the guitar. Some of the ideas were pretty good - it’s just that we couldn’t play! (laughs)

		

		But how did you get a record deal?

		

		Steve Robinson was friendly with Mick Jackson, the singer in a pop band at the time called The Love Affair. Mick Jackson heard us playing and he thought he liked it so he - I don’t know how or why we ever got the opportunity to do this - but he dragged us down to Ronnie Scott’s Jazz Club. Ronnie’s had the main club and then the upstairs, so we set up upstairs and we played. All the guys who were working at Ronnie Scott’s - including Ronnie himself when he was still very much alive in those days - we played and then they disappeared, and we thought, “Uh oh, we’re out of here, this is it”. But when we came downstairs, we realized that they actually really liked it, so it was pretty interesting. But unfortunately, we were dealing in a time where if we were using any type of distorted guitar sound, the recording studios didn’t really know what that was yet. So if I tried to go into the studio and play loud - loud to get the distorted guitar sound - they’d say, “No, no, you’re doing that all wrong - YOU turn it down, WE turn it up in the control room”. Then we’d go, “No, that’s not how it works. We play loud, you turn it DOWN in the control room.” And it was a constant struggle, just a major disaster.

		

		Was that recorded in London?

		

		Yeah, it was actually recorded at Abbey Road! (this is probably Allan joking). It was really funny…we did a couple of demos, the same band, that turned out really good. We did one at Matthias Robinson Studio (Mat Mathias, Radio Craft studios). He was the guy who actually designed the Matamps - which became popular and were later known as Orange amps. He had a recording studio at his house and we played loud. It was right, but it should have never have been recorded really. We were not anywhere near ready to have that happen to us.

		

		But somewhere along the line, it set the seal of which you wanted to sort of pursue experimentation with rock rhythms and jazz basically, didn’t ya?

		

		Yeah, well because of my father - who was a jazz musician. I grew up in a house full of classical music and jazz records…  I obviously had a great love for it, you know. I started out with classical music. I remember - even before I could read - listening to like Debussy or something, or a couple of my father’s favorite composers and actually crying. And I couldn’t figure it out - “This is really strange - what is this strange thing that’s happening to me?” And I didn’t understand it. And then a few years afterwards I realized how powerful music is. And then the next big major thing was John Coltrane, because my father had those records that had Miles Davis, Cannonball Adderley and John Coltrane in the same band. The thing about that was, I loved Cannonball Adderley, but I could hear where it came from, you know? I could hear the connection between him and what was before. But when I heard John Coltrane, I couldn’t! Somehow he’d been able to take this cable of life, or cable of music, and plug it directly into the source, and it wasn’t going through any pathway that had already been recreated. It was like a new circuit, like a new thing and it just…  I was just really moved by it, and I used to go out every Saturday morning and buy all the John Coltrane records I could find. And I’d already learned earlier that it was a very bad idea to try and copy someone, because all you did was get good at sounding like someone else. It also makes you feel like you were kind of leeching off of somebody, so I didn’t want to do that. What I wanted to do was listen to the spirit of it, and the heart and the soul of the music - and the heads, you know, because he was a brilliant musician. If you listen to some of those things like, I think, my favorite album, Coltrane’s Sound, there’s a tune on there called “Satellite”. I listened to that just a couple of days ago and it’s unbelievable, man it’s absolutely astounding - it’s amazing! And it never happened before - isn’t that great?

		

		The approach and the feeling - you wanted to pursue that sound, right? By hearing something which is so vital and fresh, that made you want to kind of pursue that kind of approach?

		

		Well, what I learned from him was that it’s a really bad idea to try and do something that somebody else is already doing. I wanted to find out what the essence of it was. In other words, he made me realize that if a certain kind of music has been elevated to a certain level because of the quality of it, then you can get to that level and beyond it without necessarily travelling the path that somebody else took to get to that level. He made me realize that quality level, that “line”, can be pushed up and pushed up and pushed up and pushed up… without going through pathways that had already been gone through. It was like a revelation and I’ve constantly been trying to do that ever since. Also, knowing that you can never know anything about music is a beautiful thing. Like, when you fall in love, and you’ve got that thing that you don’t understand before you find out who the person is…Music’s like that to me. You can’t ever find out what it is, but you just want to know more and more and more. And you try to get more and more, and you try and also put out more and more because you’re trying to get to it - it’s a really great thing, man. It’s like life. It’s like everything gets better - except looking in the mirror! (laughter)

		

		Yeah, well, even in the mirror, in between those wrinkles, there’s a life pattern somewhere, isn’t it? But anyway, that whole sound - I remember the first time I heard people like Pharaoh Sanders and John Coltrane, you know. The “new thing”. That was probably the period of experimentation and the eastern philosophy - and also the African roots which Coltrane had really kind of got more into… But that particular sound you were doing on a guitar - as opposed to having a saxophone - you wanted to get more or less to that same feeling…

		

		I suppose I ended up being stuck with the wrong instrument! Well, I really wanted to play the saxophone, but after I’d gotten into the guitar, I realized that if I had played the saxophone I would’ve missed a very important part of the guitar, which was being able to play chords. That became a very important thing to me later on, you know. I think that’s as important now as everything else was, because then it takes me into the world of composing which, of course, you could also do if you were a horn player, but you’d probably do it from the piano. It’s nice for me to be able to do it from the same instrument, you know?

		

		But there again, composing - which is something which most bands we’ve talked about, the local band scene where you’re playing covers and then you suddenly decide to write your own stuff - even when you were with ‘Igginbottom you were writing your own stuff. You were moving down to London and having material and ideas, but having no outlet…that’s a big frustration.

		

		It is, but it seems to happen to everybody - it’s just like life, part of being a musician. But the other thing is that, when I remember how I started… I mean, a lot of young guys have gone to these music schools and made a conscious decision that they all want to be a professional musician. Well, I never made that decision because all I wanted to do was - I just wanted to love music. I had no desire to become a musician. But for some strange reason I ended up being one! So the thing is, I never had that “this is a job” feeling. So if nothing’s happening - and it’s not happening because it’s something that I’m doing - then I don’t expect anything for it. It’s not like I’m gonna go out and play at the Holiday Inn next week so I can pay the rent or anything like that. I’d much rather go and get a job as a brewer, or work in a guitar shop, than actually play something that wasn’t important. I didn’t have a desire to be a musician in the beginning, it just kind of happened.

		

		You have a desire to play, and you want to meet people and kind of interchange your ideas, that’s basically being a musician…You want to feel other people out and feel their ideas out, yeah?

		

		Yeah, that’s why I’ve been very lucky to have worked with some of the greatest musicians, period. Also, even after I stopped working with other peoples’ bands and working on my own band, I still was lucky enough to find some of the greatest guys around. I mean, when I met Gary Husband that was an unbelievable thing for me because he’s another guy from Leeds - it’s like right around the corner! And the guy is insane, an amazing musician. He’s really incredible and very instrumental to me, in bringing to light my kinds of musical ideas. Because when I present pieces of music, he would play them in a way that would be almost as if I were playing the drums, if I could play them. At times it’s almost like one thing, which is very difficult to find, that kind of closeness in people. It seems to happen in a lot of the other groups I’ve heard, where there’s been some sort of major stuff going on, where there’s a distinct definite combination of people that are contributing to this thing. So finding the right people to play with is very important to me, and Gary is definitely one of those people.

		

		And obviously from one great drummer to another, Tony Williams - such an inspirational drummer through the years. How did you meet up with Tony?

		

		I met Tony by a bizarre accident. I used to play in London when I first moved there. I met a piano player called Pat Smythe who was a very beautiful guy and a great piano player, and he used to take me on gigs with him. Sometimes he was playing at Ronnie Scott’s. He’d get me to sit in, and one time he was opening up for Chuck Mangione at Ronnie Scott’s. One day Chuck Mangione was sick, and Pat Smythe sat in with that band, which is Joan La Barbara and Pat La Barbara on drums and Alphonso Johnson on bass. So I played one night, just one set with those guys. Apparently some months later, Tony Williams ran into Alphonso Johnson and told him that he was thinking of putting a band together, and that he was looking for a guitar player. So - very nice of him - Alphonso Johnson said to him “I heard this guy in England and you might want to check this guy out.” So that’s basically how I met Tony. Tony called me to do a project that was never released. It was a project that we did with Tequila, the singer, Jack Bruce on bass, myself on guitar and… I’m gonna kill myself, but I can’t remember the organist’s name - it wasn’t Larry Young. Oh man, I gotta remember…I can’t remember his name, forgive me, forgive me. But anyways, we made the album, but it never came out - I don’t know why, but - maybe it’s a good thing! (laughter) But Tony went back to the States. Some months later when I was still playing with the Soft Machine, he called me up and said “I’m gonna put this band together, would you like to be in the band?” And so I said, “Yeah, sure! No kidding!”

		

		That was the Lifetime band.

		

		Yeah, the New Lifetime. So then he sent me a ticket and I went to New York…

		

		What were some of the inspirations for you for Tony Williams? What were his main attributes for you, which you found so appealing?

		

		He had that same thing of like - you don’t know where it’s coming from. And he would do all these things on the drums that I’d never heard before… He was amazing, man!  And the other funny thing is that I got to know him quite well, because when I first moved to New York I was kind of nervous, obviously, coming from Bradford, quickly to London, to New York… They’ve got bars at the windows, they’re shooting at each other. It was a little strange! And also the fact that Tony wasn’t really in any hurry to get anything going. I was like, “Jeez, let’s do something.” But time would roll by and we would just play with one bass player, and then a few weeks later we’d play with another. Eventually Tony Newton sent him a tape and he really liked the guy. And then Tony (Williams) went off to do a gig one night with a group, I don’t know whose group it was, but Alan Pasqua was in the band. Afterwards I said, “Hey Tony, did you hear that piano player?” And he said, “Oh no, I couldn’t hear him from where I was.” And I said, “Man, the guy was amazing!” So he said, “OK.” So he called up Studio Instrument Rentals in New York and rented some rehearsal time. Tony Newton flew in, and Pasqua came, and we just played - and that was the birth of that band! The thing about Tony was that most people had heard him play in the jazz style, but when he went more over into the rock thing, he was playing it in a way that had never been done before - and it’s never been done since. I mean, a lot of people have tried but... So it had that same thing - it was like “Where the hell was this coming from?” You know, it’s unbelievable! To hear him playing every night, and sit and stand on the same stage with those guys, man, jeez…

		

		It was quite funny, because there are a lot of jazz drummers who can’t play rock, and rock drummers who can’t play jazz, so it’s kind of a gift if you can play both...

		

		Yeah, he was a magician! (laughter)

		

		We’re talking about geniuses, there are so many, even bass players. Jaco Pastorius, was he around at that time when you were in New York?

		

		Actually, believe it or not, he was, because he was one of the bass players that we played with. He showed up one day and it was absolutely unbelievable! I was playing with this guy and said, “Jesus!  Who the hell is this? Man, this is pretty good!” And him and Tony, man… But the thing was - it was unbelievable and Tony liked him - but I think Tony was looking for a different kind of a player. I think he wanted someone who was going to be like Gordon Beck always used to say - like the “railroad tracks”. You got the tracks, then the train and then the ticket collectors or whatever, but you got to have the tracks. It’s kind of like having Jimmy Johnson, who is one my favorite bass players. You know, I’ve worked with some great bass players, but Jimmy’s like that, he lays the tracks down and like, Gary (Husband)’s the train. If you have a drummer that plays differently like that, then you can have a bass player that plays differently. But one of them has to be the tracks though…and in this case it wasn’t going to be Tony! He wanted something else, a different thing. So we didn’t actually end up with Jaco. And then Jaco was deservedly discovered by somebody else... I guess the first time I heard about him after that was with Weather Report.

		

		That whole period was very much a happening period. You talked about Tony Williams and Weather Report and even our good friend from Yorkshire, John McLaughlin. That whole development of the guitar, that whole jazz rock thing - did you kind of feel at that time there was something in the air? Was there a kind of new music happening, where people were willing to experiment with different forms of music?

		

		I guess I didn’t know then, because I didn’t know it was gonna get a whole lot worse, you know. Because at the time, you’re always wanting more, so you never realized it. In fact, now when you look back at that period, it was quite good for musicians - probably better there than now…

		

		When you compare it with what you said earlier, that there’s a lot of musicians that will now kind of map out their career, and go to Berklee School of Music - it all seems very calculated. The path you chose was very much perhaps a long path, but it was very much a path you learn a lot more from…

		

		Well, I think you absolutely do learn more from that, because if you learn something yourself and you find it out by sawing off a couple of fingers when you’re working in the woodshed or whatever - you learn a lot more… It’s more meaningful than if someone’s showing you how to do something. It depends on your state of mind, like if you’re going to be some kind of parrot, or if you’re gonna do it another way. That’s why we get asked all the time to do clinics, and those kinds of things, and asked to do demonstrations and stuff. I really don’t want to go there because first of all, I don’t believe in it. That’s not the way I was shown by the people who’ve really moved my life in music.

		I have no objection to anybody wanting to do it that way though. If a guy wants to go to school and learn how to play like a million other guys, I think that’s great, and in the end he may come out of there shining brilliant. Like, somebody who’s going to be really amazing is going to be amazing either way. But it’s just something that I don’t believe in, so I typically really dislike anything that has to do with “Can you show me how to do this?”, or “How do you do that?”. I just can’t go there because it’s of no interest to me. It’s sad that sometimes you have to take one of these clinics in order to get the gig, you know, where really I don’t want to do it at all, but you do it just so you can play - ‘cause playing is important. But I think, the most progress for me is when we actually play or go on the road. It’s much better than sitting in the garage practicing. It’s a different kind of thing. When you’re sitting in the garage practicing, you think “oh this is not too bad”, then you get out on the road and you realize it’s rotten. So you learn things a little faster….

		

		What do you learn from your audience? By being able to go out on the road and play to people, you feel a kind of feedback, yeah? You can kind of feel yourself out - I mean, what is the position of a musician when you’re on stage and when you’re playing to an audience?

		

		Well, for me it’s of great fear and terror - and horror! (laughs) I mean, it’s because I think the more anonymous you are, the better it is for you not to let it get in the way of the music. But when certain people come along and they have that sort of expectation, and you think all these people are going to expect certain things, and you don’t really want to disappoint them… But you can’t let that into your mind so much, because it’ll stop you from thinking - it’s like interferons. I’m always afraid, I’m terrified of playing, but I just try and deal with it as best you can.

		

		Doesn’t it improve with age and experience? That fear is still there?

		

		Yeah, it gets worse, actually! (laughter) It’s like I said before, women look better and I look worse! It’s like that - but it’s a beautiful thing about the music though, knowing that it’s unfinishable.

		

		Is that a reverse effect when you’re not exposed to an audience, when you’re in your garage or studio playing... It’s kind of a safe position to be in, yeah?

		

		Well it’s actually not really, it’s a different kind of fear - then you’re kind of afraid of yourself. You’re afraid of not being able to do something. I’m scared that I won’t be able to pull anything out of the hat or come up with something, or find something. But I think, so long as you’re able to learn and know that you’re capable of learning more, then it’s kind of an endless deal. But I also get more afraid of recording the older I get, just because of what I expect to hear from myself. I dread hearing something that I’ve heard (played) before. I mean it’s not a stylistic thing, you always expect that to be there, that’s like someone’s personality, that’s like the way you look. You can’t be a chameleon, or I have no desire to be a chameleon, so I want it to be the same personality. But I just don’t want to say the words in the same way each time.

		

		You’ve made so many albums. There’s obviously a few dud ones and a few things where you’d probably think, “Well, that turned out really well.” Do you have kind of mixed feelings about the stuff that you’ve put out in the past?

		

		Yeah, I mean, with the exception of one or two of them, most of them have been what they were at the time. At any given time I could say for the majority of them I wouldn’t have been able to do any better at that particular time. They were pretty good representations of what was happening at that time. But also, as you go along there are some albums that stick out a little bit more than others. I have albums that I like less and albums that came out a little better…

		

		What would be the albums which spring to mind which you’d say were good albums for the period of time, or still stand the test of time?

		

		Well I think one of the first albums related to the SynthAxe. This particular one was Sand because I saw a dramatic change from Atavachron to Sand. And by the time I got to “Spokes” - that track on the album Secrets - that to me was like another jump in using the SynthAxe… But also just the guitar - I like that album Secrets, it kind of stuck out for some reason. I mean, it was Vinnie Colaiuta and Jimmy Johnson, so it’s pretty hard to beat. That one stood out to me. Also I was quite fond of Hard Hat Area because that band had toured a lot before we did the album. Usually the album that I like the most is the very last one, because it’s the closest to where you are at any given time, assuming it wasn’t a major disaster.

		

		If I listen to the new album and I listen to some of the stuff that you’ve done previous, I see now that you’ve come to a completely fresh area. There are not many guitar players I can listen to now and say it’s comparable to. You’ve always had your own style, but now you’re in a different space, you can hear that...

		

		Well, I’d like to think so. It’s just to do with that learning thing and making any musical progress, trying desperately not get stuck, and the desire and that longing to continue. I always follow my heart, I never follow my head - I mean I do that in basic life anyways, that’s why I’m always in trouble. (laughter) But that’s just the way I feel about it with this album, particularly after I played with Gary Novak and Dave Carpenter. I knew Dave Carpenter played acoustic bass, and I was trying to refine this electric guitar sound, and I felt this would be a really good backdrop for me to write some original music for. It would have intensity in the music, but have a slightly different texture to it, you know, a softer kind of feel. And I liked the way it turned out. I wasn’t sure, you’re never sure, but when I went away from it after I’d mixed it - cause mixing drives me nuts, you hear it so much you can’t hear the music anymore - when I went back to it, I heard the music again and it was alright.

		

		Did you go out on the road first with Gary and Dave?

		

		Yeah we did 2 tours of Europe and some gigs in the States before I recorded it, but when we came back off the tour I didn’t have a record deal. I lost my record deal. So, my manager loaned me the money to pay the guys to play on the record so I could document it, cause I felt like, you never know where these guys are gonna go. In fact, Gary went off on the road with Alanis Morrissette, so it was a good decision. I wouldn’t’ve been able to get him then. So the beauty of it was that we’d done the playing live, and then we went into the studio. They came down and did it on the weekend. Luckily I have a studio at home so we did Friday, Saturday and Sunday and I recorded it. Then I just basically shelved it, until such time as I’d gotten a record deal where I could finish it. But I’m really glad that I did that, because I knew that there was something about that group that I liked. I also knew that Dave Carpenter, although he played electric bass on most of the tour, was playing acoustic bass, and I thought that would just be a little icing on the cake - and I think it was.

		

		Probably our time is almost up - we didn’t really get to talk about your other hobby with biking and pulling pints, eh?

		

		Ha ha, oh right!

		

		I mean somewhere along the line it must be a great relaxation, to get away from music and maybe just find some inspiration on your bike.

		

		Well it is. I can go out with a problem and come back with a solution from the bike. It’s almost like a “thinking machine”. It’s really great, riding the bicycle - it’s like to me, aside from music, it’s one of the few times - especially if I’m out in the country and I’m alone - I can feel like part of the planet. You’re rolling around on this man-made machine but it’s still all man-driven - probably man’s greatest invention! I love it - it’s a good contrast and counteractor to the gross weight increase from too much beer! (laughter)

		

		So one helps the other right?

		

		Yeah definitely! Though I keep getting the ales to miles ratio wrong!

		

		OK, one last question. We talked earlier about certain people, like Eddie Van Halen, who along the line, you had to deal with a big record company. Now with a smaller label, do you feel comfortable with a small label as opposed to being with a big label who might dictate what you’re gonna do?

		

		Well absolutely, cause that whole thing with Warner Bros. was a complete disaster for me. Eddie was just trying to help me, which is very gracious of him, and he’s a really good guy, and not many people would have done what he did for someone else you know. But the thing was, it was a complete disaster because they signed me to the label, and then the label told me they didn’t want me to play what I wanted to play. So then I said, “Why do I want to be on this label?” I’d much rather be with this small label that will allow you to do what you want to do. Otherwise there’s no reason. So for me, about 5 years ago, I was trying to get a deal with Polydor in the States, and they took like two years, and it was almost about ready to go through. And then they told me what they wanted me to do - they wanted this guy on this album, that guy on this album…and I said, “Goodbye”. No way, man, that’s not how music is.

		

		Do you feel any kind of bitterness in that you think you’ve paid all your dues, and you see people have more or less overnight success? Do you feel sometimes that feeling of wanting to reach a big audience, and it sort of slips away, yeah? Do you feel any moments of anguish or bitterness?

		

		No, not really. It would always be nice, and I truly believe there are more people who would like my music - or a lot of other people’s music - if they were given the chance to hear it. But it’s not their fault that they’re not exposed to it, and it’s nobody’s fault that most of the people in the record business are complete idiots. It’s nobody’s fault, it’s just the way it is and I don’t get distressed by it at all. I just see it as part of the thing. I just have to be thankful that there’s guys out there who’re willing to let people play original music and kind of let it go. But when you think about music - or any kind of art, really - it’s more or less judged by people who don’t know anything about it. I mean, that’s what it’s like. It’s like somebody saying to me “That music really stinks man, it’s horrible.” And I can’t argue with him, because they’ve got their own opinion. Maybe it’s because they don’t know anything about music - maybe they do, maybe they’re geniuses, I don’t know… But generally speaking, music is always judged by people who really don’t know anything about it. You would expect the brain surgeon to know a little bit more about it than the person he was gonna do an operation on. But in the case of music, the person who’s listening to it dictates whether or not they will accept or deny the music, and so that’s the way it is, so I have no problem with it at all.

		

		I suppose the last question will be, if push came to a shove, what would be your most influential record which still stands the test of time, still comes up in your brain cells regularly?

		

		Well, there’s two really. There’s one, the Coltrane record that I mentioned, which is a jazz record, Coltrane’s Sound - I mean that record is unbelievable. And also I was always a big fan of Claude Debussy - and jeez man, I can’t even talk about this tune!  It’s like uh, it’s called “Clair de Lune” and it’s like…that’s it, yeah. It’s simple, but it’s the most beautiful thing…

		

		Interview courtesy Paul Harvey.

		

		
			[image: (Credit: Paul Harvey)]
		

		

	
		

		
			The BBC Jazz Sessions:
		

		
			Breakdowns and Analysis
		

		

		

		

		Chapter 14 describes the BBC radio broadcasts which Allan participated in from 1972 to 1981. Below are analyses of the songs performed, based on bootleg recordings. Hopefully these will be officially released on a BBC reissue someday. In the meantime, most of these can be found online on YouTube.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1972.06.12: The Pat Smythe Quartet (Jazz Club)

		

		Pat Smythe: Piano

		Allan Holdsworth: Guitar, Violin (track 4)

		Ron Mathewson: Acoustic bass

		John Marshall: Drums

		

		This is Allan Holdsworth’s first radio session.

		

		1. Floppy Hat (4:28)

		(Allan Holdsworth)

		

		“Floppy Hat” will reappear on Allan’s 1976 CTI record Velvet Darkness as an acoustic guitar duet (with himself).

		0:00: Opening vamp, theme on guitar.

		0:32: Piano solo.

		1:41: Guitar solo.

		2:48: Theme reprise with bass cadenza outro.

		

		2. Angela (9:12)

		(Allan Holdsworth)

		

		“Angela” does not appear on any other Holdsworth record or session, although its alternating tempo structure is very similar to the ‘Igginbottom song “The Donkey”. Ron Mathewson has two spotlight solos. Mathewson gets a long spotlight at the end.

		0:00: Ballad opening with held chord accents and bass ornaments.

		1:00: Guitar solo over alternating rhythm structure (midtempo swing/ballad).

		3:25: Piano solos over alternating rhythm structure.

		5:54: Unaccompanied bass solo.

		7:52: Ballad theme reprise with bass ornaments.

		

		3. New Dawn (7:18)

		(Pat Smythe)

		

		44 years later Allan will record a solo SynthAxe version of this tune for Tales From the Vault (2016).

		0:00: Gentle chord melody theme, cadence (no drums).

		0:34: Guitar solo over chord melody theme. The opening ballad rhythm is punctuated by more animated segments using the same harmony.

		2:25: Piano solo (guitar comps and adds ornamentation).

		4:17: Unaccompanied bass solo.

		5:23: Piano returns with theme, ending statement.

		

		4. We Could Be Flying (4:21)

		(Williams-Columbier)

		

		On this cheerful number Allan is featured on both violin and guitar over alternating tempo structures.

		0:00: Violin (Allan) states theme twice over galloping uptempo rhythm punctuated by a more relaxed cadence.

		1:06: Violin solo over accented groove alternating with relaxed cadences.

		2:10: Piano solo (Allan switches to guitar and comps).

		3:11: Guitar solo.

		4:11: Announcer cuts off remainder of song.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1972.11.19: Ian Carr’s Nucleus

		

		Ian Carr: Trumpet, Flugelhorn

		Brian Smith: Tenor & Soprano Saxophone, Alto & Bamboo Flute

		Allan Holdsworth: Guitar

		Dave Macrae: Electric Piano

		Roy Babbington: Bass

		Clive Thacker: Drums

		Trevor Tomkins: Percussion

		

		1. Mayday (5:32)

		

		0:00: Insistent piano, hi-hat and bass pedal vamp with jammy keys/funk guitar ornaments.

		0:34: Brass enters with accented melody/head.

		1:17: Tenor sax solo over a pensive bass/hi-hat pedal vamp.

		3:07: Percussion ornaments lead into a new key and a more open/relaxed groove section, sax continues solo.

		5:17: Ending brass fanfare and cadence.

		

		2. Belladonna (10:40)

		

		0:00: High register textural percussion and electric keys, guitar slides, etc...

		0:28: Muted trumpet and bass enter on unison head melody, in dialogue with atmospheric guitar and keys.

		1:39: 2nd head chorus with more open brass, group ornamentation continues with more percussion.

		3:04: Funky midtempo bass groove in 7/8 kicks off a brass fanfare theme.

		4:20: Guitar becomes more soloistic. Loose modal jamming between guitar, trumpet, sax and piano ensues. Various solos intertwine until the tracks fades out.

		

		3. Suspension (6:08)

		

		0:00: Electric piano improvisation.

		0:48: Syncopated keyboard rhythm, bass solo with trumpet ornaments.

		1:51: Drums enter after hypnotic bass vamp begins (later doubled by guitar), then trumpet solo with flute ornaments.

		5:08: Trumpet, drums, and percussion each drop out, bass groove ends with a brief reprise of the syncopated keyboard theme.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1974.06.06: The Tony Coe Quintet (Jazz in Britain)

		

		Tony Coe: Clarinet, tenor saxophone

		Allan Holdsworth: Electric guitar

		Pat Smythe: Electric piano

		Daryl Runswick: Acoustic bass

		Bryan Spring: Drums

		

		1. Paris Thoughts (7:30)

		(Allan Holdsworth)

		

		“Paris Thoughts” appears once more 3 days later in a session with the Ray Warleigh Quintet. The recording I have starts in the middle of Coe’s clarinet solo. I assume the song starts with the guitar-based theme stated at 5:39… (this is how it starts when played 3 days later).

		0:00: C-Clarinet solo over modulating 2-chord vamp (alternating between a reflective mood and a more jocular strolling rhythm).

		1:25: Guitar solo.

		3:32: Electric piano solo, end cadence.

		5:39: Opening riff reprise (guitar and drums)

		5:51: Clarinet theme over broad harmonies, jocular strolling rhythm, end cadence.

		

		2. New Dawn (9:06)

		(Pat Smythe, features Runswick bass solo)

		

		This is a midtempo version of “New Dawn” and also appears a 3rd time 3 days later in a session with the Ray Warleigh Quintet. Daryl Runswick gets a nice feature solo.

		0:00: Tenor sax plays theme over gentle chord melody, cadence (no drums), repeat.

		1:10: Electric piano solo over midtempo swing.

		2:41: Guitar solo (Allan allows himself a few almost bluesy moments).

		4:14: Sax solo.

		5:13: Bass solo (mostly unaccompanied). Guitar and drums add textural ornaments.

		7:13: Main theme reprise.

		

		3. Sweet Rain (3:31)

		(Michael Gibbs)

		

		Opens with solo and only states the theme at the end.

		0:00: Tenor sax solo over ballad rhythm. Coe takes liberties with the harmony.

		1:45: Sax states the theme melody, final cadence.

		

		4. Blee Blop Blues (?)

		(Pat Smythe)

		

		Bryan Spring has a very energetic drum part here.

		0:00: Lively blues with a winding head.

		0:29: Tenor sax solo over modulating blues.

		1:56: Guitar solo (cuts off).

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1974.06.09: The Allan Holdsworth/Ray Warleigh Quintet (Sounds of Jazz)

		

		Allan Holdsworth: Electric guitar, acoustic guitar (track 3), violin (track 1)

		Ray Warleigh: Alto sax, alto flute

		Pat Smythe: Electric piano

		Ron Mathewson: Acoustic bass

		Bryan Spring: Drums

		

		1. Paris Thoughts (9:17)

		(Allan Holdsworth)

		

		In this second rendition of “Paris Thoughts”, Allan opens the tune with a beautiful violin solo.

		0:00: Violin cadenza

		0:49: Opening riff on guitar and drums.

		1:01: Alto sax theme over broad harmonies, jocular strolling rhythm (based on opening riff), end cadence.

		1:51: Guitar riff variation signals a sax solo over modulating 2-chord vamp (alternating between a reflective mood and jocular strolling rhythm).

		3:59: Guitar solo over same rhythmic structure.

		5:50: Electric piano solo over same (guitar briefly lays out).

		7:53: Opening riff on guitar and drums.

		8:05: Sax theme reprise, end cadence with sax solo.

		

		2. New Dawn (6:53)

		(Pat Smythe)

		

		This third appearance of “New Dawn” is notable for Allan’s use of guitar volume swells to add subtle textural effects.

		0:00: Alto sax plays theme over gentle chord melody, cadence (no drums), repeat.

		0:31: Guitar solo over swing variations.

		2:01: Sax solo.

		2:57: Electric piano solo (opens with gentle tempo, builds up to some swinging swagger).

		4:21: Bass solo (unaccompanied except for some subtle guitar volume swells).

		5:44: Alto sax plays theme over final chord melody reprise.

		

		3. Kinder (5:12)

		(Allan Holdsworth)

		

		This Holdsworth composition will later appear on Velvet Darkness and as “Fred” on the Tony Williams album Believe It. This version is notable for having an acoustic guitar intro and solo.

		0:00: Theme on solo acoustic guitar (unaccompanied).

		0:41: Band enters, sax opens solo by ad-libbing theme melody.

		2:13: Electric piano solo.

		3:06: Acoustic guitar solo and end cadence.

		

		4. Plummet Airlines (?)

		(Allan Holdsworth)

		

		This tune features some nice fuzz guitar, and is somewhat reminiscent of the contemporaneous music of Tempest. “Plummet Airlines” does not appear on any other Holdsworth records or sessions.

		0:00: Heavy, accented “acid rock” theme with fervent alto flute ornaments.

		0:33: Guitar solo over theme groove.

		1:26: Drum solo (cuts off).

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1974.06.10: The Soft Machine (Jazz in Britain)

		(for analysis please refer to Chapter 4)

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1975.02.02: The Pat Smythe Quartet (Sounds of Jazz)

		

		Pat Smythe: Acoustic and electric piano

		Allan Holdsworth: Guitar, acoustic guitar (2)

		Daryl Runswick: Bass

		John Marshall: Drums

		

		1. Untitled (7:35)

		(Pat Smythe from a Keith Jarrett theme)

		

		This tune is a fun modal jam in a major key with no modulations or changes. Allan sometimes tries to push it into more exotic territory but it essentially remains pretty light (almost bluesy).

		0:00: Main theme: light and joyful piano-driven groove with guitar ornaments.

		0:30: Piano solo with generous guitar ornamentation.

		2:11: Guitar solo.

		4:54: Bass and drums duet.

		5:46: Band rejoins with theme.

		

		2. Last May (2:13)

		(Allan Holdsworth)

		

		“Last May” reappears on Allan’s 1976 CTI record Velvet Darkness (also on solo acoustic guitar).

		0:00: Gently strummed chordal theme, becoming arpeggiated figures, cadence.

		0:29: Modulating bridge, falling harmony, variations, etc.

		1:33: Coda with harmonics.

		

		3. New Dawn (9:19)

		(Smythe)

		

		This 4th rendition of the Pat Smythe song has a more extended guitar solo.

		0:00: Wistful electric piano drives a wistful version of the theme.

		0:35: Guitar solo. Rhythm section gradually starts swinging a bit, but then returns to broader figures, etc.

		3:30: Electric piano solo, as above. The ending chorus has some nice rhythmic accents.

		5:34: Bass solo.

		8:01: Final theme reprise, ending guitar cadenza.

		

		4. Starkers (7:46)

		(Runswick)

		

		This fast bebop workout allows some more complex harmonies to appear.

		0:00: Uptempo swing with piano theme

		0:25: Guitar solo over drums and bass (piano lays out).

		2:38: Electric piano solo.

		3:37: Guitar and piano dialogue

		4:04: Drum solo.

		6:23: Bass brings band back in with theme in piano and guitar, final cadence.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1977.11.14: The Pat Smythe and Allan Holdsworth Quartet (Sounds of Jazz)

		Recorded August 14, 1977.

		

		Pat Smythe: Piano

		Allan Holdsworth: Guitar

		Ron Mathewson: Bass

		Martin Drew: Drums

		

		1. Forever Until Sunday (4:54)

		(Bill Bruford, later recorded for One Of A Kind)

		

		0:00: Arpeggiated descending harmony over broad accents.

		0:27: Head in guitar over midtempo swing.

		0:51: Guitar solo (dialogue with piano comping).

		1:58: Piano solo, guitar comps.

		3:00: Bass solo, guitar comps (no piano).

		3:43: Head reprise in guitar, becoming solo, then slowing accents.

		

		2. Wayley Wayley (“The Water is Wide”) (5:17)

		(Scottish trad.)

		

		0:00: Head in guitar over slow groove (2 sections).

		0:40: Piano solo.

		1:57: Guitar solo.

		3:17: Bass solo (no piano).

		4:32: Head reprise in piano.

		

		3. Drumbilical Cord (1:04)

		(Martin Drew)

		

		This is a drum solo.

		

		4. Kibby Fowler (6:31)

		(Allan Holdsworth?)

		

		0:00: Accented, driving midtempo modal triplet groove, head in guitar.

		0:39: Piano solo over modal vamp.

		1:45: Guitar solo, groove goes into fast eighth-note meter.

		3:59: Bass solo (with drums only, drums drop out).

		4:48: Drums lead back to head guitar groove.

		5:22: Guitar solo 2 over fast eighth-note groove.

		5:58: Coda, featuring galloping bass.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1977.12.26: The John Stevens Quartet (Jazz In Britain)

		Recorded November 15, 1977.

		

		Allan Holdsworth: Guitar

		Gordon Beck: Piano

		Jeff Clyne: Bass

		John Stevens: Drums

		

		These free improvisations were released on Conversation Piece (see Chapter 12 for breakdowns).

		Conversation Piece 1 (22:34)

		Conversation Piece 2 (17:14)

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1978.11.26: The Pat Smythe and Allan Holdsworth Quartet (Sounds of Jazz)

		

		Allan Holdsworth: Guitar

		Pat Smythe: Piano

		Daryl Runswick: Acoustic bass

		Harold Fisher: Drums

		

		1. Questar (7:36)

		(Keith Jarrett)

		

		0:00: Chords/pedal bass over midtempo swing.

		0:30: Head in guitar (several sections).

		1:07: Piano solo.

		3:26: Guitar solo.

		5:08: Bass solo (supported by piano comping only).

		6:45: Head reprise, ending ornaments.

		

		2. Smatter (5:52)

		(Kenny Wheeler)

		

		0:00: Head in piano intro, joined by group on final accents.

		0:34: Head in guitar over lively groove, accented rising cadence (repeat).

		1:19: Guitar solo over uptempo swing/accented cadence.

		4:09: Drum solo (unaccompanied).

		5:03: Head reprise (repeat).

		

		3. What Am I Doing With You? (6:58)

		(Pat Smythe/Fran Landesman)

		

		0:00: Head in guitar over ballad groove.

		0:52: Head in piano.

		1:45: Guitar solo (tempo modulates to midtempo walking bass).

		3:16: Piano solo over ballad groove (tempo modulates to midtempo).

		4:52: Head in piano (some guitar volume swells).

		5:40: Head in guitar (ornamented), final cadence.

		

		4. White Line (7:41)

		(Allan Holdsworth)

		

		This Holdsworth original will eventually appear in its most evolved form on his 1981 I.O.U. album, but also appears fairly often in other recordings during this period as well.

		0:00: Arpeggio A, head in guitar, accented cadence (repeat).

		0:49: Descending bridge harmony, developed.

		1:15: Syncopated, relaxed harmony B over pedal bass accents.

		1:34: Guitar solo over previous structures.

		2:59: Piano solo.

		4:48: Bass solo.

		6:13: Arpeggio A, head in guitar, accented cadence (repeat).

		7:00: Descending bridge harmony, developed, final cadence.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1980.01.08: Holdsworth & Co. (Jazz In Britain)

		Recorded November 14, 1979.

		

		Allan Holdsworth: Guitar

		Gordon Beck: Piano

		Ray Warleigh: Alto/soprano saxophone

		John Aue: Bass

		John Marshall: Drums

		

		All songs by Allan Holdsworth. “The Things You See” would be rerecorded for a Beck project as well as for I.O.U.'s debut. “Sunday” is an expanded suite version of a melody from the opening of the U.K. song “Nevermore”.

		

		1. The Things You See (When You Haven't Got A Gun) (7:39)

		(Allan Holdsworth)

		

		0:00: Head in sax (re-used from Velvet Darkness' “Wish”) supported by ballad guitar comping (repeat, eventually joined by piano 2nd time).

		1:04: Guitar solo over midtempo groove (modulating to double time).

		2:48: Alto sax solo (uptempo groove).

		4:20: Drum solo.

		5:27: 2nd theme in an accented midtempo groove (with ornaments).

		6:20 Head in sax supported by group (ballad), final cadence.

		

		2. Every Little Breeze (4:52)

		(Allan Holdsworth)

		

		This double-tracked guitar duet is dedicated to his then newly-born daughter Louise.

		0:00: Relaxed, chordal harmony in guitar.

		0:54: Reprise with additional ornamental guitar track.

		1:54: Echoed volume swell textures support lead guitar, becoming more gentle and distant.

		

		3. Sunday (14:29)

		(Allan Holdsworth)

		

		This is an expanded suite version of a melody from the opening of the U.K. song “Nevermore”.

		0:00: Opening piano cadenza.

		0:56: Head in alto sax under slow accented groove (repeat, with end cadence 2nd time).

		1:54: Piano solo over alternating uptempo swing and ballad tempos.

		5:36: Alto sax solo over alternating tempo structure.

		9:25: Guitar solo over alternating tempo structure.

		13:20: Head in alto sax under relaxed accents/arpeggios, final cadence.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1980.03.17: Ian Carr with Nucleus+ (Jazz In Britain)

		

		Ian Carr: Trumpet, flugelhorn

		Brian Smith: Saxophone, flute

		Tim Whitehead: Saxophone, clarinet

		Derek Wadsworth: Trombone

		Guy Barker: Trumpet, flugelhorn

		Geoff Castle: Keyboards

		Allan Holdsworth: Guitar

		Chucho Merchan: Bass

		Chris Fletcher: Percussion

		Nic France: Drums

		

		This broadcast is available to hear on SoundCloud (136). Allan only really cuts loose on “Sidewalk” here.

		

		1. Conversation With The Blues 1 (9:12)

		0:00: Accent figure becomes funky guitar and bass groove.

		0:30: Head in trumpet, cadence, repeat.

		1:14: Sax solo over blues progression. Trumpet accents surface.

		3:23: Piano solo (no brass), groove drops out for solo piano cadenza.

		4:55: Opening accent figure lead by piano, groove develops.

		5:59: Brass solo breaks.

		6:41: Head in trumpet/sax, cadence developed.

		7:37: Slow accented brass breaks, trumpet solo cadenza, slow groove resumes.

		8:57: Final held cadence chords.

		

		2. Conversation With The Blues 2 (9:15)

		0:00: Fanfare accent leads to volume swell harmony on guitar, joined by flute lead.

		1:25: Lounge/exotica groove enters as flute solo/guitar swells continue.

		2:51: Brass/wind melody figures enters with supporting accents.

		4:19: Trombone solo.

		5:41: Brass ornaments join trombone lead.

		7:08: Brass/winds with supporting accents.

		8:37: Final cadence harmony.

		

		3. Sidewalk (7:37)

		0:00: Uptempo vamp driven by keys and brass accented figures.

		0:53: Bridge, repeat with added brass, end cadence.

		1:45: Heavy funk groove driven by guitar/bass, pedal cadence.

		2:43: Trumpet solo over opening vamp, bridge groove, cadence, heavy funk groove with trumpet accents, pedal cadence.

		5:14: Guitar solo over opening vamp, bridge groove, cadence.

		6:41: Conga featured over syncopated groove, joined by guitar/brass accents.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1980.05.25: The Pat Smythe Quintet (Sounds of Jazz)

		

		Allan Holdsworth: Guitar

		Pat Smythe: Piano

		Ray Warleigh: Alto saxophone, flute

		Chris Laurence: Bass

		John Marshall: Drums

		

		1. Letters of Marque (7:54)

		(Allan Holdsworth)

		

		0:00: Main melody on solo guitar.

		0:31: Sax solo over main harmony in an uptempo groove, 2 choruses, each time ending in a pedal cadence.

		2:50: Piano solo (1 chorus).

		3:58: Guitar solo (2 choruses).

		6:16: Drum solo.

		7:27: Main melody on guitar/cymbals.

		

		2. Reflection (5:46)

		(Pat Smythe)

		

		0:00: Head in flute (then picked up by guitar) over relaxed groove.

		0:41: Piano solo.

		1:53: Flute solo.

		3:08: Guitar solo.

		4:20: Bass solo.

		4:55: Head in guitar, then flute, ending flute cadenza.

		

		3. Out from Under (6:00)

		(Holdsworth/Steve Robinson)

		

		0:00: Arpeggiated solo guitar harmony.

		0:23: Sax joins guitar with head, developed.

		1:07: Head reprise, arpeggiated guitar bridge.

		1:48: Piano and bass enter as guitar solo begins.

		3:11: Sax solo.

		4:26: Piano/bass/drums featured, leading to bass solo.

		5:40: Coda based on head on solo piano.

		

		4. Steppes (7:02)

		(Smythe)

		

		0:00: Propulsive, midtempo modal vamp leading to head melody in flute.

		0:36: Piano solo.

		1:57: Flute solo.

		3:17: Guitar solo.

		4:32: Bass and drums duet.

		5:20: Piano tremolo leads back to head in flute over vamp/piano accents, flute outro solo.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1981.03.30: PAZ with the Singing Bowls of Tibet (Jazz in Britain)

		Dick Crouch: Composer/director

		

		Ray Warleigh: Alto saxophone, flute

		Allan Holdsworth: Guitar

		Geoff Castle: Keyboards

		Ron Mathewson: Bass

		Alain Presencer: Singing Bowls of Tibet

		

		This is an interesting album in that it presents Allan as part of a more textural ensemble, rather than a band blowing through solos and heads. “Kandeen Love Song” and “Dream Sequence” eventually appear on the little-known PAZ album Love In Peace (Amour Empaz) (1991).

		

		1. Dream Sequence (9:07)

		0:00: Bowl drones.

		0:35: Arpeggiated, modulating piano theme, flute enters with syncopated counter melody.

		1:49: Guitar volume swells add to the texture.

		2:47: Flute solo/ornaments.

		4:00: Rhythm becomes looser, guitar ornaments increasingly appear, turning into an unobtrusive solo.

		6:06: Softer textural section (guitar volume swells).

		7:31: Thematic materials return (piano, flute, etc.).

		

		2. And They Speak For Themselves (4:20)

		(Collective improvisation)

		

		0:00: Textural improvisation in free harmony and rhythm

		1:35: Bass brings in a more driving element.

		2:21: Rhythmic fragmentation again.

		3:36: Final “rave-up”.

		

		3. Kandeen Love Song (“North Chinese folk song”) (3:00)

		

		This duet is a brief prelude to “Here and There”, with Allan on chordal delay guitar and Ray Warleigh on flute.

		0:00: Guitar opening with chordal volume swells.

		1:21: Bass flute adds subtle melodic ornaments.

		2:48: Piano enters to segue into the next song.

		

		4. Here and There (8:56)

		

		Allan only adds very subtle textures here, as this tune spotlights Ray Warleigh.

		0:00: Flute introduces pastoral theme statements.

		1:18: Piano solo over drone texture, leading to more rhythmic structures.

		3:42: Sax solo, rhythm further solidifies.

		6:40: Loose ending cadence, flute theme reprise.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1981.10.20: Allan Holdsworth’s I.O.U. (Jazz In Britain)

		

		Allan Holdsworth: Guitar

		Paul Carmichael: Bass

		Gary Husband: Drums, piano

		

		All songs here are composed by Allan Holdsworth, except “Prayer” by Gary Husband. Most of these songs had just been recorded in the prior year for the debut I.O.U. LP (released 1982). “Drifting Into The Attack” is a version of “Gattox” (Velvet Darkness), and would be later be renamed again as “Gas Lamp Blues” on All Night Wrong (2002).

		

		1. White Line (4:32)

		(Allan Holdsworth)

		

		0:00: Arpeggio figure A, 1st verse head with accented cadence, arpeggio A.

		0:23: 2nd verse, cadence.

		0:38: Descending bridge harmony, developed, arpeggio A.

		1:05: 3rd verse, cadence.

		1:22: Syncopated volume swell harmony B over pedal bass accents.

		1:44: Uptempo groove variation of B with chordal figures.

		2:06: Chorus over 2-chord vamp C, volume swell B with drum accents.

		2:40: Guitar solo over uptempo groove variation of B.

		3:02: Solo over syncopated accent B variation, returning back to uptempo groove.

		3:43: Chorus over 2-chord vamp C, arpeggio A.

		4:10: 4th verse, cadence, outro fanfare.

		

		2. Shallow Sea (Intro) (2:08)

		(Allan Holdsworth)

		

		0:00: Volume swell guitar intro based on descending harmony.

		1:02: Reprise, bass pulses enter.

		

		3. Where Is One? (5:33)

		(Allan Holdsworth)

		

		0:00: Syncopated 2-chord arpeggio figure, cadence A, heavy rising figure B, cadence A, pedal harmony with swelled chords, cadence A', pedal harmony with “outside” guitar lead.

		0:43: Harmony chords C.

		0:58: Cadence D (more accented), pedal harmony modulating (tremolo scoops).

		1:24: Cadence A, pedal with guitar lead, cadence A, pedal with lead, cadence A, heavy figure B.

		1:55: Harmony C, syncopated 2-chord arpeggio figure modulating, cadence A (implied).

		2:28: Guitar solo over modulating tempo/harmony variations of previous sections, ending in pedal harmony.

		4:05: Cadence D, pedal harmony modulating.

		4:31: Cadence A, heavy figure B, cadence A, pedal with lead, cadence A, pedal harmony with lead.

		5:03: Harmony C, final cadence with enigmatic guitar motif.

		

		4. Prayer/Drifting Into The Attack (7:30)

		

		0:00: Prayer (Gary Husband): Piano ballad

		1:05: Guitar volume swells gradually join as harmony becomes more complex.

		1:50: Drifting Into the Attack (Allan Holdsworth): Guitar volume swells alone, joined by cymbals and bass at end.

		3:02: Midtempo groove under textural guitar.

		3:23: Guitar solo.

		4:57: Textural guitar swells resume as bass solo enters.

		5:49: Groove dissipates into textural guitar/cymbals.

		6:42: Prayer (reprise): Piano resumes as textural guitar fades out.

		

		5. Letters Of Marque (7:17)

		(Allan Holdsworth)

		

		0:00: Drum fill into main riff, pedal harmony, reprise with added accents, pedal.

		1:01: Bass solo over uptempo groove, with pedal cadence.

		2:08: Guitar solo, groove modulates, pedal (2 choruses).

		4:24: Drum solo.

		6:05: Guitar and bass reenter for pedal section, main riff reprise with added accents, final cadence.

		

		

		

		Song Breakdowns and Commentary

		

		

		

		1981.12.02: The Gordon Beck Quartet with Allan Holdsworth (Jazz In Britain)

		

		Allan Holdsworth: Guitar

		Gordon Beck: Piano

		Jeff Clyne: Bass

		Gary Husband: Drums

		

		“Diminished Responsibility” was also recorded for the Beck/Holdsworth album The Things You See (1980), and “Sans Melodie Too” later surfaced (without Allan) on Beck's The French Connection II (1982).

		

		1. Diminished Responsibility (7:49)

		(Allan Holdsworth)

		

		0:00: Fast rhythmic figure leads to pedal chord with piano ornaments.

		0:19: Rhythmic figure variation leads to pedal with drum ornaments, final cadence.

		0:33: Held semi-free harmony texture with piano arpeggios, tremolo bass.

		0:59: Rhythmic figure alternates with pedaled and drum/piano ornaments, final rhythmic cadence.

		1:36: Guitar solo over held semi-free harmony texture (piano lays out), groove ramps up.

		2:43: Ending rhythmic cadence on guitar leads to piano solo over modulating groove.

		4:40: Ending rhythmic cadence leads to drum solo.

		5:55: Cyclic ascending chords, joined by guitar lead, ending on final rave up harmony.

		7:11: Reprise opening structure (Rhythmic figure, piano cadenza, rhythmic figure, drum ornaments, final rhythmic figure).

		

		2. Sans Melodie Too (11:24)

		(Gordon Beck)

		

		0:00: Gentle piano developing over pedal harmony.

		1:55: 6/8 piano arpeggio joined by bass accents and cymbals, guitar volume swells, developing into a relaxed groove.

		3:29: Piano solo over midtempo swing, ending in 6/8 arpeggio figure reprise.

		5:20: Guitar solo.

		7:47: Bass solo over piano and drums.

		8:58: 6/8 piano arpeggio reprise with bass accents, etc. (opening section reprise, developed with more drum ornaments).

		10:30: Final piano arpeggio figure sequence and end cadence.

		

		3. For C.W. (Cedar Walton) (6:12)

		(Gordon Beck)

		

		0:00: Drum solo leads to uptempo swing vamp.

		0:37: Head on piano and guitar, cadence figure, piano lead, head reprise, cadence.

		1:17: Piano lead, rhythmic descending cadence, piano lead.

		1:41: Repeat from head (head reprise, cadence, piano lead, head reprise, cadence, piano lead, rhythmic descending cadence, piano lead).

		2:43: Guitar solo, groove intensifies, cadence figure.

		3:50: Piano solo, cadence, drum solo.

		5:50: Piano lead, cadence figure.
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		Albums

		Songs
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		Albums

		

		A Question Of Time

		Abracadabra

		Africa/Brass

		Against The Clock

		All Night Wrong

		Atavachron

		Attack Of The Neon Shark

		Back in Blue

		BBC Radio 1971 - 1974

		Believe It

		Belladonna

		Blue Tav

		Blues For Tony

		Book Of The Dead

		Bring To Light

		Bundles

		Capricorn Princess

		Change Of Address

		Coltrane's Sound

		Come Together - Guitar Tribute To The Beatles Vol. 1

		Conversation Piece

		Deconstruction Of A Postmodern Musician

		Dirty And Beautiful Vols. 1 & 2

		Dreams, Nightmares and Improvisations

		Paul Korda: Early Years

		Eidolon

		Emergency!

		Enigmatic Ocean

		Expresso

		Expresso II

		Fast Impressions

		Feels Good To Me

		First Trane

		Flat Tire

		Floating World Live

		Forty Reasons

		Frankfurt ‘86

		From Your Heart And From Your Soul

		Gazeuse!

		Gongzilla

		Guaranteed

		Guitar's Practicing Musicians

		Hard Hat Area

		Heavy Machinery

		Highway Star

		I.O.U.

		If This Bass Could Only Talk

		'Igginbottom's Wrench

		In A Silent Way

		Individual Choice

		Jet Yellow

		Just For The Curious

		Land Of Cockayne

		Life

		Live In Japan 1984

		Living It Up

		Lone Ranger

		Love In Peace

		Metal Fatigue

		Million Dollar Legs

		Mind on Fire

		Mythology

		Nebula

		No Borders

		None Too Soon

		One Of A Kind

		Oneness

		Pray For Rain

		Progasaurus

		Propensity

		Prowlin’

		Quantum

		Radio Free Albemuth

		Re-Touch

		Road Games

		Rock Goes To College

		Sand

		Secrets

		Sherwood Forest demos

		Silent Will

		Snakes and Ladders

		Soma

		Sonic Undertow

		Stare

		Strange Advance

		Suffer

		Sunbird

		Switzerland 1974

		Tales From The Vault

		Tempest

		The Acatama Experience

		The Distance Between

		The Man Who Changed Guitar Forever!

		The Perfect Release

		The Sixteen Men Of Tain

		The Stockholm "Wildlife" Sessions

		The Things I See

		The Things You See

		The U.K. Ultimate Collector's Edition

		The View

		Then!

		Time Is The Key

		Touching On

		Transatlantic

		Truth In Shredding

		U.K.

		Ultimate Collector's Edition

		Under The Blossom

		Velvet Darkness

		Victim Of Emotion

		Wardenclyffe Tower

		Warleigh Manor

		Warsaw Summer Jazz Days '98

		Wired

		With A Heart In My Song

		

	
		

		Songs

		

		0274

		5 to 10

		54 Duncan Terrace

		999

		A Kinder Eye

		A Little Hair Action

		A New Day

		A Spontaneous Story

		A Temporary Fault

		Above & Below

		Abracadabra

		Adios a la Pasada (Goodbye to the Past)

		Against The Clock

		Ain't No Grief (On the Southwest Chief)

		Alaska

		Alien Time

		All Our Yesterdays

		Allan Qui?

		Almost You

		Alphrazallan

		An Out From Under

		Ana Maria

		And They Speak For Themselves

		Angela

		Antillia

		Arabesque Intro

		At The Edge

		Atavachron

		Back to the Beginning

		Bad Habits

		Baker's Treat

		Bathsheba

		Because Always Comes The Moment

		Beef Cherokee

		Beelzebub

		Belladonna

		Belle Faccia

		Bent Bayou

		Between The Sheets Of Music

		Bird Alone

		Blee Blop Blues

		Blind Girl

		Blues For Tony

		Bo Peep

		Boring

		Boulevard Baloneyo

		Brothers

		Bundles

		By The Light Of Day

		Caesar's Palace Blues

		California Dreamin’

		Carrying No Cross

		Celebration

		Chasing Tsunamis

		Checking Out

		City Nights

		Clair de Lune

		Cloak of Antiquity

		Close To Home

		Clown

		Cold Sun

		Conversation Piece 1

		Conversation Piece 2

		Conversation With The Blues

		Countdown

		Curves

		Dark House

		Day Of The Dead

		Days Away

		Desert Girl

		Devil Take The Hindmost

		Diminished Responsability

		Distance vs. Desire

		Dodgy Boat

		Dognose

		Don't You Know

		Downside Up

		Dream Sequence

		Drifting Into The Attack

		Drumbilical Cord

		Drums Away

		Ealing Comedy

		Earth

		Edith Street

		Eeny Meeny

		Eidolon

		Either End of August

		El Gato Fandango

		Elsewhere

		Empty Suitcase

		Endgame

		Endomorph

		Enigmatic Ocean (I-IV)

		Equus

		Esnuria

		Esnuria Two

		Every 10th Man

		Every Little Breeze

		Expesso

		Fainting in Coils

		Fall

		Fast Impressions

		Fearless

		Feels Good To Me

		Final Project

		Finally

		First Trane

		Five G

		Flight (Parts I-IV)

		Floppy Hat

		For C.W.

		Foray

		Forest Of Feeling

		Forever Until Sunday

		Forgotten Planet Suite (Part I and II)

		Forty Reasons

		Four Gongs Two Drums

		Foyers of Fun

		Fred

		Fred (Board Mix Take 1)

		Fred 2011

		Free Da Radicals

		From Your Heart

		Funnels

		Gas Lamp Blues

		Gattox

		Go

		Golden Dilemma

		Golden Lakes

		Gone Sailing

		Gongzilla

		Good Clean Filth

		Good Morning, Mr. Coffee

		Gorgon

		Gretchen's Theme

		Grey and Black

		Guitar Intro (to Pud Wud)

		Guaranteed

		Halfway House

		Happy Tears

		Hard Hat Area

		Hazard Profile (Parts 1-5)

		Heavy Tune

		Hector's House

		Hell’s Bells

		Here and There

		Hidden Places

		Highway Star

		Holiday Insane

		Home

		Hot & Sticky

		House Of Mirrors

		House On Fire

		How Deep is the Ocean

		Humpty Dumpty

		If You Can't Stand the Heat…

		If You Were Mine

		In Spite Of All (Quartet)

		In The Dead of Night I-III

		In The Mystery

		Infinite Voyage

		Inner Urge

		Inspirations of Love

		Introduction

		Invisible

		Is She Just a Dream

		Isotope

		It Could Have Been Mono

		It Must Be Jazz

		J.S.M.

		Joint

		Joint Ventures

		Jools Toon

		Joshua

		Joy Filled Summer

		Jurrassic City

		Just A Moment

		K Licks

		Kandeen Love Song

		Kanines

		Karzie Key

		Kibby Fowler

		Kinder

		Lady Jade

		Land Of The Bag Snake

		Lanyard Loop

		Last May

		LBO

		Leave 'Em On

		Lefty

		Let's Throw Shrimp

		Letsby

		Letters Of Marque

		Lights

		Little Zorro

		Living in the Sky

		Living Time

		Long Voyage Home

		Long Way From Home

		Looking Glass

		Love Remembered

		Low Levels, High Stakes

		Mac Man

		Macrowaves

		Madame Vintage

		Maid Marion

		Material Real

		Material Unreal

		Mayday

		Mental Medication

		Metal Fatigue

		Michelle

		Million Dollar Legs

		Mirage

		Mireille

		Mirror to The Spirits

		Mission: Possible

		Monsieur Vintage

		Moon

		Mr. Berwell

		Mr. Spock

		Never Mind Our Weather

		Nevermore

		New Boots

		New Dawn

		Night Illusion

		No Better Time Than Now

		No Fear

		No One Knows My Thirst

		Non-Brewed Condiment

		None Too Soon

		North Point

		Norwegian Wood

		Nostalgia

		Nostalgic Lady

		Not Ethiopia

		Not So Sweet Dreams

		Nuages

		Obsession

		Oceans to Cross

		On The Edge

		On the Fritz

		On the Frozen Lake

		One Of A Kind (Pts 1 and 2)

		One Way Or The Other

		Oneiric Moor

		Out From Under

		Out Of Confusion

		Outtakes & Studio Chatter

		Overture

		Panic Station

		Paris Thoughts

		Peff

		Penny Hitch

		Percolations (Parts 1 and 2)

		Peril Premonition

		Play that Funky Music

		Playback

		Please Hold On

		Plummet Airlines

		Point of No Return

		Postlude

		Poochini

		Pray For Rain

		Prayer

		Prelude

		Presto Vivace

		Proto-Cosmos

		Pud Wud

		Quantum

		Questar

		Questions

		Quiet Life

		Radio Free Albemuth

		Rainy Taxi

		Re-Touch

		Red Alert

		Reflection

		Remadione

		Riff I

		Riff II

		Riff III

		Road Games

		Rocks

		Ruhkukah

		Sahara Of Snow

		Sample And Hold

		San Marcos

		San Michele

		San Onofre

		Sand

		Sans Melodie Too

		Schemes

		Scirocco

		Second Summer

		Secrets

		Seems Like a Lifetime Ago (Parts One and Two)

		Seven Formerly

		Seven Years

		Shadows Of

		Shallow Sea

		She Can't Help Herself

		Shenandoah

		She's Lookin', I'm Cookin'

		Sidewalk

		Siouxp of the Day

		Skippy

		Sleepy

		Smatter

		Snake Oil

		Snow Moon

		So Long

		So, So, Calypso

		Soldier Of Love

		Soli

		Song For the Bearded Lady

		Song Of Aeolus

		Song of the Pterodactyl

		Sphere Of Innocence

		Spokes

		Springtime in Siberia

		Star Gazing

		Starkers

		Steppes

		Stop Fiddlin'

		Stories To Tell

		Strangeher

		Stuttering

		Summer Rain

		Sunbird

		Sunday

		Sundays

		Suspension

		Sweet Dry Biscuits

		Sweet Rain

		Sweet Revenge

		Tantrum to Blind

		Tea For One and a Half

		Tell Me

		Temporary Fault

		Texas

		The 4.15 Bradford Executive

		The Abingdon Chasp

		The Billows

		The Castle

		The Distance Between

		The Dominant Plague

		The Donkey

		The Drums Were Yellow

		The Duplicate Man

		The Edge of Light

		The Fifth

		(The) Floating World

		The Gathering

		The Grand Pajandrum

		The Man Who Waved At Trains

		The Moose Are Marching

		The Only Thing She Needs

		The Sixteen Men Of Tain

		The Spirit

		The Struggle of the Turtle to the Sea (I-III)

		The Things I See

		The Things You See (When You Haven't Got Your Gun)

		The Thinking Stone

		The Trans-Love Express

		The Un-Merry-Go-Round

		The Witch

		Thirty Years

		Three Blind Mice

		Three Sheets To The Wind

		Tightrope

		Time Off In Tannu Tuva

		Time To Kill

		Time To Move On

		To Jaki, George and Thad

		Touching On

		Tokyo Dream

		Trance

		Travels with Myself - And Someone Else

		Tsunami

		Tullio

		Untitled (Keith Jarrett theme)

		Up and On

		Up Country

		Upon Tomorrow

		Velvet Darkness

		Very Early

		Vista

		Wardenclyffe Tower

		Warleigh Manor (Pts. 1 and 2)

		Was There?

		Water On The Brain

		Water On The Brain Pt. II

		Wayley Wayley

		We Could Be Flying

		We'll Talk About It Later

		What Am I Doing With You?

		What You Do To Me

		Where Is One

		White Line

		Who Lives Next Door

		Wildlife

		With A Little Love

		Willie's Knee

		Wish

		With a Heart in My Song

		Wring It Out

		You Came Along

		You Did It To Me

		You Have To Wait

		Zarabeth

		Zone

		Zone I

		Zone II

		Zone III

		

	
		

		People, Bands

		

		A Love Affair

		Adderley, Cannonball

		Aitken, Bill

		Akagi, Kei

		Alder, Sam

		Allan Holdsworth / Ray Warleigh Quintet

		Anders Johansson,  Jens Johansson & Allan Holdsworth

		Armstrong, Ralphe

		Arpino, Thierry

		Atlantis

		Aue, John

		Babbington, Roy

		Baker, Ginger

		Baker, Laurie

		Barker, Guy

		Bartók, Béla

		Bauer, Mireille

		Beato, Rick

		Beck, Gordon

		Beck, Jeff

		Beiderbecke, Bix

		Benson, George

		Berlin, Jeff

		Blain, Brian

		Botnick, Bruce

		Brechtlein, Tom

		Brecker, Michael

		Brecker, Randy

		Brown, Pete

		Bruce, Jack

		Bruford

		Bruford, Bill

		Brunel, Bunny

		Bruner, Ronald, Jr

		Buck, Chris

		Cage, John

		Cardew, Cornelius

		Carlin, Dan

		Carmichael, Paul

		Carpenter, Dave

		Carr, Ian

		Castle, Geoff

		Causse, François

		Chico Hamilton Quartet

		Childs, Billy

		Chopin, Frederic

		Christian, Charlie

		Cissé, Taffa

		Clarke, Mark

		Clarke, Stanley

		Clayton, Peter

		Clyne, Jeff

		Cobham, Billy

		Coe, Tony

		Cohen, Larry

		Colaiuta, Vinnie

		Collier, Graham

		Colosseum

		Coltrane, John

		Corea, Chick

		Coureau, Cristophe

		Covington, Kirk

		Cox, Jim

		Crawford, Anthony

		Crouch, Dick

		Davis, Miles

		Dean, Elton

		Debussy, Claude

		DeLap, Bill

		Donati, Virgil

		Drew, Martin

		Duncan, Seymour

		Earl, Jimmy

		England, John

		Etheridge, John

		Evans, Bill

		Fall, Kenneth

		False Alarm

		Farlow, Tal

		Farrell, Joe

		Feist, Robert

		Fisher, Harold

		Fleetwood Mac

		Fletcher, Chris

		Flynn, Chip

		Fowler, Walt

		Fox, Charles

		France, Nic

		Freeman, Dave

		Fripp, Robert

		Gambale, Frank

		Gelly, Dave

		Genesis

		Gibbs, Vernon

		Gillespie, Dizzy

		Giuffre, Jimmy

		Glen South Band

		Gong

		Goodman, Benny

		Gordon Beck Quartet with Allan Holdsworth

		Gorky Park

		Gowen, Alan

		Griffin, Rayford

		Guy, Barry

		Hall Jim

		Halsall, Ollie

		Hamm, Stuart

		Hammer, Jan

		Handlebars

		Harvey, Paul

		Haslip, Jimmy

		Henderson, Joe

		Hendrix, Jimi

		Herman, Ron

		Hines, David

		Hiseman, Jon

		Hoard, Chris

		HoBoLeMa

		Holdsworth & Co.

		Holdsworth, Beck, Clyne, Stevens

		Holdsworth, Claire

		Holdsworth, Sam

		Holdsworth, Warleigh, Mathewson, Spring

		Holdsworth, Young, Guy, Mathewson, Stevens

		Holdsworth, Young, Mathewson, Stevens

		Hopper, Hugh

		Hunt, Steve

		Husband, Gary

		I.O.U.

		'Igginbottom

		Isotope

		Jackson, Grover

		Jackson, Mick

		Jackson, Randy

		Jenkins, Karl

		Jenny-Clark, Jean-François

		Jimmy Judge and the Jurymen

		Jobson, Eddie

		Johansson, Anders

		Johansson, Jens

		Johnson, Alphonso

		Johnson, Jimmy

		Juicy Lucy

		K²

		Keisel, Mark

		Kessel, Barney

		Keyes, Eric

		King Crimson

		Knight, Dick

		Knight, Gordon

		Korda, Paul

		Krokus

		La Barbera, Joe

		La Barbera, Pat

		Laurence, Chris

		Lecomte, William

		Level 42

		Lewis, Webster

		Lifeson, Alex

		Lozaga, Bon

		Lyttleton, Humphrey

		MacRae, Dave

		Mahavishnu Orchestra

		Malherbe, Didier

		Mandell, Matthew

		Mangione, Chuck

		Marcelli, Andrea

		Margie and the Sundowners

		Mark, Rowanne

		Marshall, John

		Masi, Alex

		Mathewson, Ron

		Mayall, John

		McLaughlin, John

		Merchan, Chucho

		Mino Cinélu

		Moerlen, Benoît

		Moerlen, Pierre

		Montgomery, Wes

		Morgan, Alun

		Morris, Nigel

		Moze, Francis

		MSM SCHMIDT

		Muir, Jamie

		Murray, Neil

		National Health

		Nelson, Oliver

		Newton, Tony

		Nitzsche, Jack

		Novak, Gary

		N'Sangue, Guy

		Nucleus

		Ocheltree, Jeffrey

		Oxley, Tony

		Pachelli, Mike

		Parker, Charlie

		Pasqua, Alan

		Pass, Joe

		Pastorius, Jaco

		Pat Smythe and Allan Holdsworth Quartet

		Pat Smythe Quartet

		Pat Smythe Quintet

		Patto

		Paul, Les

		Paz

		Peacock, Annette

		Peter Lemer & Friends

		Phil Woods' European Rhythm Machine

		Pinske, Mark

		Planet X

		Ponty, Jean-Luc

		Pop Workshop

		Powell, Nik

		Presencer, Alain

		Progosaurus

		Raney, Jimmy

		Ratledge, Mike

		Ravel, Freddy

		Ravel, Maurice

		Reinhardt, Django

		Riptyde

		Robinson, Steve

		Romano, Aldo

		Roos, Randy

		Rosenwinkel, Kurt

		Rowe, Hansford

		Runswick, Daryl

		Russell, George

		Rustici, Corrado

		Satriani, Joe

		Schnebelt, Joel

		Shaw, Artie

		Sherinian, Derek

		Shorter, Wayne

		Skelly, Mick

		Slonimsky, Nicolas

		Smith, Brian

		Smith, Jimmy

		Smith, Steve

		Smythe, Pat

		Snew

		Snooky Young

		Soft Machine

		Soft Works

		Soma

		Spontaneous Music Ensemble

		Spring, Bryan

		St James, Jon

		Star, Naomi

		Steve Morse Band

		Stevens, John

		Stewart, Dave (keyboardist)

		Stravinsky, Igor

		Stuermer, Daryl

		Sudol, Sharon

		Sunship

		Sverrisson, Skúli

		Tatum, Art

		Tavaglione, Steve

		Taylor, Anthea Norman

		Taylor, Cecil

		Taylor, Creed

		Taylor, Joel

		Taylor, John

		Taylor, Mick

		Tempest

		Templeman, Ted

		Tequila

		Thacker, Clive

		The League of Gentlemen

		The Love Affair

		The Mama's and the Papa's

		The Mark Varney Project

		Thomas, Henry

		Thompson, Danny

		Thompson, Holdsworth, Stevens

		Tibbs, Ernest

		Tony Coe Quintet

		Tony Williams Lifetime

		Topping, Steve

		Tribal Tech

		Turano, Joe

		Turning Point

		U.K.

		Vai, Steve

		Van Gelder, Rudy

		Van Halen, Edward

		Varney, Mark

		Varney, Mike

		Verheyen, Carl

		Wackerman, Bob

		Wackerman, Chad

		Wadsworth, Derek

		Walden, Narada Michael

		Waller, Fats

		Warleigh, Ray

		Watson, Jeff

		Way, Darryl

		Weather Report

		Wetton, John

		Wheeler, Kenny

		Whitehead, Tim

		Whitesnake

		Williams, John (guitar)

		Williams, Paul

		Williams, Tony

		Willis, Gary

		Worrall, Bill

		Young, Jeff

		Young, Larry

		Zappa, Dweezil

		Zappa, Frank

		Zavod, Allan

		

	
		

		General

		

		.strandberg guitars

		ARP 2500

		Boogie Strat

		breath controller

		The Brewery studio

		Cubase

		DiMarzio

		Gibson ES-335

		Fender Stratocaster

		Gibson Firebird

		Front Page Studio

		Gold Thunder (Tony Newton book)

		Guitar Player (magazine)

		Guitar World (magazine)

		Guitar For the Practicing Musician (magazine)

		Hofner

		Interplay and Improvisation on the Drums

		Juice Extractor

		Melody Chords For Guitar (book)

		Music Grinder

		NAMM

		polychords/polychordal

		Reseda Country Club

		Ripley Hex Guitar

		Roland VG-8

		Gibson SG

		Starr Labs

		Starr Z-Board

		Steinberger

		SynthAxe

		The Old Grey Whistle Test

		The Plough

		Thesaurus Of Scales And Melodic Patterns (book)

		TransTrem

		Trident Studios

		Vox AC30

		BBC

		Calyx-Canterbury (Aymeric Leroy)

		Carvin

		CBS

		Charvel (Jackson)

		Enigma Records

		CTI Records

		Decca

		Deram

		EMI

		Gnarly Geezer

		Hartley Thompson (amp)

		Harvest Records

		Ibanez

		Jazz-Hot (magazine)

		Kramer guitars

		Kurzweil

		Manifesto Records

		Montreux Jazz Festival

		Norlin Lab Series

		Oberheim

		Pledge Music

		Reaching For The Uncommon Chord (book)

		Rocktron

		Ronnie Scott's Jazz Club

		Roundhouse

		Virgin Records

		Warner Bros.

		

	
		

		
			About the Author
		

		

		
			[image: Ed Chang (Credit: Philip Vulekich)]
		

		Three decades ago, Ed Chang began engaging in various projects exploring the outer reaches of jazz and classical music, eventually pushing into the unbounded expanse of free improvisation, experimental music and abstract sound design. In recent years, Chang has been more active as a writer, using the blog platform to publish book-length treatises on composers (Beethoven, Karlheinz Stockhausen, Allan Holdsworth, Jimi Hendrix, etc) and genre writers (H.P. Lovecraft, J.R.R. Tolkien, Michael Moorcock, Roger Zelazny, etc). Chang’s writing projects focus on creative “mavericks” who continually forged new paths in their chosen arenas, persistently taking risks throughout their careers in order to establish fresh worlds of expression and then moving on to create new innovations. Ed Chang is based in New York City and still plays guitar, but less often with metal-working tools these days.
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