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ctober 2017: a generation holds its breath as ‘Blade Runner 
2049’ arrives on cinema screens across the world. Is it going 
to stomp all over your cosy relationship with the original? 

We’re looking at you, ‘Rollerball’ (2002), ‘The Wicker Man’ (2006), 
and ‘Get Carter’ (2000). The fact that no one responsible for these 
abominations was given a custodial sentence of any sort seems a 
profound miscarriage of justice. 

We go to press before the film’s general release, but it looks like 
‘Blade Runner 2049’ is as fabulous as its celebrated older sibling, 
with Erik Davis of the respected movie website Fandango calling it 
a “sci-fi masterpiece”. We knew the spirit of the original Vangelis 
soundtrack – such a critical part of the ‘Blade Runner’ world – was  
in safe hands when it was announced that Jóhann Jóhannsson 
would be scoring the film. And then he was jettisoned in favour of 
Hans Zimmer. 

It’s a story as old as Hollywood dream factory itself, and in 
our cover feature we investigated the phenomenon, from 1956’s 
‘Forbidden Planet’ right through to ‘Blade Runner 2049’. Frankly, 
the world of scoring films, which brushes up against Hollywood’s 
huge budgets and teams of accountants, producers and unhinged 
creatives, makes the perils of the music business look like a tea 
dance at an old folks’ home.

There’s no doubt about it, music created for films has produced 
some spellbinding moments. We talk to Clint Mansell (who is no 
stranger to spellbinding soundtracks) and we take a look at the 
idea of re-soundtracking classic films with the help of Asian Dub 
Foundation and Factory Floor.

While this is a bit of film music special, we also found time to talk 
to Daniel Miller ahead of his appearance at the We Are Robots event 
at the Old Truman Brewery in London at the beginning of November. 
We’ll be there, so come and say hello if you’re in the area. And 
let us not forget it was Mr Miller who introduced the Düsseldorf 
synth tough nuts DAF to British audiences when he signed them to 
Mute back in 1980. The new ‘DAS IST DAF’ boxset celebrates their 
unique path through electronic music, and they talk to us about 
their decades of uncompromising electronic stylings, Nazi thugs 
gatecrashing their gigs, and their ongoing disdain for Kraftwerk. 

You’ll also find the likes of Steve Cobby, Mary Epworth, John Foxx 
and many more on our pages, and we sadly say goodbye to a giant of 
our musical landscape, the irreplaceable Holger Czukay.

Electronically yours,
PUSH & MARK  

O

HELLO
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HOLGER CZUKAY
24 March 1938 – 5 September 2017

words: KRIS NEEDS

On 5 September, the world lost Holger Czukay, the 
larger-than-life electronic inventor who revolutionised 
recording and co-founded Can. If Irmin Schmidt was that 
miraculous band’s musical brain, monster bassist Holger 
was its experimental conscience and sonic architect, 
sculpting hours of improvised alchemy into the landmark 
albums that mated transcendent alien starsailing with 
the relentless minimal funk he cooked up with umbilical 
drummer Jaki Liebezeit. 

I was lucky enough to witness Can several times at 
their 1973-1974 peak after I bludgeoned my local club, 
Friars Aylesbury, into booking them once. For that first 
show in February 1973 show I designed the flyer and 
supplied the blurb that said Holger possessed a machine 

“to generate maximum concussion”. Can sent the little 
town hall further into orbit than Ziggy Stardust’s very first 
show the previous year. 

Perched in front of Holger and Jaki it was possible to 
witness the jaw-dropping telepathic interplay between 
them and Schmidt manning his flying saucer console, 
guitarist Michael Karoli and immobile Damo. Hawk-like 
and sporting trademark white gloves, Holger held his 
bass like an overheating weapon, belching two-note 
earthquake blasts that locked onto Jaki’s metronomic 
juggernaut and took ‘Halleluhwah’ on a roller coaster trip 
through a cosmic thunderstorm for half an hour. 

It remains one of the coolest, most exciting things I’ve 
ever witnessed, and it was repeated several times that 
magical night. Holger also proved to be a lovely fellow 
when faced with this gushing Can fan. 

When Can returned to our club in 1977, Holger had 
handed bass duties to Rosko Gee so he could concentrate 
on his radio manoeuvres and sound effects. Although fun, 
it was obvious he’d just outgrown being in the band. It 
has to be remembered that when Can was in its earliest 
stages, Holger, who had fallen under Stockhausen’s spell 
while studying to be a music teacher, created 1969’s 
‘Cannaxis 5’ album, presaging sampling and world music 
by combining recordings of singing Vietnamese women 
with string loops on the epic ‘Boat-Woman Song’. 

After leaving Can in 1977, he started his ever-questing 
solo career by mischievously inventing new forms of 
pop music before the many marvellous, often Dadaist, 
humour-driven antics that came later. 

This year started with the loss of Jaki Liebezeit in 
January then Holger’s wife Ursula in July. Now we have 
lost one of the gods. The world turns on, even if he helped 
realign its musical axis. 
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‘SIX ELECTRONIC TONALITIES’ BY LOUIS AND BEBE BARRON
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WHEN YOU LISTEN TO THIS MONTH’S SINGLE, TAKEN FROM 
LOUIS AND BEBE’S SOUNDTRACK FOR ‘FORBIDDEN PLANET’, 
YOU ARE HEARING SOUNDS CREATED IN WHAT WAS PROBABLY 
AMERICA’S FIRST ELECTRONIC MUSIC STUDIO

Our seven-inch single is a slice of electronic music history, alarming and 
emotional vibrations from the dawn of the age of the electronic music 
studio, a sonic beacon from a bygone era pressed into silver vinyl.

The Barrons established their studio in their apartment at 9 West 8th 
Street in New York City in 1948. “The only people that I knew who were 
working before us were Schaeffer and Henry in France,” Bebe Barron 
told electronic music historian Thom Holmes in 2001. What’s more, the 
two musique concrète pioneers enjoyed the patronage of the French 
government, while Louis and Bebe were, in the grand tradition of American 
exceptionalism and individuality, on their own.

The studio featured a huge speaker in a fibreglass enclosure that had 
been pulled out of a theatre. They designed and built circuits which would 
create sounds by themselves before eventually burning out. They saw these 
circuits as individuals, actors in an unfolding narrative of their own making. 

One of the abiding stories about their work on the ‘Forbidden Planet’ 
soundtrack is the apparent injustice of them not being credited as 
composers, hence the peculiar credit on the film for their “electronic 
tonalities”. To begin with, Louis and Bebe didn’t consider what they were 
doing to be composition. “It really wasn’t at all like music because we 
were not concerned with note-by-note composition,” said Bebe. “What 
we did was build certain kinds of simple circuits that had a peculiar sort of 
nervous system, shall we say. They had characteristics that would keep 
repeating themselves.”

They also had several tape machines, one of which, a Stancil-Hoffman 
model, was hacked: “The Stancil-Hoffman was built primarily for playing 
loops, which we had just discovered and were wildly excited about,” said 
Bebe. “We had a setting on the front of the machine that enabled us to play 
loops very easily.” 

They personally knew the inventor of the Stancil-Hoffman tape recorder, 
which helped when it came to getting hold of their latest machines and 
messing with them. Bebe Barron also recalled their encounter with MGM’s 
Dore Schary in an interview in 2005: “He would look at the film and say,  
‘I want to strengthen the fear in the situation. Can you do fear?’. Well, that’s 
all we could do, really, is fear.”

In 1957, after the success of the film, they contributed sounds effects to 
Gore Vidal’s ‘Visit To A Small Planet’, a play that ran for a year at the Booth 
Theater on Broadway. Their credit this time was “The emotional and rather 
alarming vibrations electronically created by Louis Barron and Bebe Barron”.

In 1962, the Barrons relocated to Los Angeles (they’d resisted  
MGM’s attempts to get them to move there to complete the soundtrack  
for ’Forbidden Planet’ back in 1956) and, despite divorcing in 1970, 
continued composing together until 1989 when Louis died aged 69. Their 
work remained esoteric, with releases like ‘Louise Huebner’s Seduction 
Through Witchcraft’ in 1969, recorded with the ‘Official Witch Of Los 
Angeles County’. 

They released the soundtrack of ‘Forbidden Planet’ themselves in 
1976, the first time their landmark “electronic tonalities” saw the light 
of day beyond the film itself. Bebe died in 2008, aged 82, and her last 
commissioned work, ‘Mixed Emotions’, was recorded in 2000.

UK label Poppy Disc, which grew out of the Creation subsidiary Rev-Ola, 
re-released the full soundtrack on vinyl in 2011. 

“We loved the movie and the weird sounds,” says label boss Joe Foster. 
“We were fascinated with the whole 1950s New York avant-garde scene 
of Maya Deren, Anais Nin and John Cage, and the first tape recorder. The 
involvement of Mentor Huebner as visual conceptualist for the movie, and 
his wife’s later record ‘Seduction Through Witchcraft’ with the Barrons 
gave a never-ending story spice to the whole thing… and what sounds!”

 HOW DO I GET THE 
ELECTRONIC SOUND 
READER OFFER?
THREE EASY WAYS…

Buy the latest issue directly 
from electronicsound.co.uk as a 
mag and vinyl bundle, so that’s 
the magazine and Reader Offer 
seven-inch, for just £9.99

Subscribe to the magazine at 
electronicsound.co.uk/subscribe 
and you’ll get an early bird email 
offering you the latest Reader 
Offer at half-price each month

Visit electronicsound.co.uk and 
snap up the single on its own for 
£5.99. Hurry though, stocks are 
very limited

1

2

3
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CAN YOU FEEL THE FORCE?
LEGO SERVE UP ALL-NEW 
MILLENNIUM FALCON KIT

Seven thousand, five hundred 
and fifty one. We’ll just run that 
by you again… 7,541 pieces.  
That’s how many parts this all-
new, mammoth LEGO Millennium 
Falcon set has. Since the release 
of 2016’s ‘The Force Awakens’, 
we’ve been swamped with all 
manner of fresh ‘Star Wars’ 
merchandise, but things have 
really stepped up a gear with this 
updated version of Han Solo’s 
iconic spaceship. It’s the biggest 
set LEGO have ever made, is 
incredibly detailed and comes 
with 10 mini figures, including 
Han and Chewbacca. We’re not 
sure if it can do the Kessel Run in 
less than 12 parsecs though. At 
$800 we’d hope so. shop.lego.com

WANT
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BROKENCHORD
PRECISION ENGINEERED TRIPTRONICA

WHO HE?
Brokenchord is the alias of Ernestas Kaušylas, a Thom 
Yorke-approved musician from Lithuania.

WHY BROKENCHORD?
Ernestas Kaušylas is one of electronic music’s multi-
taskers. Currently studying music at the Institute of 
Sonology in The Hague in parallel to his Brokenchord 
releases, Kaušylas has also written music for a Danish 
theatre group and toured Eastern Europe with Ninja 
Tune’s Bonobo. His track ‘Lowe’ caught Radiohead’s 
attention, leading to frontman Yorke asking Kaušylas 
to remix ‘Give Up The Ghost’ from ‘The King Of Limbs’ 
alongside plenty of more established electronic music 
luminaries.

TELL US MORE…
On the strength of his new ‘Endless Transmission’ 
album, Kaušylas isn’t just going to be seen as the guy 
who got the coveted Radiohead remix gig. Where 
his earlier music as Brokenchord had a playful, 
Avalanches-esque sense of kleptomaniac levity and 
enforced wonkiness, ‘Endless Transmission’ packs a 
surprising punch. Here you’ll find angsty, dirty, fuzzy 
desert-washed blues, serene moments of beautiful 
transcendence and even a touch of that enduring 
motorik sense of forward motion. Kaušylas worked 
with a jazz drummer on some of the tracks but, with 
a producer’s instinct that rivals Martin Hannett’s, 
insisted that Augustas Baronas attack his kit like a 
machine, dispensing with almost every last trace of 
looseness, and making this record one of electronica’s 
most “human” endeavours. ‘Endless Transmission’ at 
times makes a spirited bid for a timely trip hop revival, 
but one ground down by a world gone sour over two 
miserable decades.

MAT SMITH

‘Endless Transmission’ is out now on Black Acre

INTRODUCING…

PHOTO: JOVITA Z AVISIUTE
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HIGH VOLTAGE
BOOK PLOTS HISTORY OF ELECTRONIC MUSIC

Composer, electronic artist, author and Professor Of 
Music at Hampshire Collage in Massachusetts, Daniel 
Warner explores the the history of electronic music in 
his new book ‘Live Wires’ through five key technologies 

– the tape recorder, circuit, computer, microphone 
and turntable. It’s hugely readable, with each chapter 
breaking down into bite-sized tales, so the first chapter, 
‘Tape Recorder’, tackles musique concrète, Schaeffer, 
Henry, Ferrari, San Francisco Tape Music Center, tape 
delay, tape loops, Miles Davis, The Beatles…  
you get the idea. There’s a very nice recommended 
listening section in the appendix too. If we dare 
mention Christmas, this book would make a perfect 
stocking filler for the Electronic Sound reader in your 
life… oh, right. Yes, that’s you. Self-gift?  
reaktionbooks.co.uk

SOUND AFFECTS
LISTEN UP, IMMERSIVE 3D PHONES AHOY

Recording 3D sound is something that once only Kraftwerk could 
do, with high end gear that no doubt set Ralf back quite a few Euros. 
But as VR technology takes off, 3D sound is becoming the norm, and 
is already used by apps like YouTube, Facebook and Twitter. The 
technology is now coming to our iPhones and other devices thanks to 
the Lifelike 3D recording audio headset. They look like normal earbuds, 
but a pair of microphones are set in to them which capture the sound 
as it moves around you, or as you move through it, or as it presents 
itself. They’re retailing at $149, shipping in December. scenessound.com

WANT
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PLAY READ

‘PHONE HOME
NEW TRICKS FOR OLD FAVOURITE 

Found under Christmas trees since the late 1960s, the Stylophone 
is perhaps the ultimate entry-level synthesiser. It’s been featured 
on record collection staples like David Bowie’s ‘Space Oddity’ and 
Kraftwerk’s ‘Pocket Calculator’, expertly handled by Karl Bartos. 
Since its reboot in 2007 the Stylophone has been finessed to the point 
where the new model, the Gen X-1, has attack and decay controls, 
an LFO with square and triangle waveforms, resonance and cut-off, 
built-in delay, and a new interface (alongside the traditional stylus 
keyboard) called a “sound strip” It’s now a fearsome noise machine, 
yours for £59.95. dubreq.com

WATCH

MAKER MY DAY, PUNK 
FAMOUS MUSIC WEEKLY HITS SILVER SCREEN 

This documentary about the long-lost weekly music 
magazine Melody Maker is long overdue. It focuses 
on the 1960s and early 1970s, and particularly on the 
photography of staff smudge of the era Barrie Wentzell. 
When Melody Maker ceased publication in 2001, the 
music industry was in a state of download technology-
induced panic. It marked the end of the dominance of the 
weekly music press and the dawn of the internet content 
world we now inhabit. Some Melody Maker alumni 
continue to believe in print, and are responsible for the 
fine publication in your hands now. melodymakersmovie.com



CHEAP PRESENT
MULTI-GENRE HOUSE GROOVES FROM DOWN UNDER

WHO THEY?
Melbourne artists E.NV and former Zanzibar Chanel 
member Luis CL combine forces to form Cheap 
Present. The electronic duo are all about wonky dance 
sounds and have recently released a six-track mini LP 
on Australian producers Fantastic Man and Francis 
Inferno Orchestra’s Superconscious label.

WHY CHEAP PRESENT
Formed in 2013, their aforementioned mini LP ‘Anterior’ 
is their first vinyl release, and combines new wave, 
post-punk and early Chicago house for some upbeat, 
off-kilter house tunes that features all manner of 
wacky samples. It follows their ‘Wet Garden’ EP that 
was released earlier in the year, as well as a series 
of cassette releases that have found homes on 
Australian labels such as This Thing and Comfort35. 

TELL US MORE…
As well as being a power couple on and off the decks, 
both E.NV and Luis CL are solo artists in their own 
right, each with their own string of cassette and 
12-inch releases. As Cheap Present their music is 
usually recorded live in a studio, drawing on a number 
of influences and with minimal overdubbing. Their 
sound comes from combining old keyboards and 
samples with high definition digital audio, resulting in 
the terrifically wobbly tracks found on ‘Anterior’. And 
if this latest record is anything to go by, we hope we 
won’t have to wait long for the inevitable full-length.

FINLAY MILLIGAN

‘Anterior’ is out now on Superconscious

INTRODUCING…

WATCH

READWANT
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REACH FOR THE STARS
ORBITAL REFLECTOR IS ART GALLERY IN SKY

There’s artistic gestures and there’s artistic gestures. Take artist 
Trevor Paglen. He’s planning to launch a reflective, non-functional 
satellite into low-Earth orbit purely for art’s sake. We dare you to 
beat that. Despite Paglen’s astronomical ambitions, the Orbital 
Reflector aims to challenge the way we see our place in the world. 
In collaboration with the Nevada Museum Of Art, a small CubeSat 
satellite aboard a SpaceX Falcon 9 rocket will be head out into 
space. Once it hits low-Earth orbit, a 100-foot long diamond-shaped 
balloon will deploy from the satellite and will reflect sunlight back to 
Earth. The best part is the Orbital Reflector can even be seen at night. 
It’ll stay up there for two months, so stargazing is a must when it 
launches early next year. orbitalreflector.com

I, (LEGO) ROBOT
BUILDING ‘BOTS WITH BRICKS

Somehow, Maunzi have developed a modular robot building system 
using stud and tube coupling compatible with LEGO, which isn’t 
LEGO, without getting sued by LEGO. Which means you can use 
those several thousand blocks that are lurking about the house to 
make a beautiful logic-defying structure and integrate it with your 
Maunzi blocks, each of which has a different function. The Window 
Cube is the brain, and there are Lighting Cubes, Motor Cubes, 
Angle Cubes and Rotation Cubes. You can then use your phone 
as a remote control and programme your robot, too, with scratch 
programs. maunzi.com



LISTEN

SAVE OUR SOUNDS
NO.12 THE TEST RECORDS OF LUDWIG KOCH

The British Library’s Save Our Sounds project aims to preserve the 
UK’s recorded sounds from extinction. Wildlife and Environmental 
Sounds curator, Cheryl Tipp, guides us through some of the collections 
more unusual finds…

In 1889, aged eight, Ludwig Koch made his first recording. He used 
an Edison Phonograph his father had recently bought him from the 
Leipzig Fair to record the sound of his pet bird. Not only was this 
the first documented recording of wildlife sound, but it gave birth 
to a fascination with recording the natural world that saw Koch 
become one of the pioneers of wildlife sound recording.

As an adult, Koch landed a job working for EMI Records 
in Germany and devoted himself to developing his recording 
techniques. His skills were such that the Third Reich commissioned 
him to work on a series of sound books celebrating the German 
military. This relationship was short-lived however. When the 
Nazis issued a warrant for his arrest due to his Jewish heritage, 
Koch had no choice but to flee his native country.

On 17 February 1936, he arrived in the UK as a refugee, 
“unknown and almost penniless”. Despite these circumstances, 
he wasted no time in putting his recording experience to good 
use. Within a few months, Koch had gained access to the HMV 
recording van, used for location recording, and quickly built up a 
collection of British bird recordings in readiness for the first British 
birdsong publication.

More than 500 of Koch’s test records have survived from 
this period. From songbirds in Kent to the gibbons of London 
Zoo, the discs document the highs and lows of life as a wildlife 
sound recordist working at a time when the craft was still in its 
infancy. Some recordings were a resounding success while others, 
scuppered by technical or environmental challenges, fell short of 
the mark. Collectively though they provide a unique record of how 
Koch developed his skills.

Koch would go on to become a leading figure in the world of 
natural history radio, bringing the sounds of wildlife to millions of 
BBC listeners for over 30 years. These test recordings mark the 
start of his journey and will be available for listening at the British 
Library in the near future.

For more about Save Our Sounds visit bl.uk/save-our-sounds

WANT

VISIT

TABLE TOP SALE
NEED A HOLOGRAM TABLE? COURSE YOU DO

Having been in development for over 20 years, Euclideon 
have produced the world’s first multi-user holographic 
table. Yes, just like that bit in ‘Star Wars’ where C-3PO 
and Chewbacca play Holochess. Euclideon is hoping to 
revolutionise various industries as the table can be used 
for architectural models, military and response planning 
and large asset management, as well as for artefact 
display in museums and schools. It uses a 3D algorithm 
called “Unlimited Detail” and can work with terabytes 
of data as easily as a home computer can do gigabytes. 
Holograms can either be projected up to 60cm high or 
appear to sink a metre into the table. Release is penned 
for 2018, with a payment plan available, but with no visible 
price. We’d imagine you would have needed to start 
saving yesterday to afford one. euclideonholographics.com

HEAR HEAR 
CELEBRATION OF RECORDED SOUND 

As part of their Season Of Sound, The British Library 
opens a new exhibition this month called ‘Listen: 140 
Years Of Recorded Sound’. The show explores the 
importance of sound in our lives since the invention of 
the phonograph in 1877.

Running until March 2018 in the Entrance Hall 
Gallery, the free exhibition delves into the library’s 
extraordinary collection of over 6.5 million recordings 
of speech, music, wildlife and the environment, from 
the 1880s to the present day. Visitors will be able to hear 
an eclectic mix of sounds from the archive including 
many rare and unpublished recordings. There will also 
be items on display from the Library’s rarely-seen 
collection of records, players and recorders.

The Season Of Sound is part of the British Library’s 
Save Our Sounds programme, which aims to preserve 
the nation’s sound collection by digitising rare, unique 
or fragile recordings. Look out for a raft of sound-based 
events at the library, including a one-day mini festival of 
audio adventures (25 Nov) and Chris Watson and David 
Attenborough in conversation (27 Nov). bl.uk
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LISTEN

MIGHTY REELS
FAST FORWARD TO CASSETTE STORE DAY 

Created in 2013 to revel in the resurgent cassette format rather 
than big up record shops like the juggernaut that is Record  
Store Day, Cassette Store Day has a raft of treats this year,  
more of which in a moment. The brain child of BBC Radio 1 DJ Jen 
Long, Steven Rose of Sexbeat Records and Matt Flag of Suplex 
Cassettes, the event has quickly spread and now takes place in  
the UK, USA, Japan, France and China. This year’s event is on  
14 October, which means by the time you’re reading this you’ll 
either need to VERY quick, or, erm, you’ve totally missed it.  
Here’s a few releases we’d recommend snagging. Quantities are 
very limited so get wriggle on.

Self-released last year on CD, ‘Blank Tape’, the third album from 
Bradford tech-tronica duo worriedaboutsatan gets a CSD release 
from the excellent Spun Out Of Control label on blue and white split 
colour chrome tape. “Releasing ‘Blank Tape’ on a non-blank tape just 
had to be done,” say the label. 

Also from Spun Out Sounds comes ‘Anomaly On Meadow Lane’, 
brand-new material from the shadowy German author and synthhead 
Stefan Bachmeier. “Think Tangerine Dream’s classic scores of the 
1980s, with a sci-fi, pulp novel theme,” they say.

Elsewhere, Lavender Sweep deliver a blink-and-you’ll-miss-’em 62 
copies of Twins Natalia’s ‘The Destiny Room’. With a very healthy  
80s synthpop sheen, Twins Natalia are a supergroup drawn from 
Poeme Electronique, Solitude FX and Treeline’s Steve Lippert, who 
also serves up the graphics. 

Reviewed on page 88 so we won’t linger too much here, but Burning 
Witches are releasing just 225 copies of their cracking ‘Witches’ 
Halloween Brew’ compilation, in three colours limited to 75 copies 
each. Will it be Pumpkin Orange, Neon Blood Red or Glitter Witch  
for you?



Mon 20 Nov

Stockhausen: 
Stimmung and 
Cosmic Pulses
With laser installation 
from Robert Henke

Rare performances of two 
Stockhausen masterpieces; 
music that demands to be 
heard – and felt – live.

Image © Werner Scholz / Archive Stockhausen-Stiftung für Musik, Kürten

ROBOTS
‘THE EXHIBITION SOUNDTRACK’ 
CD
£9.99

E L E C T R O N I C S O U N D . C O . U K / S H O P
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GOT IT LICKED
ALBUM SLEEVES 
REIMAGINED 
AS POSTAGE 
STAMPS 

We love Dorothy 
in the Electronic 
Sound office and 
the Liverpool-based 
designers have 
come up trumps 
once again with this 
double-whammy of 
post-punk and post-
rock stamp prints. 
Featuring graphical 
reimaginations of 
48 famous albums 
as postage stamps 
(that’s 96 across the 
two posters), like 
many of their prints 
you’ll be discovering 
new details every 
time you look at 
them, like the glittery 
silver dots that make 
up the perforations 
between each 
stamp. These people 
are costing us a 
fortune in frames. 
wearedorothy.com 



SCHWARZMODUL
Dark, full-volume West Coast glitchtronica

WHO HE?
Well, elsewhere in this very issue you can read all 
about the other side of schwarzmodul as he offers us 
a peep into the world of his fascinating day job. Go on, 
have a flick, we’ll wait here before taking a swizz at 
his nom de plume…  

WHY SCHWARZMODUL?
Found him? Good, good. Born and raised in Norway, 
the Los Angeles-based artist has composed, produced 
and remixed music for hundreds of film trailers. It’s a 
very special sort of skill and one he brings by the truck 
load to his solo work. You don’t learn how to make 
music leap off a screen and not use some of those 
licks in your own work, right?    

TELL US MORE…
You can take the boy out of film soundtracks, but you 
can’t take the film soundtrack out of the boy, so goes 
the saying. Sort of. With his first, self-titled album 
recently arrived on the Los Angeles indie imprint Track 
Number, you can’t half feel the fizz of his considerable 
craft. Take the low, rumbling groan of ‘Heave’, the 
heartbeating thud, haunting chants and crystal-bright 
percussion of ‘Variform’. He sees it all as “distorted 
data dumps, failed backups, and gurgling analog 
gear”, which pretty much nails it. There’s all manner 
of goodness swirling around, dead of night distant 
vocal snips, tense string sweeps, pounding rhythms. 
And the sound, as you’d imagine, it’s huge. The louder 
you dial it up, the better it seems to get. You’d wager it 
sounds amazing on a full-blown cinema soundsystem.

NEIL MASON

‘schwarzmodul’ is out now on Track Number 

INTRODUCING…

CATHEDRALS OF SOUND
SPIRE STUDIO OFFERS EIGHT-TRACK THRILLS AND SPILLS

Spire Studio is a gizmo which connects wirelessly to the Spire app 
in your iOS device (sorry Android users) and allows eight track 
recording via its built-in microphone or the two pro inputs (XLR/
TRS). One-touch recording gets you started, and the thing adjusts 
input levels itself so you don’t have to faff around. The rechargeable 
battery has got four to six hours of juice in it, so you can record in 
the middle of nowhere without a power socket in sight. The app 
allows you to mix (it has onboard reverbs and delays) and edit your 
recordings. And if your phone goes down, you can record up to six 
hours of audio straight into the Spire Studio itself. It looks like it’s 
going be around $349 and possibly the answer to getting musical 
ideas down with the minimum of wires (ie none) and fuss. spire.live
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INSTANT GRAT
RETRO POLAROID LOVE

This retro-looking OneStep 2 is 
inspired by Polaroid’s original 
1977 OneStep “analogue instant 
camera”. This new version 
will also spit out your photos 
immediately, you know, like the 
old days. Working straight out 
of the box, it’s got a high-quality 
lens, flash, self-timer function, 
as well as a long-lasting 
rechargeable battery (60 days 
of power to be precise). The 
camera works with all styles 
of i-Type and 600 Film, meaning 
you’re spoiled for choice when 
it comes to your photographic 
expression. And just look at it as 
well. A glorious bit of kit for only 
£109.99. Shipping starting this 
October. uk.polaroidoriginals.com

ZZZZZZZZZZZZ
JUST THE TICKET FOR THAT AFTERNOON NAP

Hardly the most discreet bit of kit, The Nap Tent is about as self-
explanatory as it gets. A “nap bubble” that can be placed on any 
desk, tabletop or flat surface that you can pop your head into and 
travel to the land of Nod from the comfort of your workstation. It also 
reduces outside light so your snooze will be even more peaceful, and 
it even has a “privacy drape” that can wrap around the tent for extra 
coverage. We could definitely do with one of these in the ES office. 
This portable power nap enabler will set you back a mere $54.99. 
privacypop.com
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THIS IS THE DROID YOU ARE LOOKING FOR
LOOK, IT’S A SELF-FLYING ROBOT, ALRIGHT?

In another push for robots to be as common as the 
vacuum cleaner in the home, the Aire is a flying robotic 
assistant. The autonomous drone has multiple cameras, 
uses Amazon Alexa for voice commands and can be 
hooked up to a smart device for remote control and your 
viewing pleasure. It can also be used for home security, 
and will send an alert to your phone if it detects any 
sound or kinetic anomalies in your house and you can 
then instruct it to go and inspect the disturbance. They’ll 
be retailing at an eye-watering $1,499 and are aiming to 
release by the end of the year. kickstarter.com



MARTIAL CANTEREL
CHANNELING EARLY 80s DIY EURO ELECTRONICA

WHO HE?
Martial Canterel is Sean McBride, who you may well 
be familiar with thanks to his work as one half of the 
lush Brooklyn-based electronic duo Xeno & Oaklander. 
Martial Canterel is his solo vehicle, which has been 
up and running since 2001, with the debut release 
cassette-only album ‘Sister Age’ in 2004. That was 
an impressive eight tracks which were clearly in the 
thrall of early British electronic bedroom electronica, 
complete with the vocal delivery of a teenaged 
suburban Londoner with a solitary reverb unit circa 
1979 . If you’d like a copy, you can pick one up on 
Discogs if you’ve got £100 or so to spare.

WHY MARTIAL CANTAREL?
There’s been considerable maturing of the Martial 
Canterel project over the years, and the new album 
‘Lost At Sea’ is a buffed up electronic treat with a 
fulsome sound and impressive production, while 
retaining all the charm of the original idea. It never 
strays from its romantic and melodic core, but it allows 
the electronics to fizz and clank in all kinds of exciting 
ways. Each track is a careful construct, delivering a 
new sonic thrill every few bars.

TELL US MORE
There’s not enough people with the nerve to open 
their mouths and sing over their electronic music, 
but McBride is an able and committed vocalist and 
the songs are all the better for his voice giving them 
structure and velocity alongside the beats and bleeps. 
And here’s the thing, Martial Canterel releases are 
always in limited editions that sell out fast and become 
insanely collectible. You know what to do…

MARK ROLAND

‘Lost At Sea’ is out now on Dais

INTRODUCING…

WANT

WANT

SPEAKERS CORNER
SOUNDBASE SERVES UP AUDIO TREAT FOR TELLYS

Super thin tellys are great, but because of the lack of space in them 
they often deliver similarly slender sound, which isn’t so great. The 
new Q Acoustics M2 Soundbase is a discreet speaker system which 
can slide under your TV (as long it doesn’t weigh more than 25kg) and 
bypass the television’s internal speakers. Soundbars aren’t always 
great sounding, but Q Acoustics are well known for their high quality 
speakers, and the M2 has an 80 watt amp and delivers 180° sound. 
You can also pair your laptop or phone with it and stream music over 
Bluetooth. qacoustics.co.uk

BOX FRENZY
BUILD YOUR OWN CARDBOARD GOOGLE HOME

You might have seen Cartman teaching his Amazon Alexa to add ‘Suck 
My Hairy Balls’ to his shopping list. The only thing better than that 
would be to make your own Alexa-esque box out of cardboard for 
£25. You need a Raspberry Pi to make it work, but there’s no soldering 
involved, and in no time your AIY Voice Kit, using the Google Assistant 
SDK, can be answering your questions, actioning your orders and 
making you giggle at rude words. shop.pimoroni.com
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It might seem odd to be celebrating a 21st century synth, but the 
microKORG was launched 15 years ago. That’s getting on for an entire 
generation. It’s not unlike getting misty eyed in 1993 for the Roland 
Jupiter-4, which was launched in 1978. And, like those late-70s 
synths, this little beauty arguably played a central role in a major 
shift in the musical landscape. Tiny, affordable, powerful and fun, it 
reinserted the electronic sound into rock. After the decade of sonic 
divide between Britpop and dance music, it was time for the likes LCD 
Soundsystem and their synthy blurts to straddle the divide, and it was 
even spotted in use by those analogue synth pioneers, Devo. What’s 
more, the microKORG had a vocoder incorporated. Daft Punk were 
indeed playing at my house, my house.

There’s no doubt about it, the 70s and early 80s was the era of 
the synthesiser explosion. It’s chocka with launches of classic 
synths, from the EMS machines of the very early 70s, which Eno 
and Floyd popularised, to the mass market efforts by the Japanese 
manufacturers. Roland ruled the roost with their Jupiter series, the 
Jupiter-4 first appearing on albums by Kraftwerk and The Human 
League in the late 70s, with the Jupiter-8 later becoming the must-
have kit for the synthpop age. Yamaha had their Stevie Wonder 
machine, the mammoth CS-80, and on the affordable end of the scale, 
Roland hit a home run in 1982 with the SH-101 (which came with an 
optional handgrip and strap buttons for prancing around with), while 
Korg’s MS-20, launched in 1978, was the choice of experimentalists 
like Coil, DAF and Liaisons Dangereuses for a good few years. 

But as the world succumbed to the microchip, the advent of 
sampling and digital synths lead to a rapid development of features 
and capability through the 80s and 90s, which was superseded by 
software synths in the late 90s and 2000s. While hardware synths 
had become incredibly sophisticated, they didn’t seem to inspire the 
kind of affection afforded to their increasingly scarce and collectable 
ancestors. They tended to be workstations which, as the name 
suggests, were reliable and versatile… and boring. So when the 
microKORG came along it did two things; it reinstated the market for 
small entry level, affordable and fun synths, and it sounded amazing. 

“Some guitar bands at the very beginning of 21st century began to 
introduce an essence of electronic music to their sound,” explains 
Minoru Koike, who worked in Korg’s product planning department, 
and came up with the concept for the microKORG. “I felt that we 
needed a small, lightweight, and handy synth for those bands. Not 
just electronic musicians, but also guitarists, bassists, whoever 
wanted to have electronic sounds in their music. That was the idea at 
the very beginning.” 

Minoru started work on the microKORG straight after he 
completed the development of the MS2000, a polyphonic analogue 
modelling synth that launched in 2000. The MS2000 was a purposeful 
echo of the MS series, and it’s no surprise that the powerful guts of 
that synth found their way into the microKORG. But despite analogue 
modelling having been well established, the design process for the 
new machine took two years from the initial idea to completion. One 
of the microKORG’s selling points was the ease of use. With just five 
control knobs, even the most techphobic muso could soon get to grips 
with it, but it wasn’t easy to design.

“The engineers in my team had a tough time to make a handy, easy-
to-use synth,” says Minoru, “including figuring out what parameters 
should be on the five knobs as the default setting. Also, the engineer-
in-chief had the added difficulty of making it for an affordable price.”

When it did come out, it cost under £400, and now you can snag a 
new one for less than £300. When the microKORG launched, Minoru 
went straight onto a new project that became the Electribe Mix. After 
a few years, he says, he found that microKORGs were “everywhere”.

“They were being used by everyone from young pro/amateur 
musicians, to top artists’ live rigs and in studios. I was really 
surprised and pleased. Our baby giant is really loved by many people!”

Does Minoru have any theories as to why it’s been such a long-
running success, with over 100,000 units sold? 

“This is MY question!” he laughs. “Why do you think? Looking 
back now, it was a bread and butter machine. I mean, the microKORG 
was a normal, basic synth: not too many gimmicks, an ordinary two-
oscillator, one filter, one amp synth engine, with three-octaves of 
mini-keys. Four-voice polyphony wasn’t powerful even at that time, 
but it covers all basic things you need from a synth, and you can get in 
deeper if you needed to. Maybe the only special thing was its size. It’s 
handy and was easy to carry, but it’s not a toy. I think of it as a Little 
Giant. Perhaps this was the key to it being such a long seller.”

HAPPY BIRTHDAY TO YOU… WE CELEBRATE 15 YEARS 
OF KORG’S GAME CHANGING LITTLE SYNTH, THE 
MICROKORG, WITH ITS CREATOR MINORU KOIKE

words: MARK ROLAND

T I M E  MAC H I N E

23

TIME MACHINE



‘As The Veneer Of Democracy Starts To Fade’ by Mark 
Stewart is one of my favourite albums of all-time. I think 
it’s the best record Mute ever released. I also think it’s 
the best thing Mark Stewart has ever done, including 
everything he did with The Pop Group, as good as that 
stuff is. From the artwork to the lyrical content and the 
sound, it’s aged really well. Take a look at the cover, that 
guy has an axe or something, he’s not messing about! 

The album was released by Mute in 1985 and I was in 
a band called Perennial Divide at the time. When I heard 
it I thought, “Ah, I want to do something like this…”, so 
it was directly influential on the sound of Meat Beat 
Manifesto when I released the first single in 1987. 

It was a record that sat around for a couple of years 
before its influence was really picked up. It was part of 
what created that late 1980s industrial sound. A lot of 
is down to Adrian Sherwood, along with Doug Wimbish, 
Keith LeBlanc, Skip McDonald, who were also Tackhead, 
it was essentially his sound. 

It starts with Mark Stewart saying, “We are going to 
programme you to take your place in society…” through 
a load of disruptions and filtering, and then it develops 
into this collage of noise, absolutely drenched in tape 
delay, and then it just gets really abstract and never 
settles to what you might think of as a normal structure 
or sound. It’s very impressive, utterly fearless and 
completely committed to its vision.

I was told by Kevin Metcalfe, the engineer who did 
the cut of this record at the Townhouse, that it was 
mastered on VHS videotape to make it even more noisy. 
And then they re-copied it at the Townhouse to make it 
even hissier.

Around the same time, Sherwood did the amazing 
remix of ‘Yü-Gung (Fütter Mein Ego)’ by Einsturzende 
Neubaten. That’s a stellar mix, a complete blueprint for 
what became industrial music. There’s some banging on 
metal and a steady electronic beat all the way through. 
The vocals, with Sherwood distorting them, are amazing. 

After ‘As The Veneer Of Democracy Starts To Fade’ 
Sherwood produced ‘Twitch’ by Ministry in 1986, which 
was their second album, and the one where the harder 
Ministry sound started. Al Jourgensen was in London 
and the record was produced at Southern Studios where 
Sherwood did a lot of his work. He showed Jourgensen 
the ropes while making that album and apparently he 
made notes on the quiet, marking down all the settings 
Sherwood was using. 

The problem was they couldn’t make much sense 
of what Al wrote down during the making of ‘Big Sexy 
Land’, the first Revolting Cocks album, but by that time 
he had a Fairlight, which then became the sound of all 
that Wax Trax! industrial stuff that’d started to come out.

From his first release as the New Age Steppers in 
1980, which was Sherwood, Mark Stewart and Ari Up 
of The Slits and the music journalist and singer Vivien 
Goldman, he had that that punk/dub mix going on. He 
carried it on with the On-U stuff, and African Head 
Charge, Dub Syndicate, and he’s still doing it now, still 
making great records. The guy’s a legend! 

OUR RESIDENT ARCHIVIST PICKS OUT ONE OF THE  
MOST INFLUENTIAL RECORDS OF HIS MUSICAL LIFE, 
MARK STEWART’S 1985 ALBUM, ‘AS THE VENEER OF 
DEMOCRACY STARTS TO FADE’ PRODUCED BY THE 
MIGHTY ADRIAN SHERWOOD

words: JACK DANGERS
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ART WORK FROM ‘AS THE VENEER OF DEMOCRACY STARTS TO FADE’ 
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BEING BROUGHT UP BY A FOLK SINGER
“My mum, Annie Burton, was a folk singer. One of my very earliest 
memories is from when I was about three, I was supposed to be in 
bed, but instead I was sitting on the stairs listening to her rehearsing 
with her band in the front room. I think I learnt to sing and speak at 
the same time because it was just happening all the time around me. 
She also ran folk clubs in Eccles and I did my first ‘floor spot’ aged 12 
in this room above a pub. The culture surrounding the folk scene was 
that people would stop talking and actually listen properly. Live music 
was really respected.

“My mum also introduced me to the music of Joni Mitchell around 
that age. She became my singing teacher in some ways. She had such 
an effortless, unique vocal style and she wasn’t afraid of creating 
quite challenging melodies. I especially love the ‘Ladies Of The 
Canyon’ album, which has that 70s, California spaced-out hippy vibe. 
She always dug deep into her psyche as a songwriter, which really 
pushed me to do likewise.”

ZEN BUDDHISM
“My stepfather took me to a meditation group when I was 17. Like 
many teenagers I was searching for meaning I suppose, and it 
immediately made sense to me as a simple approach to life. I fell in 
love with it instantly. The ‘less is more’ philosophy has definitely 
informed my music making, which is just as much about the silence 
between the notes as the notes themselves. It’s long been a source 
of conflict between myself and Andy [Barlow, the other half of Lamb] 
who always wants to explore every possible avenue! That interplay of 
opposites is probably a big part of what makes Lamb work.”

MANCHESTER’S “GOLDEN AGE”
“Manchester was such an exciting place in the 80s, especially after 
growing up on a farm. The two main interconnected elements of that 
for me were the club scene and pirate radio. I remember The Haçienda 
in the pre-house days when it was just 30 blokes in raincoats listening 
to Joy Division, and the transformation after acid house was incredible. 
Suddenly the place was teeming with scallies in trainers swigging 
champagne from the bottle. It was quite a funny metamorphosis really.

“The pirate stations like Sunrise gave you the chance to explore 
some of this underground music further, this is all pre-internet of 
course. There were lots of squat parties around Hulme at that time, 
which was a massive, sprawling housing estate notorious for rent 
evaders and squatters. It’s also where the pirates would set up, get 
caught and then move on and pop up somewhere else. Through this I 
met A Guy Called Gerald. His ‘Black Secret Technology’ album, which 
was very early drum ’n’ bass, was a big influence on Lamb’s sound, as 
was a lot of stuff on the Shut Up And Dance label, which combined 
broken beats with soulful vocals. It inspired me to find someone like 
Andy and take a different approach.”

FESTIVALS IN ENGLISH FIELDS
“I’m talking about proper festivals here, ones rooted in festival culture 
and on a more intimate scale. We do them in a really special way 
in England. We don’t just play and leave. At Green Man or End Of 
The Road you get such brilliant cross-pollination of styles and you 
discover so much, especially in the smaller spaces. At a small festival 
a friend ran this year I came across this band called Young Waters, 
who played without any amplification. They performed in this little 
straw bale roundhouse someone had constructed. It held no more 
than 30 people and was like a natural little amphitheatre. Things like 
that only happen at these festivals which put the delicacy back into 
music. There’s a certain magic to these events. They airlift you out of 
your everyday life.”

SOCIAL MISFIT AMERICAN WRITERS 
“I have a real fascination with certain American writers who explore 
the dark underbelly of life, even if they’re not reputed to have been 
especially nice people. I love Charles Bukowski. Even though he was 
a cynical, misogynistic alcoholic, there’s still something incredibly 
and achingly human about him. Kerouac’s another example. He would 
probably be on Prozac if he were around today. They’re social misfits 
who numbed their pain with alcohol, but cut through the crap and 
presented this raw humanity to the world. 

“Although he wasn’t a novelist, Bill Hicks walked a similar path. 
He spoke a reckless truth and was almost a visionary in a way. 
There’s a slight madness to these people which takes them out of the 
ordinary. They’re almost like modern day seers. Toni Morrison too, 
who explored taboos and whose prose captured the rhythm of jazz. I 
remember reading ‘Song Of Solomon’ on a train and just bursting into 
tears opposite this man when the story reached its bitter blow of an 
ending. That visceral response really took me by surprise.”

Lamb’s new single ‘Illumina’ is out now. For info about their European 
tour, celebrating the 21st anniversary of their groundbreaking debut 
album, see lambofficial.com

LAMB’S LOU RHODES TAKES US ON A WINDING ROAD 
THROUGH A FEW OF HER FORMATIVE INFLUENCES

interview: JOOLS STONE

U N D E R  T H E  I N FLU E N C E
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Thanks for all your letters, readers. It’s always great to 
get feedback on our work at Electronic Sound magazine. 
The first missive from this month’s mailbag comes from 
Joshua in Norfolk, a post-grad with a penchant for early 
electronica. Here’s what Joshua had to say…

“What are you doing in my living room? Seriously. 
Get out of my house. What’s in your pockets? Are those 
sausages? Put those back in the fridge this instant.”

That’s a difficult question about Robert Moog, Joshua. 
We’d guess his favourite pudding was probably spotted 
dick, but maybe our readers would like to write in with 
their own guess. 

Over the Atlantic now for our next letter. A man from 
Seattle who calls himself “Dark Raven” makes a good 
point about the use of effects in early Bauhaus in relation 
to Fibonacci sequences. He writes:

“Who the hell are you? Get your hands off my 
grandmother. Is that bacon in your pockets? Hey, don’t 
climb on my grandmother. I’m calling the police.”

Sometimes we get letters that move us to tears, and 
this month is no exception. Sally from Margate wrote to 
us about a relationship that ended rather badly, and how 
she found solace in one particular John Foxx record. Her 
story may change the way you think about John Foxx 
forever. We’ll let Sally explain…

“Hey, come back with that spatula. I’ve called 
security. We’ve got cameras, you know, all shoplifters 
will be prosecuted. Something just fell out of your pocket. 
Is that an egg? Hey! Come back!”

What a beautiful point, Sally, and so eloquently made. 
Next in our mailbag is Jonas, a tour guide in Berlin who 
takes issue with something our great leader said in the 
last edition. Jonas makes some pretty strong points – we 
hope that this particular correspondent’s fruity language 
doesn’t put you off writing to us with constructive 
criticism here at Electronic Sound. Brace yourselves:

“Who are you? Why are you in my bath? Did you 
get in through the window? Is that a stove?! Why does 
everything smell of baked beans? Mildred! Call the 
neighbourhood watch, Mildred!”

Finally for this month’s mailbag, a reader who 
wishes to remain anonymous. “Anonymous” says he’s 
a seven-foot Spaniard living in Inverness and he has an 
embarrassing problem with pets. After reading his letter, 
next time you’re jazzing on your electronic saxophone 
while in a state of complete undress, you’ll certainly keep 
those guinea pigs locked up! Enough from us – we’ll let 
“Anonymous” do the talking.

“Hey Electronic Sound, it’s Fat Roland here. Sorry for 
the long answerphone message, but you’re going to have 
to replace my column this month. I’ve been, er, kidnapped 
by aliens. No, wait. A dog ate my fingers so I can’t type 
anything. Hold on… I need something better than that. 
I’ve, er, just won the Nobel Peace Prize and I’m off to the 
award ceremony in Australia. 

“Alright, I’m lying. It’s just… I had a VERY complicated 
breakfast this morning and people keep interrupting me 
and everything tasted awful. HAPPY NOW?! Let’s sack 
off the column for this month. Just do a letter’s page 
instead, people are always writing in with all sorts of 
guff. Just don’t get this phone message mixed in with 
the letters otherwise it’ll just confuse things. Hello? Is 
anyone listening? Hello?”

LIKE A RAT UP DRAINPIPE, OUR COLUMNIST IS AS NAKED AS  
A JAYBIRD AND PROUD AS A PEACOCK… HE’S A SITTING DUCK.  
LET SLEEPING DOGS LIE. LOOK, IT’S COMPLICATED

words: FAT ROLAND
illustration: JOEL BENJAMIN
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LANDMARKS

“We were already a well-established, touring instrumental jazz-rock 
band, but when we discovered electronics we reinvented ourselves 
as a studio project. We decided to concentrate on recording and 
experimented with all this new electronic gear in our spare time, 
which didn’t adapt well for playing live. Each instrumental track had 
a particular atmosphere and we’d add vocal elements to make it into 
more of a story. My original idea was that it would be a half-spoken 
thing, a bit like an Ian Dury song.

“The title came from John Warwicker, who designed our logo 
and first two album covers. John studied art at Camberwell, and 
he used ‘Einstein A Go-Go’ as the title of some black and white 
Christmas cards he sent out in 1978. He later joined Freur, founded 
design collective Tomato and collaborated with Underworld. Richard 
James Burgess took my original instrumental with vocal bits, which 
included the signature Lyricon [an electronic wind instrument] tune, 
and restructured it to work better as a pop song. We came up with 
the nursery rhyme-like tune and wrote the two verses and intro/
outro chant together. The band then developed the sound, but our 
roles often changed radically because we didn’t have to worry about 
playing it live. Richard and I have written loads of things together over 
the years, so the process is quite fluid. Although I like working with 
words, I was always more of an instrumental composer, and quite 
slow, whereas Richard is a very quick thinker.

“We all had an interest in production, and self-produced the 
track along with the rest of the ‘From The Tea-Rooms Of Mars ….’ 
album. We never enjoyed being produced by other people, and as 
we were quite experienced in the studio, RCA trusted us not to 
blow the budget. We used nine studios to make the album, including 
Townhouse, with its famous drum room, Utopia, Nova Suite, Odyssey 
and Redwood, where the Monty Python albums were made, and 
where we did the telephone recordings that open the track. Those are 
all genuine calls I made to the Israeli Embassy and the White House 
on an old Bakelite telephone. We mixed the track at Jam Studios with 
our very patient engineer John Etchells, and did the programming in 
Camberwell at my home and Richard’s place, a few streets away.

“Although we’d had lots of studio experience, there was a degree 
of naivety too, as the kit was completely new back then. Our journey 
with electronics started with the release of ‘European Man’ in 1980, 
which actually had the serial number EDM1, as in electronic dance 
music. Richard co-invented the first standalone electronic drum set, 
the hexagonal Simmons SDS-V, with Dave Simmons. At the time it 
was so new it just had all these open circuit boards with jack leads 
hanging out. Occasionally Dave would drop by with a soldering iron 
and screwdriver to fix it.

“We enjoyed experimenting, such as miking the room to give 
that big ‘in your face’ sound, which made it a great radio track, and 
doing things like miking up the Lyricon to make it sound more human, 
catching the sound of the keys and breath. In a way, we created 
instruments that didn’t exist by holding down a keyboard chord and 
putting it through a gate that was triggered by a drum pulse, for 
example. We even had a slogan pinned to the studio wall that said, 
‘No Middle Ground’.

“The beast that drove all the tracks was the Roland MC-8 
MicroComposer, the precursor of the 303 and the 808. We would 
handwrite code on square maths paper, and then wait 20 minutes 
to save everything. Once there was a thunderstorm and we lost 
everything and had to reprogramme it all from scratch. Everyone 
played synths on the track. Our trombonist Peter Thoms delivered the 
husky ‘Einstein A Go-Go’ vocal. This was the first track we recorded 
with no trombone on it, so we had to find a role for him. I originally 
imagined it sounding more like The Temptations or something, but 
actually when we heard it we just all broke up laughing. It sounded so 
fantastic and distinctive. 

“We never played the song live, but mime troupe Shock, who 
appeared in the video, used it in their shows, and people remember 
hearing them play it, which certainly helped it along. Our label RCA 
were incredibly hands-off. They saw us as a nice little niche jazz band, 
so it rubbed its hands together when ‘Einstein A Go-Go’ became a hit. 
The weird thing about the Lyricon tune is that I still occasionally hear 
people whistling it. I turn around thinking it’s an old friend winding 
me up, and the whistler turns out to be a builder or a postman. I think 
one of the reasons it drilled itself into people’s brains is that it’s a big 
jigsaw of hooks, tunes and riffs that all locked together. 

“We never made anything quite like it again. My late friend and 
mentor Ian Carr described the song as ‘almost like a folk tune’, in that 
people remember the tune but don’t always remember who wrote 
or played it. It’s possibly the only novelty pop song about global 
religious nuclear terrorism, which all seems rather sadly topical today. 
Listening back now, 37 years on, I’m struck by how short and tight it is. 
I think it’s not too bad actually.”

JOHN L WALTERS SPILLS THE BEANS ON LANDSCAPE’S 
INSANELY CATCHY ELECTROPOP HIT ‘EINSTEIN A GO-GO’

interview: JOOLS STONE

LAN D MA R K S
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CAN WE CALL GEAR FROM 1999 “TURN  
OF THE CENTURY”? WHATEVER, THIS ONE 
IS BROKEN AND NEEDS MENDING

The Yamaha RM1x, a funky looking blue box with a 
lot of knobs and buttons, was produced between 
1999 and 2002 and was Yamaha’s answer to the 
Roland MC-303 Groovebox, and a souped-up 
more professional version of their DJX range of 
budget keyboards and boxes. Like the Groovebox, 
the RM1x had a lot of pre-programmed loops and 
phrases and a number patches to program. Like the 
Groovebox, the built-in loops and sounds have aged 
quite badly, but that’s only to be expected. Cutting 
edge rarely stays cutting edge for long. 

Sounds are generated using Yamaha’s AWM2 
system, and while being quite tweakable they are 
maybe a bit thin and weedy for today’s tastes. They 
were always a bit pernickety and went through 
three firmware versions. The original version (1.1) 
would send a stream of random MIDI information 
every time it was stopped, making syncing with 
other equipment a pain. The first revision (1.12) 
cured that, but introduced a whole new problem, 
namely that floppy disks formatted in the internal 
disk drive could no longer be read on a computer. 
The final update (1.13) put that right, but still didn’t 
cure its major problem – when programming your 
own tracks, you couldn’t hear the track you were 
actually recording, and you couldn’t switch from 

“play” to “record” and back, or change tracks, 
without stopping and starting again. Which made it 
all a bit of a hit-or-miss nightmare. 

Updating involved contacting the manufacturer 
and they would send you a new chip that you had 
to replace yourself, invalidating any guarantee you 
had left. Yamaha US apparently still have a few 1.13 
chips left, but they’re charging $160 plus postage 
each, which is the maximum any sensible person 
would pay for an enitre replacement machine!

This one is in pretty good nick, but has all the 
usual problems – dead back-up battery, dodgy 
keyboard buttons, and a wobbly rotary encoder 
where it’s been dropped. There’s an unbelievable 
number of screws holding this thing together in 
three slightly different sizes, lots of layers of circuit 

boards and odd bits of metal shielding, and you’ve 
got to remove the whole lot to get to the switches. 
The ones for the push-button keyboard are rather 
wobbly rubberised affairs that always felt sloppy, 
wore out quickly, and are hard and expensive 
to get. Luckily, standard little tactile buttons fit 
perfectly without any board modification and give 
a much more positive feel at the expense of a bit of 
a click. If this bothers you, you can cut it to almost 
nothing by gluing bits of HD foam or similar in the 
cavities of the keys. The best one I’ve ever come 
across had the keys filled with plaster of Paris, 
varnished over the top to stop any dust, but that 
seems a lot of work.

The rotary encoder turned out to have been 
dislodged from the board, so it just needed 
re-soldering. The back-up battery is simple 
to replace as it’s in a socket, so you only have 
to make sure you get it the right way up. They 
appear to have come fitted with two different 
types, the standard CR2032 or the slightly fatter 
CR2450. In practice they’re interchangeable as 
they’re both the same voltage and the same width. 
Technically, the CR2450 should last a bit longer, but 
the current draw is so tiny that it won’t make any 
real difference. Some of them were labelled DR 
instead of CR, but this simply means it was made 
by Duracell, so don’t worry. I usually add a bit of 
tape to make sure it stays in place. Although it feels 
quite firm in this case it is held in place with a tiny 
bit of springy steel that’s been doing it’s job for at 
least 15 years, and it might be getting a bit tired.

Time now to put all those screws back, take it 
apart again to find out where the left over screw 
goes, and have a play. If you like turn of the century 
drum ’n’ bass or trance it’s pretty good. In fact 
you’ll probably recognise a few tracks. You can use 
it to drive external equipment rather than use the 
weedy sounds it comes with, but sequencing is a 
bit of a kerfuffle. Seeing as it’s obviously designed 
for live use, the best thing would probably be to 
sequence your tracks externally and load them for 
later. I guess this is one of those “love it or hate it” 
machines, and plenty love it.

For more, visit facebook.com/synthesiserdave

SYNTH E S ISER DAVE ’S

WORKSHOP
RESIDENT FIXER OF UNDER THE WEATHER ELECTRONICS

IN FOR REPAIR: YAMAHA RM1X
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T WO NE W SWITCHES FIT TED. THOSE COVERS JUST 
UNCLIP FROM THE CIRCUIT BOARD

HALF WAY IN, WELL , ALMOST…I SAY, IS THAT A FLOPPY DISK DRIVE I SEE? THE 
BAT TERY IS TOP LEF T ON THE CIRCUIT BOARD
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ATTACK OF THE

KILLER SCI-FI SOUNDTRACKS!



IT WOULD SEEM THAT EVER SINCE LOUIS AND BEBE BARRON’S FIRST 
GROUNDBREAKING STEPS ON 1956’S ‘FORBIDDEN PLANET’ THAT THE  
SCI-FI SOUNDTRACK HAS BEEN PLAGUED BY CONTROVERSY…

Even this month’s eagerly anticipated ‘Blade Runner 2049’ doesn’t arrive on our screens 
unscathed, with one composer suddenly swapped-out for another. Over the following 
pages, we trace the troubled past of the sci-fi score, take a glimpse at the reality of modern 
soundtracking with one of Hollywood’s most in-demand composers, discover what lies  
behind the dark art of the film trailer, and wrap it all up by exploring the phenomenon of  
re-soundtracking blockbuster films.

LIGHTS! CAMERA! ACTION!

ATTACK OF THE

KILLER SCI-FI SOUNDTRACKS!



t was just another commission in Hollywood for film music composer 
David Rose. Born in London but raised in Chicago, Rose had been scoring 
Hollywood films for over a decade when, in 1955, MGM asked him to 

compose the music for their sci-fi movie ‘Forbidden Planet’, due for release the 
following year. He came up with an orchestral score, with some electronic noises 
included, and the main theme was in the can by the end of March. However, over 
the Christmas break of 1955, MGM’s president, Dore Schary, visited a club in 
Greenwich Village, New York City, and there he encountered Louis and Bebe 
Barron. He was so impressed by what he saw that he hired them to provide 
the music for ‘Forbidden Planet’. In what must have made a pretty miserable 
Christmas present, David Rose was fired while Schary was still on holiday. Schary 
himself was ousted from his position a few months later, which might have given 
Rose some cold comfort.

Louis and Bebe Barron were music graduates with an intense interest in 
creating electronic sound. They were based in Greenwich Village, which was 
an epicentre of creativity, especially in the avant-garde art and music scenes. 
They’d recently got married and had received a present, a tape recorder, from 
a cousin of Louis’ who was a senior executive at the Minnesota Mining And 
Manufacturing Company, aka 3M. It doesn’t sound like much these days, but 
the tape machine was a rare and magical machine in the late 1940s. Invented 
in Germany in the 1930s, it had been kept under wraps by Hitler’s government, 
aware as they were that it could be something of a secret weapon. After the war 
the technology was seized by the American forces and developed in the USA in 
the 1940s. Crooner Bing Crosby’s enthusiasm for tape led to him investing heavily 
in the then tiny Ampex company, and by the early 1950s tape machines had 
revolutionised the entertainment industry. 

But in the late 1940s, the Barrons’ private studio, opposite what was then the 
Whitney Museum Of American Art, was home to perhaps the only tape recorder 
in the city. The studio was filled with electronic equipment that the Barrons 

FROM FORBIDDEN 
PLANET TO BLADE 

RUNNER 2049:
THE TROUBLED PAST (AND FUTURE) OF THE 

SCI-FI SOUNDTRACK
AS ‘BLADE RUNNER 2049’ HITS CINEMA SCREENS, THE 

NEWS THAT THE FILM’S SOUNDTRACK COMPOSER JÓHANN 
JÓHANNSSON HAS BEEN REPLACED AT THE 11TH HOUR BY 

HANS ZIMMER COMES WITH A SENSE OF DÉJÀ VU. LIKE A TIME 
WARPING PHILIP K DICK SHORT STORY, DIDN’T ALL THIS HAPPEN 

BEFORE? IT CERTAINLY DID…

words: MARK ROLAND
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had built themselves, inspired by the book ‘Cybernetics’ by the mathematician 
and philosopher Norbert Wiener, a hugely influential academic work about “the 
scientific study of control and communication in the animal and the machine”. 
The Barrons built circuits that would self-destruct, oscillators and all manner of 
weird and wonderful electronic sound creation and shaping devices which they 
described as having their own personalities, like characters in a script, as they 
put it, with their own life cycles. 

They created the first piece of electronic music composed for tape in America, 
called ‘Heavenly Menagerie’, and worked with John Cage on ‘Williams Mix’, a 
piece commissioned by the African-American architect Paul Williams, who was 
part of the team who designed the Los Angeles Airport space age Theme Building. 

Visitors to their cramped studio included Stockhausen, Boulez, Edgard Varèse 
(“He hung out there a lot,” Bebe Barron remembered in an interview in 1997, “he 
was so interested, and he had no equipment of his own…”). There were, as 
Bebe said, “no rules, no history” when it came to electronic and tape music, and 
they scored music for dozens of avant-garde films and dance performances, 
often allowing the circuits to create the sounds and pitches themselves without 
interfering with them, and then compiling tape recordings of the sounds into 
finished pieces.

But avant-garde didn’t always pay the rent, so the ‘Forbidden Planet’ 
commission was very welcome. The score was a triumph, MGM were delighted 
with it, but neither the Barrons nor MGM had accounted for the Musician’s 
Union. They weren’t members, and had created the music without musicians, so 
they couldn’t be credited as composers. The credit they received in the film was 
for “electronic tonalities”. They were prevented from being nominated for an 
Academy Award and a soundtrack album wasn’t released until 1976, when the 
Barrons put it out under their own steam in a limited edition, which they numbered 
and signed themselves.

Rose, meanwhile, destroyed his score with the exception of the main theme, 
which was released as single by MGM around the time of the film’s release. A 
couple of years later he wrote ‘The Stripper’ (yes, that one, with the trombones), 
and went on to enjoy household ubiquity with his theme tunes for the TV shows 
‘Bonanza’, ‘The High Chaparral’ and ‘Little House On The Prairie’, which bagged 
him two Emmys.

Louis and Bebe Barron’s soundtrack for ‘Forbidden Planet’ represents a 
moment when the New York avant-garde and mainstream entertainment collided 
with spectacular results. It was the first all-electronic film score, and set the 
tone for many future sci-fi film and TV shows, not least the work of the BBC’s 
Radiophonic Workshop, which was set up just a couple of years after ‘Forbidden 
Planet’ was released.

X

‘FORBIDDEN PL ANET’
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he gravestone of composer György Ligeti, who was 83 when he died 
in 2006 is an impressive modernist monument, a large slab of glass 
with his name engraved into it. It was designed by the Vienna-based 

architects and designers Bulant & Wailzer, and its conceptual resemblance to 
the iconic black obelisk from the film ‘2001: A Space Odyssey’ is striking. Ligteti’s 
music is well-known to most people because of its use in Kubrick’s masterpiece, 
perhaps the best science fiction film ever made. But Ligeti was “shocked and 
appalled” when he saw the film for the first time. He wasn’t the only composer 
who felt that way on seeing the film. Alex North, one of the most revered film 
soundtrack composers of the day, first saw the film at the premiere in New York 
City, shortly before its general release. Ligeti’s shock was because his music was 
all over the film, but without his permission, North’s because the music he’d been 
commissioned to compose and record for the film – over 40 minutes of it – was 
nowhere to be heard. Kubrick had junked the lot.

To say that the story behind the score of ‘2001: A Space Odyssey’ is convoluted, 
disputed and so utterly obscured by both secrecy and conflicting reports is an 
understatement.

Alex North had scored Kubrick’s blockbuster ‘Spartacus’ in 1960, and had 
10 Oscar nominations under his belt by the time Kubrick engaged him for ‘2001: 
A Space Odyssey’. The recording sessions started in London in January 1968, 
just four months before the film’s release. But the film had been in production 
since the end of 1965, and Kubrick had been trying all kinds of music on rough 
cuts of scenes, including pieces by Johann Strauss II, Richard Strauss, Chopin, 
Schumann, Carl Orff and, according to several sources, Ligeti. In fact, in February 
1968, Ligeti wrote to a friend saying that his music publisher was negotiating with 
MGM for the use of his piece ‘Requiem’.

Kubrick also hired composer Gerard Schurmann in 1967, apparently as a 
standby composer and music consultant. When Schurmann heard that Alex 
North had been hired, he assumed, correctly, that his involvement with the film 
was at an end. During his tenure, he and Kubrick had already discussed Ligeti’s 
piece ‘Atmosphères’ at length, which ended up as the first music heard in the film. 
Schurmann later received a message from Kubrick thanking him for his input and 
asking him to put in an invoice for his time. “I declined to name a price in the hope 
that he would perhaps remember me for a future project,” Schurmann told Paul 
Merkely of The Journal Of Film Music in, yes, 2001, “no such luck!”.‘20 01: A SPACE ODYSSEY’
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One theory put forward for this mess was that Kubrick was keen on keeping 
the temporary music he’d placed against his film, but that the studio, MGM, 
wanted an original score. A major MGM movie had to have a sense of occasion 
about it, and an original score was an essential part of that. North later 
recounted that Kubrick was “direct and honest” about wanting to keep some of 
the “temporary” music, but North wouldn’t contemplate the idea of composing 
a score interspersed with pre-existing recorded music. By the end of January, 
North was off the project. The most plausible explanation is that North was hired 
because obtaining clearances for the music of Ligeti and the others was proving 
too difficult. Certainly, that’s what North’s wife, Anna Höllger-North said in 1998: 

“All along he [Kubrick] was trying to clear the rights to the temp track music so he 
really under pretext had Alex compose the score. Kubrick managed to clear the 
rights and Alex was never told that.”

Ligeti later said he didn’t know anything about his music’s role in Kubrick’s 
masterpiece until a friend from the States contacted him and urged him to go 
and see it as soon as possible and check out the music. He went to see the 
film’s opening in Vienna, the city he called home after fleeing Hungary following 
the Soviet Union’s crushing of the uprising there in 1956. “I was absolutely 
astonished,” he told The Guardian in 1974, “I became very angry.” He went a 
second time with a stopwatch, and discovered that no less than 30 minutes of his 
music had been used. He kicked up a stink and was eventually paid a $3,000 fee 
and royalties.

Ligeti actually loved the film’s use of his music: “I found the way in which my 
music was used wonderful,” he told the German newspaper Die Welt in, yup, you 
guessed it again, 2001. “It was less wonderful that I was neither asked nor paid.”

Alex North was, eventually, phlegmatic about the experience. “Well, what 
I can I say? It was a great, frustrating experience,” he said when reflecting on 
it some years later. Another composer, Henry Brant, who worked with North 
on the score and had conducted the orchestra during the recording sessions 
later remembered that Kubrick had listened to North’s score and said, “It’s 
a marvellous piece of music, a beautiful piece, but it doesn’t suit my picture”. 
Kubrick himself, in an interview with French film critic Michel Ciment several 
years after ‘2001: A Space Odyssey’, was more blunt: “He [North] wrote and 
recorded a score which could not have been more alien to the music we had 
listened to, and much more serious than that, a score which, in my opinion, was 
completely inadequate for the film.”

North’s rejected 1968 recordings eventually saw the light of day in 2007 via a 
CD release, and in 2014 a spectacular ‘Beyond The Infinite’ coloured vinyl edition, 
limited to 2001 copies, was released by Mondo.

ast forward past ‘2001: A Space Odyssey’, past Kubrick’s ‘A Clockwork 
Orange’ (1971) with its groundbreaking electronic music contributions 
from Wendy Carlos, past Nicolas Roeg’s ’The Man Who Fell To Earth’ 

(1976), which Bowie thought he was scoring, but ended up being completed by 
John Phillips of The Mamas & The Papas and Japanese percussionist Stomu 
Yamash’ta in a chaos-filled frenzy (which was finally released last year, 30 years 
after it was made), and we arrive at 1982, and the cinema event which we’re now 
probably going to have call the original ‘Blade Runner’ film. 

Director Ridley Scott was riding high after his 1979 sci-fi hit ‘Alien’, and 
the composer he chose to work with was Vangelis, who had recently scored 
Hugh Hudson’s hit ‘Chariots Of Fire’. The choice of Vangelis was inspired. An 
all-electronic soundtrack from a composer at home working with orchestral 
concepts and able to create unusually emotional music from machines was the 
perfect musical motif for the theme of the film; machines with emotions. 

Vangelis used his arsenal of synths to forge an unforgettable sonic backdrop 
for Scott’s extraordinary vision of Los Angeles, 2019. As the credits rolled in the 
cinemas, newly minted hardcore ‘Blade Runner’ fans who waited patiently were 
rewarded with the news that the soundtrack was due for release by Polydor 
Records. But eager visits to record shops drew a blank. There was no soundtrack 
album, not on Polydor or any label. What did get released in 1982, via WEA’s 
Full Moon imprint, was an album cunningly titled ’Blade Runner (Orchestral 
Adaptation Of Music Composed For The Motion Picture By Vangelis)’ by the New 
American Orchestra. With all the requisite sleeve artwork in place to identify it as 
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a bona fide soundtrack release, including Vangelis’ name (‘Inspired By…’), it sold 
in droves to people who must have wanted to throw it out of the window, after 
one listen revealed it to be a cynical knock-off that barely resembled what they 
had heard in the cinema. It was perhaps worse than the ‘Top Of The Pops’ albums 
of the 1970s which featured studio musicians replicating the hits of the day.  
Some 12 years later, a version was released which, while far better than the 1982 
abomination, still fell short of fans’ expectations.

The details of the dispute which held up the soundtrack’s proper release for 
so long remain unclear. When the comprehensive three-disc version finally saw 
the light of day in 2007 (the 25th anniversary of the film’s release), all Vangelis 
could offer by way of explanation for the years of purgatory for the ‘Blade Runner’ 
soundtrack was, “I do not wish to dwell on this subject; suffice to say it was not a 
particularly happy situation for me.” 

The most likely explanation is as mundane as many other Hollywood stories. 
The studio wanted to rush out a soundtrack album as quickly and cheaply as 
possible. Vangelis, a serious composer and not a hack, wanted to time to work 
on the short pieces and cues he had put together for the film in order to produce 
a fully realised album that could stand on its own merit and would be worthy of 
his name. The studio refused to entertain the idea and sanctioned the release of 
the muzak version of Vangelis’ work instead. Vangelis was, to say the least, not 
pleased. As it turned out, the film didn’t actually do that well on its initial release 
at the box office and so Vangelis, although slighted, moved on. It wasn’t until the 
project’s cult status grew in stature sufficiently that a Vangelis-approved release 
of the music was deemed worthwhile.

Still, 35 years later, and surely there would be no chance of some kind of 
controversy attaching itself to the Ridley Scott-produced Denis Villeneuve-
directed sequel, ‘Blade Runner 2049’ soundtrack, would there? Well…

No one was hugely surprised when Vangelis wasn’t retained to score the film, 
though some disappointment was expressed by the legions of ‘Blade Runner’ 
aficionados, whose ranks have swollen considerably thanks to the reissues of 
Scott’s various versions and, of course, the internet. But they were mollified by 
the announcement that Iceland’s Jóhann Jóhannsson had been secured for music 
duties and that the spirit of Vangelis’ work would guide him. Jóhannsson was 
well-respected for his atmospheric and inventive scores for Denis Villeneuve’s 
previous two films, ‘Sicario’ and the literate sci-fi hit ‘Arrival’. His background 
as an electronic musician, with his Kraftwerk-influenced band Apparat Organ 
Quartet, and his artful man/machine neo-classical solo work seemed to make him 
the perfect inheritor of the considerable Vangelis mantle.‘BL ADE RUNNER 2049 ’
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“I have been working on it for quite some months already,” he told me when 
I spoke to him earlier this year. “I always start very early, before filming starts, 
usually. But that doesn't mean that I'm working on it every day, it just means  
that I'm doing research and looking for material, recording material and trying 
out ideas. Sending ideas to [director] Denis Villeneuve, starting a discussion, you 
know? But we start the music discussion very early on.”

He’d signed the usual non-disclosure agreements about his work on ‘Blade 
Runner 2049’, but was open about his reverence for Vangelis’ original score. 

“He is a composer that I admire tremendously,” he said, “and someone who 
has been an influence on what I do even though you might not hear it in an 
obvious way. But what I love about the way he works is that he likes simple, 
strong statements. You know, melodic? And simple, strong motifs. And that's 
something that I love as well. And he uses space, or atmosphere, very well. 
And he somehow manages to make things sound big and epic with just a few 
synthesisers and sequencers and has managed to create a sound that's totally 
his own.”

He was well aware of the film’s legacy, and the risks associated with the sequel. 
“You have to basically try your best not to mess it up,” he told me. 
So when it was announced that Hans Zimmer and his protégé Benjamin 

Wallfisch would be “joining” Jóhannsson in scoring the film, the writing was 
on the wall. To most Hollywood observers, it seemed deeply unlikely that Hans 
Zimmer, the don of contemporary high budget film scoring, would share duties 
with a name like Jóhannsson. And sure enough, just weeks before the film’s 
release, the news came that Jóhannsson was off the project entirely. We’ll 
probably never know the full story of the Jóhannsson soundtrack for ‘Blade 
Runner 2049’, Hollywood NDAs are airtight and draconian these days. We 
asked his management for a statement, to which they replied that they are 

“legally restricted to talk about the movie”. In an industry where composers 
can find themselves out of work for speaking out of turn, no one’s talking.

Perhaps Jóhannsson’s background as a European artist, rather than a 
fully committed Hollywood guy stood against him. Maybe the sheer scale of 
this production delivered the kind of studio pressures and interference that 
Villenueve was able to resist with smaller films like ‘Sicario’, but couldn’t hold 
back this time. Even ‘Arrival’, with its eye-waveringly huge-sounding budget 
of $47 million is dwarfed by ‘Blade Runner 2049’, with a budget looking more 
like a staggering $250 million. With that kind of money at stake, all manner 
of interests are going to have a say in how it turns out, and if they feel that 
a score is not commercial enough, or too arty, too damn weird, or that what 
they’re asking for isn’t forthcoming because the composer is too opinionated 
and is pursuing his own creative vision, well, that composer might get the boot. 
Alex North thought he was delivering exactly what Kubrick wanted 50 years 
ago, but it turned out he was wrong. Perhaps Jóhannsson succumbed in a 
similar manner.

It’s all a long way from the electronic tonalities of Louis and Bebe Barron 
back in 1956, but somehow the echoes of that first act can be heard in this final 
reel, too. 

erhaps the last word should go, surprisingly, to Gary Numan. Numan 
left England for Los Angeles a couple of years ago. Part of the plan was 
to get into film composing.

“I chatted to friends who compose for films,” he says. “We talked about  
the ups and down of composing for films, the workload and the deadlines, 
and the money you get from it. If you start getting into bigger budget films, a 
committee will turn up at the studio, none of whom like each other, they're all 
arguing and want to put different things on it. ‘We don't want a string orchestra 
now, we want a triangle’. Oh, do you? You get caught in the middle of all these 
ego battles, they disagree with each other because of their own problems with 
agreeing with each other. And you're the composer in the middle of all this, 
trying to sort it all out, and you have to go back and undo everything you've 
done and try to figure out what was the middle ground that all these people 
were saying. Sod that. I can't be bothered.”

‘Blade Runner 2049’ is in cinemas now
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wo street kids push an old-fashioned TV set along Coney Island 
boardwalk, past the abandoned structure of the Parachute Jump toward 
a pawn shop where they offload the TV to raise cash to score heroin. 

There’s something comedic, ridiculous even about the scene, until the music 
in the background – a haunting, repetitive string motif punctured by a fragile, 
bleak electronic rhythm – begins to gnaw away at you incessantly. Something 
untoward is about to happen; seconds later the screen shifts to rapid shots of 
drug paraphernalia and abuse.

That simple, devastating motif crops up repeatedly in Darren Aronofsky’s version 
of Hubert Selby Jr’s ‘Requiem For A Dream’, presaging another lurch downwards in 
the fortunes of its sundry doomed protagonists. The perhaps unlikely composer of 
that piece is Clint Mansell, formerly of Stourbridge group Pop Will Eat Itself. Mansell 
has two scores scheduled for release in the next few months – the first for innovative 
Van Gogh animated biopic ‘Loving Vincent’, and another for Duncan Jones’ much-
anticipated dystopian ‘Mute’ – both of which are radically different, both of which 
take Mansell further from where he started out. 

t’s 1996. Pop Will Eat Itself are concluding a tour to promote their 1994 
album ‘Dos Dedos Mis Amigos’ which had been released through Trent 
Reznor’s Nothing label in the US, and which represented their most 

successful and mature album across their decade as a group. With ‘Dos Dedos…’ 
they had veered considerably from their grebo roots, and had largely ditched 
the sampleadelica that had dominated their earlier music. In spite of the album’s 
success, PWEI split at the end of the tour. 

“I was 33, and I felt like the oldest swinger in town,” explains Mansell from his 
Los Angeles kitchen. “I couldn’t see where it was going, and I just didn’t like the 
landscape that we were getting into.” 

The landscape he refers to was Britpop, and it came with a depressing 
realisation: PWEI had always embraced new things, from sampling, to hip hop, to 
techno, all of which were suddenly anathema during the Britpop era.

“This was just like normal music,” he sighs. “The counterculture that I’d grown 
up with had just become mainstream and if you weren’t part of that, you weren’t 
part of anything.”

Lacking any sort of plan, and deflated at the thought that nobody was 
especially interested in what he might have to offer, Mansell decided to move to 
New York and “noodle around at an electronic record” just to see where it led him. 
He ditched most of what he started. 

“I didn’t have any discipline,” he admits. “With Pop Will Eat Itself, we muddled 
along, made some rough demos and then we’d finally get our shit together and go 
into the studio and do it. I wanted some producer like Flood to come in and make 
my ideas better than they were, but I didn’t have that option.”

FROM STOURBRIDGE TO HOLLYWOOD, FROM POP WILL EAT ITSELF 
TO BLOCKBUSTER FILM SOUNDTRACKS, WE PICK THE BRAIN OF 
IN-DEMAND COMPOSER CLINT MANSELL, TO SEE IF WE CAN GET 
TO THE BOTTOM OF WHAT IT TAKES TO BE AN, ERM, IN-DEMAND 

COMPOSER… 

words: MAT SMITH

GREBO GURU

T

I
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CLINT MANSELL

It was Mansell’s then-girlfriend whose connections in the NY electronic music 
scene would ultimately allow him to make the jump into soundtrack composing. 

“One of the guys she knew was Eric Watson,” he says, “and he’d written this 
script together with someone called Darren, but they didn’t know anybody who 
could do the music.” 

The “Darren” here was Darren Aronofsky, and the film that he and Watson 
were writing was called ‘Pi’, which would become Aronofsky’s directorial debut, 
and its score would be Mansell’s first.

“They had no industry around them,” recalls Mansell. “This was a purely 
independent film. Eric, Darren and I met up and they gave me a copy of the script, 
and we talked about the film, and Darren showed me a lot of artwork by people 
who suffered from migraines – things like a still life picture, but with these shards 
of broken glass through it. He started introducing me to the idea of being inspired 
by what you see rather than what you’re thinking.”

At this point, Aronofsky hadn’t shot a single frame of footage for the film, and 
he was collecting donations to help finance his endeavour. 

“There was a lot of time for me to just absorb the concept,” says Mansell. 
“Darren showed me films like ‘Tetsuo: The Iron Man’ which I’d not seen before, 
and we talked about the film music we liked – John Carpenter, basically. We also 
bonded over the film music that we didn’t like. Eventually, I did a piece of music 
just based on all the conversations we’d had. At that point I’d never done it before, 
and had no idea how you put sound to picture, but it just seemed a normal way 
to approach it. None of us knew what we were doing, but we learnt as we went 
along that a piece of music written for a scene changes everything. After that I’d 
always write from the scripts and from ideas, without seeing footage of the films.”

The piece of music that Mansell wrote for the nascent ‘Pi’ project didn’t 
actually appear in the final film in the form that he’d originally created it, but it 
galvanised the team just enough to allow the project to move forward, and also 
set the overall tone for the film. 

“Darren just wanted an opening title piece from me, and the rest of the film was 
supposed to be pre-existing electronic music,” he says. “When he tried to licence 
the tracks he couldn’t get them, so I ended up scoring the whole film.”

Nothing in the Pop Will Eat Itself back catalogue suggested that Mansell 
could slot into this world so readily. It was seeing Aronofsky’s passion and 
determination that lifted him out of his creative slump, allowing him to develop the 
discipline that he knew his early time in NY had lacked. He has since scored each 
one of Aronofsky’s films (with the exception of his recent, music-free ‘Mother!’), 
as well as working with a number of like-minded directors who share a similar 
creative vision.
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I
‘ve just got to put the kettle on and make another cup of tea. This one’s 
gone a little bit lukewarm.”

As much as Mansell’s career might have been undertaken a major 
pivot, he is still essentially a guy from Stourbridge, deep in England’s industrial 
heartland. His accent betrays no influence of 20-odd years living in America, and 
his relaxed demeanour lacks any of the pretentiousness that might come when 
you’ve worked on some of the most interesting moments in both independent and 
mainstream cinema of the past two decades.

If the move into soundtrack composing still seems a little strange, even as 
Mansell is now considered one of its leading lights, what’s even more strange 
is how effortlessly he was able to be drawn into what we might describe as a 

“classical” tradition; the haunting score for ‘Requiem For A Dream’ was realised 
with the venerable Kronos Quartet, and strings have been major components of 
Mansell’s scores ever since. But Mansell himself doesn’t think the evolution is 
that strange. 

“When I first saw both ‘Halloween’ and ‘Assault On Precinct 13’, they struck me 
massively with their music,” he explains. “Your first forays into making music like 
that means you tend to gravitate towards what you’d like to be like, so for me that 
meant a brooding analogue sound. But, while you bring a lot to the table yourself, 
it really is about blending with other people and joining in with the project they’ve 
got going on. That leads you to all sorts of weird and wonderful places, and you 
find out you have a connection to a certain style, which for me is that blend of 
acoustic instruments, soundscapes, ambience and electronics.

“At the end of the day I just boiled it down to the Ramones,” he laughs. 
“Whether it’s the Ramones or Vivaldi or John Williams, to some degree they’re all 
connected in a similar way: you have rhythm, you have a chord progression, you 
have a melody – it’s essentially the same ingredients just reworked in different 
ways. I guess you don’t go from Ramones to John Williams overnight, but if you 
take a path from the Ramones to John Carpenter, suddenly you’ve connected a 
dot that you never knew you had before.”
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CLINT MANSELL

A
lthough Mansell is most often associated with the films of Darren 
Aronofsky, he isn’t the only director he is fortunate to win repeat 
business from. Another is Duncan Jones, son of David Bowie and 

director of ‘Moon’ and the forthcoming Netflix film ‘Mute’. 
“In 2005, Pop Will Eat Itself did some shows marking the 10th anniversary since 

we’d split up, and Duncan had come to a gig,” Mansell recalls. “Around the same 
time I was doing ‘The Fountain’ with Darren and I was talking with Duncan’s dad 
about him singing on the soundtrack, and so I’d got to know him a little through 
that. Some time went by, and he got in touch out of the blue. I didn’t even know he 
worked in film at that point. 

“He sent me the script for what would become ‘Moon’, and I was blown away.  
I still think it’s the best script I’ve read. It just touched on all these things that I like 

– loneliness and what it’s like to be human. Duncan was great and we got on really 
well. It was just a dream to do that film with him.”

Mansell’s score for ‘Moon’ tapped into a tradition of sci-fi soundtracks that 
started with ‘2001: A Space Odyssey’, using classical music that played to the 
film’s central themes of isolation and technology, only where Kubrick’s film used 
works by Ligeti and Strauss, Mansell’s score blended string arrangements with 
sparse electronics. It’s a pattern that is now familiar from most of his soundtrack 
work, and one which seemed especially suited to Jones’ singular vision.

Details on ‘Mute’, which is set in a nightmarish future Berlin, are vague with 
Netflix saying they plan to show the film “in 2017”, while Mansell can’t say too 
much about his music either. 

“I really like it,” is what he does say. “It’s a bit more human than ‘Moon’. It was 
good fun to work on, and relatively painless. I’m not one of those people who 
subscribes to the idea that their best work happens when there’s lots of tension. 
It’s just a mantra that people who are shitty to deal with tell themselves. I always 
want time, ease, and anxiety-free scenarios to create and work in.”

Just ahead of ‘Mute’, Mansell will release the score to ‘Loving Vincent’.  
The film has the accolade of being the first oil-painted film and its narrative deals 
with the tortured existence of Vincent van Gogh. If Mansell enjoys having ample 
time to work in a project, this project afforded more than ever. 

“The directors had been working on it for eight years,” he says. “They were 
adamant that no one else but me was going to score the film. The upside of all of 
that was that I had two years to work on the score. That’s an incredible luxury.”

Working on the film allowed Mansell the time and opportunity to research Van 
Gogh’s story. 

“His melancholy, his loneliness, his utter belief in something bigger, was just 
astounding,” says Mansell. “His commitment to endeavour over skill made him 
the first sort of punk rocker to me. I found it all really inspiring. It made me feel 
the same way as I did when I wrote the scores to films like ‘Black Swan’, with all 
those attributes to his story that maybe we don’t even think about when we see 
somebody’s work.”

It’s work like ‘Loving Vincent’, ‘Moon’ and ‘Mute’ that allow Mansell the 
creative freedoms to craft compelling, intricate scores that unlock something in 
the visuals and the characters. 

“I ask myself how I want to spend my time,” he concludes, as his cat starts to 
noisily demand breakfast. “I want to be doing something interesting, that people 
then might find interesting. On my death bed, I don’t really want to look over and 
see loads of scores that I wrote for ‘Transformers 12’. Those things just don’t 
excite me. I want look at a body of work and go ‘I’m happy with what I did, and 
with what I contributed’.”

Clint Mansell’s ‘Loving Vincent’ score is out now on Milan Records. ‘Mute’ will 
be shown on Netflix “in 2017” 
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eet Cato, whose name you won’t know, but you will almost certainly 
know his work. He’s scored and written original music for over 20 feature 
films and documentaries, including crime flick ‘Smokin’ Aces’ and 2006’s 

neo-noir ‘Mini’s First Time’. Along with fellow composer Jon Brion and “an 
unnamed extremely influential rock band”, he worked on ‘Stone’ starring Robert 
De Niro and Milla Jovovich (”They needed the ‘sound of God’,” he laughs).

So far so good. Here’s the really interesting bit though. He’s also composed, 
produced and remixed music for hundreds of film trailers film trailers including 
Denzel Washington’s Oscar-winning ‘Fences’, ‘The Iron Lady’ starring Meryl 
Streep, ‘Star Trek Beyond’, ‘Game Of Thrones’ and most recently, with a very 
respectful nod to Vangelis, his work adorns the ‘Blade Runner 2049’ trailer.

Call us naïve, but we assumed the headline composer, the person engaged to 
create the original soundtrack, would be the responsible for all the film’s music, 
trailers and all. Nope. The creation of film trailers happens in an environment 
largely separate from the actual film production and is run by studio marketing 
departments and trailer advertising agencies, also known as trailer houses.

“There’s not necessarily that much interaction between the two worlds,” 
explains Cato, “although for bigger or highly anticipated productions like ‘Blade 
Runner 2049’, the director and top level producers would be more involved, 
making sure the trailers really reflect their vision for the film.” 

BY NIGHT HE’S ELECTRONICA ARTIST SCHWARZMODUL, BY DAY 
HE’S LA-BASED FILM/TV COMPOSER, CATO. DIP INTO A WORLD 

YOU NEVER KNEW EXISTED… 

words: NEIL MASON

THE TRAILER GUY  

M
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CATO

As is usually the case, there is also more than one piece of music in  
the trailer. 

“With ‘Blade Runner 2049’ I was able to work with the themes from the 
original score and produce my own take on it,” he explains. “But the ending 
piece is by someone else. It’s fairly easy to hear where my music ends and the 
other track starts.”

Most of this work all happens before the film’s main composer is even on 
board and it is, apparently, very rare for a score composer to also pen the trailer 
music.

“Composing for films and composing for trailers are two different, albeit 
related, disciplines and not many composers work in both worlds, like I do,”  
he says. 

So how do you get a gig like this? It’s encouraging to hear the path is one 
well trodden. Cato was born and raised in Norway, his father was an artist and 
art director and his mother was artistically inclined too, so creative pursuits 
were encouraged in his home. 

“I got into synths at a fairly early age, inspired by the likes of Klaus Schulze, 
Tangerine Dream, DAF, Suicide, Cabaret Voltaire and Throbbing Gristle,”  
he says. 

He’d tear apart old radios and experiment with tape recorders and tape 
loops, and by the time he was in his late teens he was in a steady stream of 
experimental electronic outfits. 

“I was less interested in the musical establishment, but I had some 
brief experiences in the mainstream as the ‘guy with the synths’,” he says. 

“Watching the original ‘Blade Runner’ had a huge impact on me as far as 
wanting to start writing music for film. It showed me that it was possible to do 
this without an orchestra. I was already a fan of Vangelis, but the combination 
of his music and that amazing film just blew me away.” 

He always knew he wanted to make a living in music one way or another, 
and, while it is possible to get into TV and film scores no matter where you live, 
it is going to help if you live close to the action. After some years working with 
studio equipment and electronic instrument companies in Europe, Cato was 
offered the chance to work for a company in LA.

“If you want to work on bigger projects it’s probably better to be located 
in London, New York or LA,” he admits. “And that job helped me get one step 
closer to doing what I wanted to be doing.”

His time as an electronica artist (as schwarzmodul he’s just released tracks  
on LA’s Track Number label, and has collaborated with Robot Koch on his 
releases through the Berlin-based Monkeytown label) ensured he was busy 
honing his sound instead of waiting tables while he worked to get a foot in  
the door.

“You go with the flow and embrace the opportunities you manage to get,” 
says Cato. “Writing music for trailers is a very specialised pursuit, and one that 
I learned after having spent years as an electronica artist and a film/television 
composer. Trailers usually have many pieces of music/sound design either 
created or licensed for it, sometimes they’re just a few seconds long. So what I 
contributed to most of the hundreds of trailers that feature my work is not at the 
level of what I did for the ‘Blade Runner 2049’ trailer which, to me, was a dream 
gig considering my love for the original movie and the score by Vangelis.”

You’d imagine that sort of job doesn’t just land on your plate out of the blue. 
You clearly need to be at a certain level… 

“I got the opportunity through the relationships I’ve built over the years I’ve 
spent in the trailer music business,” he admits. “On a production as high profile 
and anticipated as this, you’ll have name electronica artists being asked to 
submit, so it’s going well beyond the world of trailer music. There’s a level of 
trust involved, but there are absolutely no guarantees that your work will end up 
in the finished trailer. It’s all done on spec.”

Which sounds like a proper seat of the pants way of working?
“Writing music for trailers is a high pressure, take no prisoners, very fast-

paced business,” says Cato. “If you have found that it’s for you, then you just 
take your punches and move on to the next one. No complaints.” 

For more about Cato, visit musicbycato.com
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great soundtrack can hardwire movie moments into our memory.  
Picture the futuristic Los Angeles of ‘Blade Runner’ and you can hear  
the saxophone winding its way around Vangelis’ metallic chords. Watch 

an ‘Inception’ street collapsing inwards and Hans Zimmer’s bombastic bass notes 
are not far behind. And who can forget the shrieking violins taking a shower in 
‘Psycho’, or Beethoven pouring into wide droog eyes in ‘A Clockwork Orange’. 
All these moments are sacred cows branded in time; cattle-ironed into our 
consciousness.

You may want to be sitting down for this next bit. There are musicians out there 
who find that classic soundtracks are not enough. They’ll sit there with a bucket 
of sticky popcorn and their minds will fizz with different noises. The braver ones 
will then hire a venue, shove a film onto a big screen and perform a whole new 
live score for an audience. ‘The Italian Job’ car chase set to the Benny Hill theme 
tune? Yes please. Rocky’s workout montage with ‘It’s Raining Men’? Absolutely. 
And away with your pitch-bending Yamahas, Mr Vangelis, Deckard is entering 
screen-left to a kazoo.

In 2014, when Radio 1 invited artsits to rescore Nicolas Winding Refn’s ‘Drive’, 
a soundtrack with a higher Amazon rating than the film itself, Twitter became so 
overheated it nearly lifted the bonnet off. “Replacing all the tunes in ‘Drive’ is like 
replacing Ryan Gosling with Ralf Schumacher,” said one Twitter pundit, while 
someone else compared the exercise to Gus Van Sant’s clunking shot-for-shot 
remake of ‘Psycho’. The event’s curator, DJ Zane Lowe, defended the idea saying, 

“We have not steamrolled in… it is a parallel experience that you can choose to 
watch or not.”

So what would, er, drive someone to re-soundtrack a film, especially with a 
live audience and the whole of Twitter waiting in judgement? In 1995, Mathieu 
Kassovitz went easy on the incidental music for his movie ‘La Haine’, but an 
accompanying “inspired by” soundtrack popularised French hip hop from 
Normandy to Nice. The brutal Parisian riots depicted in the film, released in the 
US as “Hate”, became as seared into the French consciousness as ‘Trainspotting’ 
was in the UK. in 2001, a few years after its release, rapcore rascals Asian Dub 
Foundation re-soundtracked ‘La Haine’ at a special event at The Barbican . 

PERFORMING ALTERNATIVE SOUNDTRACKS TO CULT MOVIES, 
ASIAN DUB FOUNDATION’S CHANDRASONIC AND FACTORY 
FLOOR’S GABRIEL GURNSEY – WHO BETWEEN THEM HAVE 

TACKLED ‘LA HAINE’, ‘THX 1138’ AND ‘METROPOLIS’ – EXPLAIN 
WHAT IT’S ALL ABOUT, ALFIE  

words: FAT ROLAND

FROM THE OTHER 
SIDE OF THE
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ALTERNATIVE SOUNDTRACKS

Despite their plaudits over the years – a Mercury Prize nod, a UK Asian Music 
Award and a (refused) MBE – ADF are not the first band you’d expect to produce 
something as ambitious as a live re-soundtrack. It’s the kind of thing orchestras 
do, right? Which triggers a memory with the band’s Chandrasonic. 

“When I was 11,” he says. “I was taken to Rank film studios to watch an 
orchestra dub a Hammer Horror film. It was quite a radical thing to see when 
you’re that age. It stayed with me: that’s the real reason all this happened. 
Although when the Barbican Centre wanted us to work with a classical composer, 
we didn’t like it, that’s when I said we’d do a live soundtrack to ‘La Haine’.”

Their rescoring of this vache sacrée included what Chandrasonic calls 
“concrete jungle terror loops”. Critics loved it and the band toured the show for 
over a decade, including in 2012 a performance at the notorious Broadwater Farm 
estate where riots had erupted the previous summer. The police weren’t happy. 

“You put a provocative film on in a tinderbox and they’ll try to close it down, but 
of course it wasn’t like that at all,” says Chandrasonic.

It’s a reminder that re-soundtracking in front of an audience is tricky, 
particularly if there are improvised elements. What frame rate is the film running 
at? If it’s not got subtitles, can people hear the dialogue? How do the musicians 
see a screen that’s facing an audience? Chandrasonic fondly recalls a scrappy 
1996 club residency to which Apollo 440’s DJ Harry K invited acts like Tricky and 
Paul Hartnoll to spin discs over projected films. Tricky simply ignored the record 
box re-soundtracking theme and DJed whatever the heck he wanted. He also 
recalls Scanner’s psychedelic rescoring of Jean-Luc Godard’s ‘Alphaville’. 

‘L A HAINE’



‘METROPOLIS’
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“He sat in a cinema chair in the audience with a digital four-track. They’d 
got the wrong lens and everyone looked short and fat, but he created this 
disorientating thing where the English dub of the subtitles was out of sync.  
Most people wanted their money back, but I thought it was fantastic: there was 
this sense of reality being bent.”

t’s incredibly satisfying to do a soundtrack,” says Gabriel Gurnsey of 
Factory Floor, who earlier this year were asked by London’s Science 
Museum to produce a live re-soundtracking of the biggest of them all: 

Fritz Lang’s silent epic ‘Metropolis’. Even if you’ve not seen the film, you know its 
central image: a towering silver robot looking like the Statue of Liberty prepping 
for a particularly aggressive hen-do. About a decade ago, museum workers in 
Argentina found a stack of long-lost ‘Metropolis’ deleted scenes. The resulting 
extended version was the one that Factory Floor had to rescore. Gurnsey, a 
drummer by trade, took this as a particular challenge.

“Usually our live sets are hectic with drums,” he says, “but it’s a long film and 
two-and-a-half hours of drumming would have been crazy. We wrote it per scene, 
and it was a good opportunity to create rhythm through modular synths instead of 
drums so we had this constant pulse all the way through.”

The ‘Metropolis’ show went down well, with one review describing it as a 
“bubbling sonic assault” that tore “several new orifices” in the museum. Yeesh.

“It’s quite an organic film, with the model buildings and old school graphics,” 
says Gurnsey, “and the way we work is modular like that. It’s also a film about the 
future and robotics, and that matched the motorik thing that Factory Floor has.”

A longer-lasting legacy of Factory Floor’s performance may well be seen on 
their next album, due sometime in 2018. 

“It was a massive step forward for our sound between albums,” says Gurnsey. 
“We were not entertaining people in a club, it was a different atmosphere outside 
our comfort zone. This will feed back into the way we’ll work on new stuff: maybe 
we’ll have a film on in the background. We always work with visuals anyway.”

Factory Floor’s reinvigorated energy offers a clue to why musicians reinvent 
movies. It’s less about the film and more about creating something within your 
own universe – as long as that film’s themes are integral to what you do. And it 
could be argued that re-soundtracking helped maintain Asian Dub Foundation’s 
reputation way beyond the 1990s. They went on to rescore ‘The Battle Of Algiers’ 
and the early George Lucas film ‘THX 1138’. 

“You are making a separate piece of art,” says Chandrasonic. “Sometimes you 
can get bolshy and think you’re going to redefine the focus of the film. But doing 
it live, there are all kinds of variable factors: the venue, the expectations people 
come with. If you cling onto the original film being untouchable, then it takes a lot 
more to dislodge you from your prejudices.”

“I



FACTORY FLOOR RESCORING ‘METROPOLIS’
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ALTERNATIVE SOUNDTRACKS

Re-soundtracking will carry on apace, whether it’s thoughtful extensions of 
cinematic legacies as described here, or, y’know, playing rave music over ‘The 
Little Mermaid’. It’s spreading to television too. There are few TV soundtracks 
as famous as the work by Angelo Badalamenti on ‘Twin Peaks’, and it seems the 
new series is a hit with people who like to be confused at things. Doom-gaze 
band A Place Both Wonderful And Strange rescored David Lynch’s work at the 
deliciously dark yet sadly defunct Morbid Anatomy Museum in Brooklyn. Also in 
Brooklyn, Silent Drape Runners provided an occultish re-tracking to the original 
TV series. 

“We definitely love Badalamenti's work,” say the Runners. “No one could say 
we are even in the same realm as him.” 

And yes, it’s true, it actually happened. Silent Drape Runners have also  
re-soundtracked ‘The Little Mermaid’ with rave music. 

Meanwhile, Factory Floor will continue to tour ‘Metropolis’, but don’t expect 
any more film fiddling from Asian Dub Foundation. Now that people can simply 
dump a film onto their laptop and chuck a load of audio onto it by tapping a 
few keys – or just waggle GarageBand at Netflix – the magic has gone for 
Chandrasonic. 

“It was a technological knife-edge,” he says “We were literally pressing ‘Go’ 
on our sequencers all at the same time. I don’t want to sound like someone who’s 
anti-progress, but it’s a bit deskilled now.”

Next time you’re cutting off someone’s ear in a warehouse, murdering a paying 
motel customer in a shower, haunting someone doing pottery, or flying around LA 
assassinating replicants, listen to the noises in your head. You won’t be the only 
one re-soundtracking movie history.

Factory Floor perform ‘Metropolis’ at Brighton’s Attenborough Centre on  
11 November, while ADF’s new album, ‘Access Denied’, is due in early 2018 



“ IT  SOUNDS L IKE  A

ROBOT’S  ORGASM”
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MARY EPWORTH

ou know sometimes you have this thing where you have 
a good bad review and a bad good review?” says Mary 
Epworth, Cheshire Cat sized grin across her face. “So 

someone can love your record, but not get it… and you can have a 
bad review with an amazing quote in it?”

I nod, wondering which of these options she is getting so 
animated about.

“So there’s this German review that’s a proper slagging,” she 
chuckles warmly. “But it’s absolutely brilliant because they say 
something like, ‘It sounds like a robot’s orgasm’. You say that like 
it’s a bad thing! I’m literally going to put that on everything now, you 
basically said I’m a sexy robot dominatrix! Brilliant!”

Mary Epworth is positively glowing. Her new album ‘Elytral’ has 
been out for a day, and she’s beaming about it across the table. 
Wrapped in an impossibly shiny patent leather jacket, with pastel-
pink hair effortlessly coiffed and tumbling down her back, she’s 
very jolly despite it being the morning after what sounds like a 
spontaneous post-gig after-party. She’s got a pint of something fizzy 
and clear in her hand, and every now and then she inquisitively pops 
her head over the balcony at Norwich Arts Centre, to see what’s 
going on in the bar below as people hustle and bustle, readying things 
ahead of her headline gig here tonight. 

It’s hard to find a mention of Mary in any publication without 
immediate reference to her brother (Google is your friend here, let’s 
not partake in the bun fight). Two musical talents from one family 
conjures up wholesome images of tiny prodigies, perched around a 
family piano, penning early works and flipping through a vast parental 
library of LPs for inspiration. 

“I don’t really remember music or sound being a particularly 
massive part of my life when I was younger,” says Epworth. Music 
didn’t figure until she was a teenager, she explains, when she invited 
herself to join a band, aged 14, and started gigging. An obsession 
with Paul Simon’s ‘Graceland’ album around the same time ignited  
a passion that burns to this day.

In her early 20s, she learned to play the guitar and although she 
saw just a writing tool, it also freed her from the default role of 
backing vocalist, which she seemed to find herself in all too often. 
Add a four-track cassette recorder, and she soon began writing her 
own stuff.

“People thought what I was doing was very weird, and not in 
a good way,” she smiles. “I was knocking around with a bit of an 
alternative country scene, and everybody I showed these songs to 
were like, ‘Well, these ones are good because they’re country, and 
these ones are WEIRD, you should stop doing these weird ones’.”

One person who clicked with Epworth in the early days was Will 
Twynham. They set up the Hand Of Glory record label together, he 
produced her first album, plays guitar in her band… and is her beau. 
That first album, ‘Dream Life’ was a strong debut back in 2012. It went 
down well with the press and earned her a loyal fan base including 
several DJs at BBC Radio 1 and 6 Music. Listening back now, it’s a bit 
of a pop voyage. Her vocals are narrative heavy and strikingly perfect 
in performance. The tempo is an easy sway and while she mentions 
more than once during the interview that she dislikes the reference, 
there are undeniably some folky undertones buried within.

But it’s the contrast between this debut, and her new album, that’s 
very interesting. ‘Elytral’ is a world away. An underworld away, if you 
will. Epworth sounds like she’s been unshackled and let loose to truly 
capture what’s popping around in her brain. It’s an album packed with 
ideas, all distorted, contorted, heavy and industrial, where string 
arrangements are swapped for piercing synths and walls of noise. 
What’s even more curious is the five-year gap between the releases. 
You can’t help but wonder what the hell happened in that time to 
provoke such a change. 

WITH ADVENTURES A-PLENTY, INCLUDING A SPOT OF 
WRITER’S BLOCK, A ROLLER COASTER RIDE WITH A 
BLOCKBUSTING PODCAST AND A BRUSH WITH TONY 
VISCONTI, MARY EPWORTH SERVES UP AN ELECTRONIC 
DOOZIE OF ALBUM THAT NO ONE SAW COMING

words: SOPHIE LITTLE 
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“For quite a long time I wasn’t doing anything,” she explains.  
“I’m the sort of person who occasionally gets writer’s block and I don’t 
like to admit it, or think about it, or talk about it. I’m lazy and arrogant 
in that I want a song to arrive from the heavens like a lightning bolt, 
and they usually do, so I hate trying to force that”. 

There were a couple of lightning bolts in the interim. Two singles, 
2013’s ‘September’ and 2014’s ‘Snow Queen’, but the real catalyst for 
change it would seem was a new toy.

“I got an iPad with GarageBand on it and I started messing around 
with silly ideas,” she says. “I just ended up writing so much I thought, 
‘So this is what’s happening now!’.”

With the hike in productivity being attributed to the magic of the 
iPad, I poke a little harder about the change in style and sound.

“I was already listening to quite a lot of electronic stuff,” she offers. 
“It’s more like I’d decided to give myself permission to stop worrying 
about genre and to follow this other path and not worry that I was 
changing or upsetting listeners.”

With the tablet full of ideas and the demos under arm, Epworth 
headed across the Atlantic to spend two weeks with her pal and 
producer Thom Monahan (Vetiver, Beachwood Sparks) at his Golden 
Void studio in Los Angeles. 

“I thought we’d just start from scratch,” she says, “but when I got 
there he explained that we can actually just load my GarageBand files 
into Logic and build on them. So a really big chunk of what ended up 
being on the album has sounds like my shirt brushing up against the 
internal mic of the iPad.” 

She’s visibly enlightened by this experience, especially as she 
explains ‘Dream Life’ took a few years to put together.

“For ‘Elytral’ we basically built on the tracks, spat the MIDI out 
through nicer drum machines, and just kind of dressed everything 
with better sounds,” she says. “We did it really quickly, two songs a 
day for two weeks. A lot of my favourite records have got that feeling 
of spontaneity and freshness and mistakes that make them sound 
a bit unfinished and weird, I think that’s the stuff you end up loving 
about a record.”

A rare common thread between the two albums are Epworth’s 
nature references. The word ‘Elytral’ itself refers to the hardened 
smooth shell of a beetle.

“I think I’m being a cool, industrial person, and then I realise,  
‘Oh, I’m writing about nature again’,” she says. “That’s just the  
central metaphor of my life, not just lyrically, but if anyone looks at  
my Instagram it’s full of pictures of clouds.”

It’s true. Six out of her last nine photos at the time of writing 
contain some kind of cloud formation. If you trawl back a bit, you’re 
looking at seas, rivers, trees, bugs, flowers, tadpoles, and tree 
stumps. As well as maintaining her nature-heavy Instagram page, 
Twitter has been a surprisingly prominent force for good in her  
career too.

One such fortuitous opportunity came when she followed 
an account she thought was funny and a little odd, and started 
interacting with them. Her new Twitter pals had a podcast called 
‘Welcome To Night Vale’. Created by Joseph Fink and Jeffrey Cranor, 
the podcast was a radio show for the fictional town of Night Vale, 
reporting on the strange goings-on there. They responded to her 
tweets by asking to use one of her tracks. As luck would have it, the 
podcast became a huge success, downloaded well over 100 million 
times to date. They invited Epworth to tour with them in Europe, and 
then America. Visiting 36 cities and covering over 10,000 miles by 
road, it was an epic adventure for someone who readily admits they 
don’t even listen to podcasts. Meanwhile, Jeffrey Cranor was busy 
penning a spin-off series with Janina Matthewson called ‘Within The 
Wires’. They liked Epworth’s work so much they asked her to score 
the first two seasons, the second of which has recently premiered.

“The first season was a dystopian sci-fi tale told via late 70s early 
80s self-help cassettes,” explains Epworth. “I had a bit of a New Age 
childhood, so I really know what these tapes sound like! Season two 
is a mystery told through museum tour guides.” 

It’s the first time she’s produced herself. With such a quick 
turn around on each piece, it was impossible to organise working 
with a producer or getting someone else to mix. “It’s a completely 
different process for me and that’s been really life changing actually,” 
she admits. Her unplanned expedition into the world of podcasts 
might well have been a driving force in how her sound changed so 
dramatically between albums one and two and it certainly seems to 
have influenced where she might take things from here. 

“I’ve been writing and developing some of the podcast work,” she 
teases, conscious of not giving too much away. After a five-year wait 
for her sophomore release, she hints at having already formed plans 
for albums three, four and five. 

“Album three is basically demoed,” she says, nonchalantly, “and 
we’ve already done two tracks with Tony Visconti, amazingly, at the 
Visconti studio! Again, that came about via Twitter.” 

A tweet to studio manager Leah Kardos about David Bowie drum 
production was followed by an email back asking if she wanted to be 
produced by Visconti. Like you do. Having been to the studio, she’s 
back in the position of sending him demos again.

“The idea is that we’ll work together again and do some more, but 
only if he likes them. I want the demos I’ve written so far to be on the 
album, so if he doesn’t want to do them I still want to do them. I just 
have to figure out how that works.” 

Mary Epworth is on a roll, clearly. She’s unshackled from 
expectation, reinvigorated and truly excited to be doing what she 
wants, how she wants. Which is how it should be. 

‘Elytral’ is out now on Sunday Best

“ I  T H I N K  I ’ M 
B E I N G  A  C O O L , 
I N D U S T R I A L 
P E R S O N ,  A N D  T H E N 
I  R E A L I S E ,   

‘ O H ,  I ’ M  W R I T I N G 
A B O U T  N A T U R E 
A G A I N ’ ”



MARY EPWORTH
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MILLER T IME

MUTE RECORDS FOUNDER, MUSICIAN, PRODUCER, 
REMIXER AND DJ, YOU NAME IT, DANIEL MILLER HAS 
BEEN THERE, DONE THAT, GOT THE T-SHIRT, AND MOST 
LIKELY SIGNED THE BAND TO HIS LABEL… 

words: STEPHEN DALTON
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aniel Miller is not only a titan of 
the British electronic scene, he’s 
a hugely important global figure 

in independent music generally. Born to 
Austrian-Jewish refugee parents in North 
London in 1951, Miller initially studied 
film at college before the arrival of cheap 
synthesisers and drum machines liberated 
his musical ambitions. He launched the 
defiantly indie Mute label in 1978 with his 
seminal electro-punk seven-inch ‘Warm 
Leatherette’, released under the alias 
The Normal. Born from the DIY ethos of 
punk, the pioneering spirit of Mute was 
anti-elitist, experimental and adventurous. 
Lit tle has changed 40 years later.

Mirroring his own eclectic tastes, Mute 
has always showcased leftfield electronic 
and industrial artists alongside platinum-
selling pop stars. As the home of Depeche 
Mode, Yazoo, Erasure, Nick Cave And The 
Bad Seeds, Einstürzende Neubauten, Moby, 
Goldfrapp and more, the label enjoyed 
major success in the 1980s and 1990s.

“ A N Y O N E  W H O  T H I N K S 
B R E X I T  I S  G O I N G  T O 
T A K E  1 8  M O N T H S  T O 
S O R T  O U T  S H O U L D  T R Y 
D E A L I N G  W I T H  E M I ”

But commercial pressures during the 
Britpop era drove Miller to sell Mute to 
EMI in 2002 for £23 million, although he 
remained in charge of operations. The 
merger unravelled in 2010, when he 
delicately negotiated a divorce from EMI 
and launched a rebooted version of Mute. 
His most recent star signings are electro-
rock legends New Order, which feels like a 
perfect fit.

Alongside his label boss duties, he 
recently started DJing again, playing 
legendary venues such as Berghain 
in Berlin, Space in Ibiza and Sónar in 
Barcelona. This in turn le him to reactivate 
Mute’s techno offshoot Novamute, once a 
platform for for the likes of Richie Hawtin, 
Luke Slater and Miss Kittin. 

As he warms up for his latest London 
DJ date, at the inaugural We Are Robots 
festival in the capital’s glit tering East End, 
and the launch of a new book ‘Mute: A 
Visual Document’, Miller talks to Electronic 
Sound about his long and varied career.PHOTO: JOE DILWORTH
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Mute has always had a broad roster of acts: 
experimental, electronic, underground, but 
also pop. Is there some kind of shared spirit 
between all these acts?

“To me there is. I think it’s about quality, 
originality, sense of humour... exceptional 
is the word I like to use because it covers 
a lot of things. They don’t sound like 
somebody else. They might be out of time 
with whatever’s going on in music, but the 
music is great. It’s a hard thing to say, but 
I would just say exceptional artists and 
great people to work with.”

You’ve recently relaunched Mute’s specialist 
techno imprint Novamute with a new EP by 
Nicolas Bougaïeff. Why revive the label now 
after a dormant decade?

“In my recent phase of DJing I’ve been 
playing techno, the kind of music that 
would have been on Novamute when it 
was running before. And I just thought it 
would be great, now that I’m in a position 
where I know what I like and I think I know 
what works, to start putting out some 
records that would work for me and for 
others too. Hopefully we’ll be finding new 
things and working with some old friends 
as well.”

“ I  D O  A B O U T  2 0  D J  S L O T S  A  Y E A R , 
W H I C H  I S  F I N E  F O R  M E .  S E M I - P R O , 
I  T H I N K  I S  T H E  E X P R E S S I O N ”

How does Novamute differ from Mute?
“It’s distinct in the sense that it’s a very 
specific techno label, it works very 
much within that genre. I think if it was 
within Mute it would be more difficult 
for people to understand what it is 
doing, if it was next to a Josh T Pearson 
release or next to a Goldfrapp release. 
It is genre specific so it’s quite good to 
have its own identity.”
What prompted you to start DJing again?

“I had no intention of doing it but a few 
years ago a friend of mine who DJs 
as Regis, Karl O'Connor, was living 
in Berlin and had a project called 
Sandwell District, which is a collective 
of DJs and producers. He was doing a 
party at Berghain and he asked me to 
DJ – I thought that was crazy, I know 
Berghain, I’ve been there and I love the 
music they play, but it’s a very specific 
thing. But he assured me it wasn’t too 
much pressure. So anyway I did it and 
realised it was something I'd like to 
do more of. So I now have an agent 
and do about 20 DJ slots a year, which 
is fine for me. Semi-pro, I think is the 
expression.”
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But you were actually a club DJ in the 1970s 
before you started Mute, right?

“That was a very long time ago, quite 
a long time before Mute. I had kind of 
escaped London for while, did some 
travelling, ended up in a very beautiful 
place called Zermatt in Switzerland. I’m 
into skiing and applied for a job where 
they had a club. It was tourist place, just 
a club for people on holiday. I ended up 
doing two seasons there. I was playing 
the hits of the day, whether it was ABBA 
or Status Quo or ‘Kung Fu Fighting’, all 
the 1960s and 1970s hits. I enjoyed the 
experience of it even if I didn’t necessary 
like all the music I played. Playing music 
for people to enjoy is something I like 
to do, and that applies as much to a ski 
resort as it does to Berghain.”

Your parents were both actors and Austrian-
Jewish refugees. Is there a connection 
between that kind of cultured, cosmopolitan 
background and your career in music?

“I think there must be. I never wanted to be 
an actor, but obviously I grew up around 
German Austrian culture, and they were 
open-minded about things I wanted to 
do in terms of jobs. I learned about the 
creative side of life early on, I studied film, 
went to film school, worked at doing that 

for while. Music was always my first love, 
but I couldn’t find a way through to it. But 
they were always very supportive, they 
created the space for me to do all that.”

Bizarrely, John Cleese once gave you some 
early career advice. How did that happen?

“There was a little group of us at school 
when we were about 16, in the sixth 
form, and for some reason we started 
writing comedy and performing it at 
school. We thought we were pretty good, 
ha! I don’t know if we were or weren’t, 
but John Cleese was quite well known 
then, just before Monty Python started 
there was a radio programme called ‘I’m 
Sorry I’ll Read That Again’ and we were 
sort of influenced by that. So we wrote 
to him thinking he might give us some 
help or something. I’m not sure why we 
wrote to him, but he invited us down to 
see him and gave us some advice. And 
soon after that he invited us to see a 
Monty Python recording. Which was 
quite weird, because it was before they 
started broadcasting the show. They 
were recording the Nudge Nudge sketch 
and we didn’t have a clue what was going 
on, it just seemed completely crazy. But 
that was just as we were all leaving 
school and going our separate ways, so 

we didn’t really pursue it. It all just fizzled 
out after that.”

What’s the story behind your new book 
project, ‘Mute: A Visual Document’?

“Thames and Hudson, who are a high 
quality art book publisher, approached 
us to do a visual history of Mute and 
I thought that was very interesting 
idea. We’ve been approached over 
the years by various people to write a 
Mute biography and I’ve never really 
wanted to do it, but I think this is quite a 
good way of telling the story. I’m really 
happy with it. There’s a lot of artwork, 
a lot of photos, a bit of text, not too 
much. I think the difference between 
Mute and some of our contemporaries 
from the old days, Factory and 4AD in 
particular, they both had very distinct 
visual styles and really worked with 
just one artist for all their artwork. But 
when Mute started I always thought, ‘If 
I was a recording artist, I would want to 
be involved with the artwork myself, I 
wouldn’t want somebody else to impose 
artwork on me’. I think what Factory 
and 4AD did was great visually, I just 
prefer the artists I'm working with to 
dictate the direction of their artwork, if 
they want to.”

“ K L A U S  D I N G E R  A N D 
M I C H A E L  R O T H E R  B O T H 
L I K E D  T H E  I D E A  O F 
W O R K I N G  W I T H  M U T E , 
B U T  R E F U S E D  T O  E V E N 
S I G N  T H E  S A M E  P I E C E 
O F  P A P E R ”
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“ S O M E  O F  T H E  O L D  S Y N T H E S I S E R S  A R E  G R E A T ,  B U T 
T H E Y  S H O U L D  B E  P U T  T O  G O O D  U S E  A N D  N O T  J U S T 
U S E D  T O  C O P Y  S O U N D S  F R O M  3 0  Y E A R S  A G O ” 

PHOTO: JOE DILWORTH
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What drove you to sell Mute to EMI in 2002?
“The Britpop thing had a very powerful 
influence. It was the antithesis of what 
we were doing, and it was ubiquitous at 
the time so we struggled to get anything 
else through. The British media at the 
time, this was pre-internet, when the 
music papers still reigned supreme, 
and they just shut out everything that 
wasn’t Britpop. And the same for radio. 
Dance music was successful at that 
time, commercial dance music was doing 
well, Novamute were doing well, but we 
weren’t doing big superclub house music.”

So did you actually buy Mute back from EMI 
in 2010?

“Not really. I sold it in 2002 and then eight 
or nine years later we just left EMI. We 
didn’t buy it back, we just left. Anyone 
who thinks Brexit is going to take 18 
months to sort out should try dealing with 
EMI! Ha! It took about two years to sort 
out, but we finally got there, amicably 
as well. Many of the artists we were 
working with at the time weren’t under 
contract so they came with us, and staff 
as well. Those who didn’t come over were 
Depeche Mode and Nick Cave, but that 
was their decision. We’d worked with 
both of them for a hell of a long time and 
they both quite reasonably wanted to try 
working with somebody else.”

So many legendary bands have been 
released or reissued under the Mute imprint 
over the years including Can, Kraftwerk, 
Cabaret Voltaire, Throbbing Gristle, and 
more recently New Order. Are there any big 
fish who got away?

“Yeah. Particularly Neu! A very frustrating 
situation. I think we spoke over a 10-
year period, but unfortunately the two 
members, Klaus Dinger and Michael 
Rother, had had some massive falling out 
at some point after Neu! finished. They 
refused to talk to each other, refused 
to even sign the same piece of paper, 
so it was very difficult. They both liked 
the idea of working with Mute, but they 
couldn’t get over this incredible personal 
problem they had with each other.”

A lot of modern electronica seeks to self-
consciously recreate the analogue synthpop 
sound that Mute pioneered in the 1980s. Do 
you think that is healthy for music?

“I look forward, not backward. I hear a 
lot of electronic music that sounds like 
it was made 30 years ago, and I don’t 
understand the point of that. What we 
were doing back then was trying to 
push music forward, away from the 
past. We might have been doing it in 
quite a crude way, but that’s what we 
were doing. So the idea of trying to 

recreate that is a nostalgic act, which 
I’m not that interested in. Some of the old 
synthesisers are great, I'm not going to 
deny that, but they should be put to good 
use and not just used to copy sounds from 
30 years ago.”

Many would argue guitar music has run 
out of creative steam, do you ever worry 
electronic music will do the same?

“I don’t think the instruments are 
necessarily what brings the creativity 
to the music. I thought guitar music 
had actually had its day in 1967. But 
then I heard The Birthday Party and 
they were making sounds that were 
just unbelievable, using instruments in 
an incredibly creative way. So it's not 
about the instrument so much. Creativity 
comes from the person behind it.”

You live part of the time in Berlin now, 
what’s the appeal?

“I was born and brought up in London, 
I know London very well, I think it’s a 
great city but it’s not very relaxed. It 
tends to be over-hyped and people are 
just in survival mode the whole time, so 
I don’t find it a very creative place really. 
Berlin has all the attributes of London, 
but much more space and time. And 
there are lots of nice places to go to. I 
don’t really go out clubbing in London 
ever, but I go out a lot in Berlin, it’s just 
much more inclusive. I’m getting on a bit 
and I often feel out of place in London, 
but I don’t feel like that in London. It’s 
less hierarchical in lots of different 
directions, and age is one of them. The 
other thing about Berlin is you can 
smoke in a lot of bars. I smoke cigars, not 
cigarettes, so that is better for me.”

Did you still own the vocoder machine that 
Kraftwerk used on ‘Autobahn’?

 “Yeah! Ha! It doesn’t really work 
very well. I tried to get it fixed but it 
was a one-off, it was made especially 
for Kraftwerk and it was never really 
finished because they ran out of money. 
The guy wouldn’t finish it until they paid 
him, so it never really worked probably. 
It was actually first used on the ‘Ralf 
Und Florian’ album, before ‘Autobahn’. If 
you look the back of that album there’s 
a picture of their Kling Klang studio and 
you can actually see it in there. But it’s a 
beautiful thing, I’m very happy have that 
little piece of history.”

‘Mute: A Visual Document’ is published  
by Thames And Hudson on 16 November. 
Daniel Miller appears at the We Are Robots 
festival at east London’s Old Truman 
Brewery from 2-5 November, for details 
visit wearerobots.org.uk  
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“I
must have made over a hundred remixes, with around 600 
releases in total,” says Steve Cobby. “It is a lot, but I always 
thought that if you owned the means of production, you didn’t 

really have an excuse to not work.” 
It’s possible that Hull-based Cobby, as part of revered acts such as 

Fila Brazillia, J*S*T*A*R*S, Heights Of Abraham, and as a solo artist 
with innumerable pseudonyms, is one of electronic music’s most 
prolific artists.

“It’s occupational therapy,” he admits. “If I wasn’t earning a living 
from music, I’d still be doing it. It’s something that defines me I 
suppose. It’s lovely the way it compresses time.”

As Heights of Abraham with Jake Harries and Sim Lister, he 
created beatific acid and horizontal chill out, while one his own as 
Solid Doctor he compressed panoramic synths, crisp rhythms and 
jazzy samples into a somnolent odyssey. But it was alongside Dave 
McSherry as Fila Brazillia that Cobby was responsible for a multitude 
of the most memorable electronic records of the 1990s, traversing 
downtempo beats, blissful ambient melodies and soundtrack funk.

“Fila was a full-time day job,” says Cobby. “We did a four-day week 
and thought of ourselves like plumbers in some respects. You don’t 
get plumber’s block, which was the approach we took, and ended up 
being prodigious with the output and that’s why I’ve got such a large 
body of work now.”

Though his releases may have appeared to dwindle in recent years, 
with Fila Brazillia releasing their last EP in 2009, Cobby has continued 
to emit long-players with a regularity most would find impossible. 

“I’ve pretty much released an album a year since I started putting 
music out in the 80s,” says Cobby. “I haven’t stopped putting stuff out, 
it’s just they were released on labels that were mismanaged and as a 
result I disappeared off innumerable radars.” 

Lately though, Cobby has returned to the fore. Since 2014, he’s 
increased his output, releasing on hip dance labels Futureboogie, 
International Feel and Throne of Blood (the latter a collaboration 
with Wrangler’s Stephen Mallinder). This renewed vitality is thanks 
to a couple of important decisions. First, he decided to ditch the 
pseudonyms, and start putting out records under his own name. 

“One of the reasons I started using different pseudonyms,” he says, 
“was because it afforded you that luxury of not having people turn 
round and go, ‘Fucking hell, not another Steve Cobby record!’. The 
problem was, the projects were consistently collaborative and each 
one had to have a new name so nobody joined the dots between all 
these things. I made the decision to stop all that and just concentrate 
on my own stuff.”

Second, and most importantly, Cobby launched his own label, 
Declassé, through which he could control every aspect of the 
process. Using Bandcamp as a shop window, in a manner that has 
become a lifeline to independent labels, Cobby records, mixes, 
masters, and mails out his own records to an appreciative group of 
fans in what he says is a satisfying business model.

FROM THE SHEDIO, HIS KINGSTON-UPON-HULL HOME 
STUDIO, STEVE COBBY RUNS A COTTAGE INDUSTRY 
THAT, VIA HIS OWN DECLASSÉ IMPRINT, PINGS NEAR-
PERFECT MUSICAL SALVOS INTO THE WORLD WITH A 
VERY PLEASING REGULARITY

words: BEN MURPHY
pictures: STEVE COBBY
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“For me, once I set up Bandcamp and started pressing up little 
boutique runs of CDs and vinyl, all of a sudden it became incredibly 
worthwhile financially instead of tearing my hair out wondering where 
the next quid was going to come from. 

“I’ve got about 1,000 people following me on Bandcamp, of which 
there’s about 300 or 400 that solidly buy everything I do. I’m just mail 
ordering it out directly to them, so I’m no longer paying all those people 

– the distributors, labels, record shops – who historically took a slice of 
the pie, leaving you with 50p from your CD that was selling for £12. Now 
I get most of the money.”

Though he enjoyed working with Dave “Porky” Brennand at Pork 
Recordings, who released much of Fila Brazillia’s material (“He never 
knocked anything back. It was the perfect home for an artist”), Cobby 
was forever scarred by his experience of being on a major label. 
Working as Ashley & Jackson with Workforce’s Paul Wheatcroft, their 
‘Solid Gold’ album was released by Big Life in 1991. For him, the new 
self-run label ideal runs counter to everything he saw back then.

“When I was signed to Big Life I realised it was just commerce and 
you were a commodity, a tin of baked beans, to them,” says Cobby. 

“There aren’t a lot of music fans in the music business, funnily enough. 
There’s a lot of number crunchers and a lot of accountants and a lot of 
copyists, but not a lot of people who have the heart and soul for it. That 
was super demoralising.

“They were like, ‘Can you make that song 30 seconds shorter, the 
hi-hats are a bit loud in the verse, we need to get some backing vocals 
in there’. I was thinking, ‘If you’ve got so many opinions about the things 
we’re presenting to you, then why did you sign us in the first place?’. 
They just needed some stooges. There are plenty of people who are 
happy to do that, the kind of people who have a ring in their nose to be 
tugged in the direction of their superior’s liking. But I’m too bolshy and 
too single-minded for that.”

Instead, Cobby loves the freedom running his own label affords him, 
and would encourage others to do the same. 

“I love being self-employed and not being answerable to anyone 
else,” he says. “The advice I’d give would be, go it alone, you’ve got 
your Bandcamps and SoundClouds out there, and social media. I think 
it is essential to have control over your work, then you’ve not got that 
element of compromise that always leaves a bad taste in your mouth.”

One thing he is bemused by is the importance of vinyl to his current 
operation. With streaming earning a pittance for all but the biggest 
artists, and downloads out the window, vinyl and CDs have become the 
renewed conduits through which an independent label makes its living. 

“If you decide to run an independent label digitally, it would be much 
more of a struggle,” he explains. “I don’t buy vinyl personally, I don’t 
like the crackles. I’m a 24-bit kind of guy, but I’m happy to produce vinyl 
for people who love it. My kids don’t give a toss. They’re like, ‘Why are 
people still buying records, dad?’. All I know is that all of the money 
from that record after manufacturing comes straight to me, which 
makes it absolutely worthwhile. I know the people in the post office on 
first name terms too, bless ’em.”

obby’s new album, ‘Hemidemisemiquaver’, is another musical 
evolution from a restless creative mind. Ranging from the 
languid, Pat Metheny-like jazz guitar and subtle electronic 

bass of ‘Fixing The Shadows’ (“I love Pat Metheny. ‘As Falls Wichita, So 
Falls Wichita Falls’ is one of my favourite albums,” he enthuses), to the 
mellow dub house/riotous drum ’n’ bass switch-up of ‘Rick James Dwells 
In The Abyss’, it’s a diverse set full of exquisite micro detail. The album 
title, a reference to the 64th note, one of the most technically tricky for a 
musician to play, came about after a series of inspirational trips to Japan 
which, he explains, utterly changed his way of making music.

“I thought, ‘What is it about this place that I love so much?’,” he says. 
“There’s an eye for detail in Japan that I’ve never experienced anywhere 
else. Everything from your bento box where there will be a cucumber that 
looks like a spring blossom, to the way the trains run, the architecture, 
the art, the way samurai armour was made. When I found out it’s all 
because of Buddhism and the worship of nature, a light bulb went off in 
my head. 

“I used to have this 7/10 theory for finishing music, the idea that 
you should never try to achieve perfection, because in your eyes it’s 
unattainable. You will always find something wrong with it. But when 
I got back from Japan I thought, ‘What happens if I try 9/10?’. It’s that 
Japanese thing, don’t let anything through that you think is wrong.

“Somewhere in the back of my mind I went, ‘Hemidemisemiquaver’,  
a 64th note. A really tiny thing. That was the echo of my attitude. There 
was this idea of the small detail, the intricate, leaving no stone unturned. 
From the initial responses to the album, maybe this is the approach I’m 
going to have to take from now on.”

It’s not just Cobby’s tireless creative drive that keeps him moving 
forward, but a desire to continue to improve, make a new record that’s 
better than the last one. 

“You’ve still got to come up with quality ideas,” he says. “You never 
want to just go into autopilot, you want to keep your standards high and 
you owe it to yourself as an artist to not rest on your laurels. To fashion 
something individual, make a noise you can call your own, is the most 
important thing, and that outweighs whether it sells or not. Creativity is 
innate in all humans I think, it’s not just the chosen ones, I don’t buy into 
that. You either dig that opportunity out for yourself or you don’t.

“You just have to look at kids and how much they like painting and 
drawing and how much they like hitting pots with a wooden spoon. 
They love making things. Humans love making things, but the way we’re 
set up with a capitalist economy you’re not allowed to make things 
if they’re of no use to other people, which is a pitiful state of affairs. 
The making of the thing is the joy, and sharing it is a joy too, because 
it’s lovely when you get the feedback from other people. But trying 
to monetise it, that’s the sticky bit. It has to be done, you’ve got to 
grasp the nettle, but I can’t say I enjoy that anywhere near as much as 
bringing these things into being.”

‘Hemidemisemiquaver’ is released by Déclassé on 27 October.  
For more info, visit stevecobby.bandcamp.com

C
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WAS IS  DAS?

D A S  I S T  D A F

GABI DELGADO-LÓPEZ, M’ERA LUNA FESTIVAL , HANOVER, 2017 | PHOTO: CHRISTOPH EISENMENGER

6868



abi Delgado-López, DAF’s Spanish-born frontman, is 
pouring bottle after bottle of cold water over his head. Not 
that he’s trying to have – as per their famous track – ‘Sex 

Unter Wasser’, although carnal thoughts are never far from his mind 
as we shall find out later. Nor is he attempting to create that look 
of glistening hard-bodied musculature for which the German duo 
made their name, well, that and their brutally insistent Eurotronica. 
No, apparently it helps with his circulation. He was onstage one 
night, suffering whatever the effects of bad circulation are, when he 
realised that drenching himself with chilled Evian had an immediately 
ameliorating effect. As a result, it has become part of his live strategy. 

DAF are onstage, playing to a huge indoor crowd, treating 
several thousand goth, industrial, metal and heavy electronica fans 
at the M’Era Luna festival in Hildesheim, south east of Hanover, to 
such classic phuture trax as ‘Als War’s Das Letzte Mal’, ‘Absolute 
Körperkontrolle’ and ‘Der Mussolini’, the latter their most notorious 
subversion of totalitarian stürm und drang. Robert Görl is behind 
his drum kit, headphones on, his rhythms at once man-made and 
machine-like, evincing the lure of DAF’s power, while Delgado prowls 
the stage, emitting a series of guttural exhortations: staccato beat 
meet stentorian bark.

Delgado puts his foot on one of the monitors, a rare gesture from 
an act who were all about rejecting rock convention. Each song, each 
monstrous matrix of cyber circuitry, is greeted like a massive pop hit. 
Unsurprising perhaps considering DAF were, at their height in 1981, 
Germany’s fifth biggest German-speaking band. 

As their brand new retrospective boxset ‘DAS IST DAF’ 
demonstrates, the duo are a mighty monolith who loom as large 
in some imaginations as fellow Düsseldorfians Kraftwerk: “The 
godfathers of techno,” as John Peel once hailed them. In fact, it 
would be easy to argue that DAF’s punishing Korg-disco was as 
influential as Kraftwerk’s serene synthscapes.

“We get so much respect from people,” says Görl, 62, the shorter, 
stockier of the pair, in the lounge of a Hanover hotel after the gig. 

“Some of them are famous guys who say, ‘We started making music 
because of you’.” 

Pushed to name names, he offers Rammstein, but he could have 
mentioned any number of confrontational techno-noiseniks. 

“The important thing is it’s people from all different scenes,” adds 
Delgado, 59, the taller, rangier one, with the air of a cool college 
lecturer, all dry now and enjoying a plate of post-gig fruit. “Techno 
DJs, EBM, EDM, industrial, Chicago house, electro, electroclash, 
tecktonik, we get respect from them all.” 

When asked where he imagines DAF might be stocked in a record 
store these days, he replies, after some consideration, “future afro”, 
at which he and Görl crack up.

YOU JOIN US IN GERMANY, WHERE DEUTSCH 
AMERIKANISCHE FREUNDSCHAFT (DAF TO 
THEIR FRIENDS) TREAT A LARGE, EXPECTANT 
FESTIVAL CROWD TO A PROPER SONIC HOSING, 
INDUSTRIAL STYLE. THEY’VE CLEARLY LOST 
NONE OF THEIR EDGE IN A MERE 30-ODD YEARS 
OF DOING THINGS THEIR OWN WAY… 

words: PAUL LESTER
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AF’s impact on the course of electronic sound is no 
laughing matter. They gave it a raw, rough edge: as 
Delgado puts it, they “didn’t want this clean Düsseldorf 

office sound” that he ascribes to their city rivals, Kraftwerk.  
Görl, who grew up in an orphanage, and Delgado, who terms 
himself “an immigrant”, came from the poor end of town.

“The wrong side,” laughs Delgado. “The Kraftwerk guys were all 
rich kids.”

One early DAF single was ‘Kebabträume’, about Turkish “guest 
workers” in Germany. 

“In a way,” admits Delgado, “it was about us, we came from a 
low social order.” 

Görl studied classical music at the Leopold Mozart Conservatory 
in Augsburg before moving to the University of Graz in Austria, 
where he focused more on jazz. As for Delgado, he was a fierce 
autodidact.

“I never went to university,” he says. “I had my own private 
university where I read about Russian constructivism, art  
and films.”  

He and Görl met at the Ratinger Hof club, Düsseldorf ’s own 
CBGBs, in 1978. Görl was a jazz virtuoso, Delgado a veteran of 
several punk bands who preferred the black music of his youth.

“I appreciated the energy and do-it-yourself aspects of punk, but 
I thought the music was shitty,” he says. “I liked disco, funk, ‘The 
Sound Of Philadelphia’, Chic, Parliament and old soul.”

Delgado and Görl, early German adopters of punk, knew that 
to extract any value out of the insurrectionary new movement, it 
would have to be remade/remodelled in their own image. 

“There were some Düsseldorf punks who wanted to imitate 
the British punks, but we said no, we’re German punks,” Delgado 
recalls. “We dressed differently, we wore silk stockings with Doc 
Martens and short trousers with a leather jacket and safety pins. It 
was a crazy mixture.”

If they didn’t take to the British punks’ couture, they were even 
more hardline about their UK counterparts’ sonics.

“We were very ideologically clear,” Delgado confirms. “No. 
British. Imitation. I didn’t understand why they played bad rock ‘n’ 
roll, such old-fashioned music. I wanted to get out of this classic 
punk movement. I was more interested in Dada than The Damned.”

DAF’s formation coincided with the new wave of DIY electronic 
music by the likes of Robert Rental, Daniel Miller’s alias The Normal 
and Thomas Leer. Were they familiar with it, even inspired by it?

“No, no, no,” Delgado insists. “I’ve never looked at other guys.” 
“We knew Daniel Miller,” Görl adds, “but it wasn’t a theme to 

orientate us.” 
“When we started,” Delgado continues, “we had a rule: we wanted 

to create a music that didn’t exist. We didn’t want to be part of any 
tradition, not punk, not krautrock, not German electronic music, no 
tradition at all. If we made any tracks that reminded us of anyone else 
in some small way, we threw them away.”

“If they reminded us of The Normal, we threw it away,” adds Görl.
“Too much Pere Ubu or Kraftwerk? Throw it away!” empasises 

Delgado.
The earliest line up of DAF comprised the two of them bashing 

away in the basement of the Ratinger Hof, with Delgado using, 
bizarrely, a Stylophone and Görl on drums. You can imagine Kraftwerk 
being horrified by their racket. Indeed, Delgado remembers Ralf 
Hütter et al turning up at the club one night only to be chased out 
because the punks “wanted to beat them up” due to their overly fancy 
dress – “posh arseholes”, as Delgado once labelled them. So were 
DAF the anti-Kraftwerk?

“No, we weren’t part of any tradition, or anti-tradition,” he bristles. 
“We only followed the commands we gave ourselves. We didn’t care 
about Kraftwerk.”

“These days, everyone is so, like, ‘Oh, Kraftwerk is such a great 
band’,” Görl elaborates. Fact is, circa 1978-9, Kraftwerk weren’t 
seen as pioneers. They were a slight cut above the synth ditties of M, 
Flying Lizards and Numan, and largely regarded as novelties. 

“We didn’t care about those guys or their music,” adds Görl. “The 
music was much too… nice.”

“Too bourgeois,” Delgado sniffs. 
“Too normal,” Görl adds. Actually, Delgado hasn’t quite finished.
“They were as important as Emerson Lake & Palmer,” he decides. 

“And the lyrics are silly, Kraftwerk write silly lyrics. Kraftwerk had 
historic importance, but they’re not my favourite band. I much prefer 
James Brown.”

“Our aim was much more dirt and grit,” Görl concludes. “Electronic 
body music.”

D

M’ERA LUNA FESTIVAL , 2017 DAF, PHILLIPSHALLE, DÜSSELDORF, 1981
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AF made two albums as a four piece before slimming down 
to a duo. There was 1979’s ‘Ein Produkt Der Deutsch-
Amerikanischen Freundschaft’, which was 22 bursts of punk, 

industrial and noise, and 1980’s ‘Die Kleinen Und Die Bösen’, the 
latter being the first album released on Mute, comprising one side of 
studio music produced by legendary Can/Neu! whiz Conny Plank and 
another recorded live at London’s Electric Ballroom. 

It was as a black leather-clad two-piece, on the Plank-helmed 
albums ‘Alles Ist Gut’ and ‘Gold Und Liebe’ (both 1981) and ‘Für Immer’ 
(1982), that DAF, all propulsive rhythms and gruff imperatives, truly 
came into their own. As Delgado points out, Görl was responsible for 
all musical duties, while he handled the lyrics.

In words and image, DAF subverted (ambiguously, it must be said) 
notions of rigid self-empowerment and physical perfection, with 
concomitant fascist overtones. Did Görl recoil when Delgado brought 
him the idea for ‘Der Mussolini’, in which the listener is invited, or 
rather commanded, to do dance manoeuvres in honour, variously, of 
Jesus Christ, Hitler and the titular Italian demagogue?

“No,” he says, offering some insight into his creative process. 
“Robert was playing with some knobs, I was dancing to it and I said, 
‘That’s a great sequence’. When I went in the studio, I only had one 
word: ‘Mussolini’. I thought, ‘That’s good. What should I do with 
Mussolini? I know, ‘Dance The Mussolini’. Then, OK, if you dance the 
Mussolini you must dance the Adolf Hitler and the Jesus Christ. Then 
go to the left, go to the right, clap your hands, move your booty’. It 
was a disco song!”

Delgado, a dancer fond of flamenco, was, he claims, suggesting 
Mussolini’s speeches were a form of dance. He was, with ‘Der 
Mussolini’, critiquing not just political dictators, but religious leaders 
and rock stars prone to similar displays of peacockery.

“The Pope, Mick Jagger, Adolf Hitler, Joseph Stalin – all the 
same,” he says. But listening to Görl’s brutal electro riff and its vocal 
counterpart, Delgado’s sinister, harsh, cracked vocal, you could 
imagine some listeners misinterpreting it all. Did DAF ever attract the 
wrong element, most conspicuously to gigs?

“Of course,” Delgado says, “but only a few.” 
Luckily, DAF had “weapons” (Delgado’s word) in their arsenal, 

such as ‘Der Räuber Und Die Prinz’, a rare soft DAF song, one with the 
sing-song quality of a children’s nursery rhyme. 

D

AT CONNY PL ANK’S STUDIO, WOLPERATH, COLOGNE, 1981
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“So they’d Sieg Heil one minute, then a few seconds later it would 
be, ‘Homosexual bastards’! In the early-80s, there was a lot of 
violence at concerts. It was a violent time.”

He remembers a show in Rome that became the site for a 
confrontation between right wing extremists and left wing fanatics, 
both drawn to the event because a bunch of the former had beaten 
one of the latter to death a few days before and a local radio station 
decided to announce the arrival in the city of DAF, “a fascist band”.  

“The left and the right fought in front of the stage,” Görl recalls 
with a shudder.

“With bottles and knives,” chips in Delgado. 
“There was,” the drummer winces, “blood everywhere.” 
The singer, who admits he has “had a lot of experience with 

violence and sex”, even had a knife held to his stomach by a skinhead. 
Fortunately, he had another weapon: his disarming charm. 

“When this guy came towards me with his knife, I took his hand,” 
he explains, gently clasping your man from Electronic Sound’s left 
hand. Then he starts to stroke it. “It was like petting. I turned a 
violent gesture into something tender.”

DAF gigs became excuses for celebration as well as 
confrontation, while their albums seemed designed for hardcore 
clubbing, with all that entailed. There were a lot of songs about sex, 

the underwater variety or otherwise. No wonder they attracted an 
extreme contingent.  

“Our audience dressed sexy,” Görl marvels. “You could see they 
were really extraordinarily weird people.”

This prompts a more recent reminiscence from Delgado, a 
regular back in the day, he reveals, of London’s notorious fetish 
club Skin 2. 

“Two years ago, when we played in Kreuzberg, there were 
people fucking on the dancefloor while we were playing.”

“Why not?” responds Görl. “We attracted really sex-oriented 
people. A gay crowd. These really hard leather tough gay guys.”

This demographic must have welcomed DAF. It might have been 
a thriving period for flamboyant characters such as Boy George, 
Marilyn, Marc Almond and Steve Strange, but there was something 
cuddly about them at a time when homosexuality was, as Delgado 
reminds us, still something of a taboo, especially in Germany. 

DAF were more like prototypes for Holly Johnson and Paul 
Rutherford, the “ferocious homosexuals” fronting Frankie Goes To 
Hollywood as Paul Morley promoted them. 

“Sometimes the gay guys liked us so much, they’d be euphoric,” 
Görl reminisces. “They’d want you after the show. We’d be, like, 
‘Take it easy, guys’!”

DAF, PHILLIPSHALLE, DÜSSELDORF, 1981 GABI AND ROBERT, HAMBURG, 1981
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n 1980, DAF had moved from Düsseldorf to London and were 
squatting in Camden Town.

“Life was a struggle,” says Görl. By 1981, their domicile 
was somewhat plusher: an apartment on swanky Holland Road in 
West London.

“We never wanted to stay as squatting guys, living a shitty life,” 
notes Görl. 

“We were very ambitious,” adds Delgado. “We wanted to be 
famous and rich.”

They were on the cover of the NME, pop stars in Germany, the 
toast of new romantic London, hanging out with Steve Strange and 
Frank “Fad Gadget” Tovey and playing the Blitz club. Delgado even 
briefly shared a flat, as well as a lover, with Nick Cave.

“We were in love with the same person at that time, it was very 
dramatic,” he says. Although his accent is heavy, he might well have 
said “traumatic”. 

By 1982 and ‘Für Immer’, their work was done. Their sound had 
been successfully absorbed into pop’s body politic and it was time 
for DAF to step aside. They recorded one more album, ‘1st Step To 
Heaven’ in 1986 before Görl and Delgado went their separate ways. 
Since then, they have recorded several solo albums, and reunited as 
and when the mood takes them. But then, theirs was a relationship 
based less on friendship than function.

“We never meet when we’re not working on DAF. We never 
socialise,” reveals Delgado, who is appalled by any displays of faux 
chumminess. “It’s too comfortable. Sometimes I hear bands saying, 
‘The concerts were okay, but we had a lot of fun drinking and the 
nightlife’. I don't like this. If you want to change the world with music 
or art, you must have discipline. You can’t relax. I don’t want my best 
buddy onstage, I want a professional. I’m sure Mick Jagger and Keith 
Richards are like Robert and me – together, they work. I don’t think 
they’re friends.”

Their relationship is so “un-cosy”, there is literally a rupture of the 
narrative of the duo as a unit every so often as they pursue their own 
interests: Görl in Berlin and Delgado in Andalusia and Miami where, 
he tells us, he makes most of his money via “property and art”.  

“Exactly,” he agrees. “People say, ‘Oh, you split again and get back 
together again’. We don't really do that. We’re two different artists 
with different ways of being and different circumstances of living and 
social relationships. We’re more like two planets, with their own orbit, 
who every 30,000 years come together then drift away again.”

So much for the myth of the rock band as gang. What do they 
believe is DAF’s legacy? 

“We made music that was more track-oriented, that doesn’t have 
an A and B part and a refrain,” Delgado says of DAF’s linear thrust, 
before moving on to assess the force of their music and its power to 
effect change. 

“There is no other discipline in art like music, which is able to evoke 
such deep feelings, that bring back long-forgotten memories, even 
smells,” he says. “And there is no other form so radical to change 
the world like words, look at the ‘Bible’, ‘Das Kapital’. When the two 
come together at the same time, it is very strong. Robert’s music and 
my lyrics fit together so well, you evoke a feeling at the same time as 
giving people a message.”

“That combination of feelings and ideologies,” he concludes with a 
final flourish as he and Görl head back to their hotel rooms, and their 
respective planets, “that’s what changes the world.”

‘DAS IST DAF’ is out now on Grönland

I
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Next year it will be 40 years since we were first introduced to 
serial killer Michael Myers. ‘Halloween’ remains a masterclass in 
filmmaking, and is essential viewing for anyone with even a remote 
interest in horror. It’s made all the more terrifying due to its iconic 
high-pitched theme, a panicked 5/4 melody that immediately sends 
a chill down your spine. The story goes that it took three days to 
compose the entire score, and 40 years down the line, the theme 
remains one of the scariest horror compositions in the history of 
cinema. And it’s recently been given a little revamp.

John Carpenter is a man who needs little introduction. A legend 
of both composing and filmmaking and a titan of 70s/80s cinema, he 
has influenced a wide range of composers and auteurs, cementing 
his reputation as one of the most iconic directors of modern cinema. 
In recent years he’s swapped out the camera entirely and turned his 
hand to music full time. His debut solo album, ‘Lost Themes’, was 
released in 2015, and was recorded in collaboration with his son Cody 
and his godson Daniel Davies (son of The Kinks guitarist Dave Davies). 

While it was his first non-soundtrack album, ‘Lost Themes’ was 
dripping in the same ominous atmosphere that is so intrinsic to his 
film work; nine tracks of sinister synth-driven instrumentals that 
could almost be a score for some yet-made Carpenter film. The 
album was followed-up a year later with a sequel, ‘Lost Themes II’, 
which ran in the same ambient vein as its predecessor, and saw him 
reunited with his son and godson.

This latest release is something a little different. ‘Anthology: 
Movie Themes 1974-1998’ compiles 13 of the very best themes from 
the Carpenter filmography. But this isn’t simply a compilation of movie 
themes, with decades-old compositions dug up and repackaged for 
2017. Oh no. You see, for ‘Anthology…’ he’s reunited with Carpenter 
Jr and Davies to completely re-record and revamp every track on the 
record. The album spans 24 years, starting from his no-budget sci-fi 
comedy ‘Dark Star’, it embraces his golden age (roughly 1978-86) and 
travels all the way to the late-90s blood-sucking Western ‘Vampires’.

Proceedings are kicked off with a retooling of ‘In The Mouth  
Of Madness’, the heavy, Metallica-influenced guitar riff shredding 
its way into your brain. Fun fact: the original was played by the 
aforementioned Dave Davies. Who knew that his son would be 
following in his footsteps 23 years later? ‘Assault On Precinct 13’ 
follows, it’s slower moving percussion joined by some fuzzing, soaring 
synthesisers. ‘The Fog’ echoes ‘Halloween’, it’s eerie piano riff backed 
by warped electronics. Carpenter is at his best when he’s trying to 

scare the pants off you, and the high-pitched urgency of ‘The Fog’ 
gets your palms sweating. Guitar riffs are front and centre in ‘Prince 
Of Darkness’ and ‘Santiago (Vampires)’, the former heavier while the 
latter is a slow, echoing jam. 

Naturally, Carpenter favourites ‘Escape From New York’, ‘They 
Live’, ‘Christine’ and ‘Porkchop Express (Big Trouble In Little China)’ 
all feature and get a slick rejigging, while the rebooted version of 
‘Halloween’ is just as chilling as the 1978 original, that tense piano 
melody backed by gritty synth whines. ‘Dark Star’ pulses with 
an ominous Area 51 drawl, while ‘Starman’ is full of shimmering 
electronics and building emotion. Carpenter and co even manage 
to fit in a cover of Ennio Morricone’s theme for ‘The Thing’, a 
minimalistic staccato shudder that Morricone was asked to compose 

“with very few notes”.
And yet everything suffers a little bit from what we’ll call “Mike 

Oldfield syndrome”. The fresh sheen given to these tracks, like 
Oldfield’s remake of ‘Tubular Bells’ in 2003, seems to wipe away 
some of the grunge and darkness that’s so inherent to Carpenter. 
Everything still retains its atmosphere, but it sometimes sounds a 
little too clean; Carpenter for the age of shiny white Apple products. 
You get the feeling that it mirrors present-day Hollywood, a time when 
all your childhood films are getting reboots and by giving them a bit of 
polish they’ve sacrificed some of their character.

With ‘Anthology: Movie Themes 1974-1998’ Carpenter reminds us 
of his peak. While things are slightly different to how you remember, 
everything on here will immediately transport you back to where it all 
began. Like John Harrison and Vangelis, John Carpenter was one of 
the pioneers of the synthesiser-driven soundtrack, and it’s a pleasure 
to have these repackaged for the 21st century. Be warned though, as 
soon as you hear the first note of ‘Halloween’, you’ll be double locking 
your doors at night.

FINLAY MILLIGAN

JOHN CARPENTER
Anthology: Movie Themes 1974-1998
Sacred Bones
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RØDHÅD
Anxious 
Dystopian

Chilly electronic soundscapes 
and fractured rhythms typify 
Berlin producer Rødhåd’s debut 
album. But despite its rather 
dark theme (“being thrown into 
a world that is ready to crush 
you” says the press release), 
the 10 tracks included here have 
plenty of grim personality. In fact, 
it’s the listener rather than the 
producer who stands the most 
chance of being crushed by the 
likes of the malevolent sounding 
‘Escape’ or the shuffling ‘Awash’, 
but you’ll probably go down with 
a grin on your face. BW

FRANÇOIS X
Irregular Passion
DEMENT3D

Inspired by both disposable late-
night encounters and the alien 
chill of ‘Blade Runner’, Parisian 
producer François X’s debut 
album overflows with noir energy 
and sexual possibility. Tracks 
like ‘Shamefaced’ and ‘Rachael’ 
progress with a clear techno 
motion, but one subsumed 
beneath chords dominated by 
nervous tension and predatory 
atmospheres. If Philip K Dick 
had imagined a world wrecked 
by Tinder-led deviancy rather 
than nuclear holocaust, he might 
well have appreciated this as its 
soundtrack. MS

KIRKIS
Vide
Moded

If 2016’s wonky single ‘Cold 
Crush’ was cerebral, the 
debut album from Melbourne’s 
Matthew Kirkis throws us into 
the dankest recesses of his mind 
and chucks away the key. The 
multi-instrumentalist’s internal 
tannoy of slow-mo vocals makes 
his leaps across post-punk, soul, 
indie, classical and pop seem 
graceful. Lighting the way in 
all this buzzy brain gloop is the 
miserably acidic ‘No Dreams’ 
and the psycho-industrialism 
of ‘Finally’. ‘Vide’ feels like 
experiencing a prodigious 
musical talent from the inside 
out. FR

GRANDBROTHERS
Open
City Slang

Manipulating the sound of the 
venerable piano is nothing 
new, but the approach taken 
by Düsseldorf’s Erol Sarp and 
Lukas Vogel is a world away from 
forebears like John Cage, with 
Sarp playing beatific passages 
for Vogel to simultaneously 
sample and process. The results 
might inevitably lean toward 
classical tradition, but it is 
just as dominated by glitches, 
pulses and resolute modernity. 
‘Bloodflow’ sounds vaguely emo, 
while ‘Sonic Riots’ forces a 
rather pleasing link to 80s  
Italo-house. MS

GR ANDBROTHERS
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MOEBIUS STORY 
LEIDECKER
Familiar
Bureau B

One of the last recording projects 
undertaken by the German 
electronic godfather Dieter 
Moebius before he passed 
away in 2015 took place three 
years earlier in an idyllic Rocky 
Mountains studio with US 
producers Jon Leidecker and 
Tim Story. Working together, 
they sculpted rustling, shuffling 
soundscapes and alien grooves 
that climax with the 15 mind-
blowing minutes of ‘Vexed’; 
sounding as astonishingly new 
as Cluster did all those years 
ago and now a suitably glorious 
epitaph. KN

FRET
Over Depth
Karlrecords

After countless solo projects, 
pseudonyms and collaborations, 
Mick Harris (known mostly as 
the drummer in legendary metal 
outfit Napalm Death) returns to 
his Fret alias to grace us with 
new material for the first time 
in 22 years. Booming industrial 
beats and dark, aggressive 
bass-heavy textures are at the 
forefront of ‘Over Depth’, its 10 
tracks gut-punching their way 
into your ears. The relentless 
blasts of ‘B14’ are an aural 
stampede, while ‘Life Method’ 
ominously eases you in before 
punching you right in the face.  
A most welcome return. FM

MATT EMERY
Empire
Injazero

After sterling ambient and 
electronic releases from Heinali, 
LTO and Steve Gibbs recently, 
the UK’s Injazero label is proving 
to be a buy-on-sight imprint. 
Their latest signing, Matt Emery, 
specialises in stirring modern 
classical works. The title cut of 
‘Empire’ is a brooding piano piece 
that soars up into cinematic 
strings, while the bittersweet 
‘Louloudia’ melts from stirring 
orchestration into despondent 
ivory tinkling. ‘Effervescent’ 
however radiates hope, 
proving that Emery is versatile. 
Appearing on a film soundtrack 
somewhere soon… BM

KELELA
Tear Me Apart
Warp

Of the many artists to tap into 
that interface between R&B and 
cold synths lately, Kelela is right 
up there. Her versatile voice 
is the equal of singers such as 
Aaliyah, while her gift for melody 
and the futuristic beats of this, 
her debut proper, make Kelela 
a genius signing for Warp. The 
title track is laced with emotive 
electronics that erupt into a 
woozy anthem, while the Jam 
City-produced ‘LMK’, with its 
distorted post-punk bass, is  
even better. BM

KELEL A | PHOTO: DICKO CHAN
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ARIS KINDT
Swann And Odette
Kingdoms

Aris Kindt is a pairing of former 
dance music producer Francis 
Harris with guitarist/modular 
synther Gabe Hedrick, and 
‘Swann And Odette’ is their 
second collaboration. Formed 
from blurry layers of non-beats, 
ponderous bass and distortion, 
this is dirty ambience that feels 
like it’s leaking radiation slowly 
toward a half-life of nothingness. 
The howling ‘Still Undivided’ 
sounds like a sadly hypothetical 
Thurston Moore/90s Hafler 
Trio freak-out, while highlights 
‘Treatise’ and ‘Several Wolves’ 
are ugly-beautiful gems. MS

LONEY DEAR
Loney Dear
Real World

Not a million miles from The 
Postal Service, Swedish 
musician Emil Svanängen has 
generated a cult following with 
his bedroom confessionals laced 
with electronics. His seventh 
record, following releases for 
Sub Pop, lands on Peter Gabriel’s 
Real World. ‘Hulls’ pivots on 
a pleasing, baroque analogue 
burble, though ‘Little Jacket’, 
with its live bass and jazzy 
drums, lacks a little in substance. 
‘Loney Dear’ is a strange record. 
Some will love it, but it’s a little 
sappy for this listener’s tastes.
BM

ZIÚR
U Feel Anything?
Planet Mu

I like the cold. When I’m blue-
skinned and goose-bumped,  
I think “I’m feeling something,  
I must be alive”. The debut from 
Berlin’s Ziúr is seared with those 
uncomfortable lucid moments.  
It swings from frozen meditations 
to mechanical mash-ups, she 
delights in shredding melody 
apart. When it doesn’t sound like 
footwork smeared in battery acid, 
there’s a pop sensibility: the 
title track even has a memorable 
chorus, albeit between 
electronic squeals and pistons. 
I’ve got chills. FR

MATTI BYE
This Forgotten Land
CFK

One of Sweden’s most in-
demand film composers, Matti 
Bye’s latest solo offering is 
drenched in atmosphere and 
peppered with influences from 
from Debussy to Chopin. ‘This 
Forgotten Land’ is 11 tracks of 
melodic neo-classical ambience 
that drifts through its half-hour 
runtime like a dream. It weaves 
a delicate musical thread, 
managing to offset lighter 
melodies against more ominous 
tones. ‘Cascading Sun’ sounds 
like a lost theme from a forgotten 
fairground, all keys twinkling 
ominously, like a ghostly musical 
haunting. FM

LONEY DEAR | PHOTO: DANIEL GRIZEL J
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BROCKMANN // 
BARGMANN
Licht
Bureau B 

Both former members of Berlin’s 
krautrock guerrilla trio Camera, 
guitarist Franz Bargmann and 
keyboardist Timm Brockmann 
explore the infinite possibilities 
of playing together in the same 
room. They conjure diverse 
moods, from the Loren Connors-
style electronic/guitar-scape 
of ‘Softarps’ and spectral future 
disco of ‘Sylvester’, to epic 
cataclysm of ‘Schatten’, which 
adds Automat drummer Achim 
Färber’s pummelling tattoos to 
its seething drones. These are 
just three captivating highlights 
from 12 in this pair’s beautifully 
reflective emotional gamut. KN

GUY ANDREWS
Tåke
Houndstooth

After a visit there last year, 
London-based Guy Andrews 
looked to Norway for inspiration 
on his latest record. ‘Tåke’ 
(Norwegian for “fog” or “mist”) 
is darkly atmospheric, full of 
distorted textures and rhythms 
that create bleak other-wordly 
landscapes. ‘Trails’ builds 
steadily, exploding into a frantic 
cacophony of post-rock beats 
while ‘There Was Nothing You 
Could Have Done’ is as sombre 
as its title, haunting synths 
growling behind agitated 
strings. A beautifully dark aural 
adventure. FM

GUY ANDRE WS

ANDRE W WEATHERALL | PHOTO: JOHN BARRET T 

ANDREW WEATHERALL
Qualia
Hoga Nord

Falling closer to the Woodleigh 
Research Facility album (made 
with the excellent Nina Walsh, 
who is at the controls here) 
than last year’s solo outing (the 
singalong ‘Convenanza’), ‘Qualia’ 
is eight bubbling jams, which 
are mysteriously powered by 
his old cohort, the late Erick 
Legrand. Quite how isn’t clear 
(“Cosmic synchonicity” is the 
best explanation we get), but 
the more you listen, the more 
infectious it gets. ‘Spreads 
A Haze (And A Glory)’ is, in 
particular, full of some very fine 
squelching and swirling synthy 
goodness. NM

MY SAD CAPTAINS
Sun Bridge
Bella Union

Building on the dreamy krautpop 
of 2014’s ‘Best Of Times’, 
London-based singer/guitarist Ed 
Wallis enlists a whole new band 
to serve up this fourth outing. 
While it can wibble off down 
alt-rock wormholes on occasion, 
there are delights a-plenty 
here just ripe for the picking. 
Examples? The rattle and thrum 
of ‘Everything At The End Of 
Everything’ and the gentle 
Spiritualized-ism of the vast, 
sprawling ‘Destination Memory’, 
will both keep you warm as 
winter begins to peep round the 
corner. SR

BROCKMANN // BARGMANN | PHOTO: ANNE BARGMANN
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PHILIP SELWAY
Let Me Go OST
Bella Union

A third solo outing from the 
Radiohead drummer is, for 
the most part, a beautifully 
unsettling film soundtrack. 
Based around a string 
quartet, ‘Let Me Go’ features 
some deliciously weird 
instrumentation, including a 
bowed vibraphone and a musical 
saw, which is used to chilling 
effect during the film’s main 
refrain, ‘Helga’s Theme (Saw)’. 
Lamb’s Lou Rhodes also makes 
an appearance on the ‘Twin 
Peaks’-y alt-folker ‘Walk’, which 
is a nice treat. SR

ENTER SHIKARI 
The Spark 
PIAS/Ambush Reality

Shikari have always combined 
the twin euphorias of hardcore 
punk and rave, but this, their fifth 
album, is definitely their closest 
collaboration with electronic 
music yet. Recent single ‘Live 
Outside’ is a glorious screamo 
synthpop hybrid and ‘Rabble 
Rouser’ is powered by chunky 
bleeps and programmed beats. 
Add the extra layer of admirable 
political anger that singer Rou 
Reynolds provides, especially 
but not exclusively on the anti-
Brexit anthem ‘Take My Country 
Back’, and it’s all pretty hard to 
resist. BW

LINDSTRØM
It’s Alright Between Us As It Is
Smalltown Supersound

The career of Norway’s Hans-
Peter Lindstrøm is an electronic 
prog rainbow, shooting from 
one pot of euphoria to the next. 
His latest solo album continues 
that arc – Balearic build-ups 
full of spit-cleaned arpeggios. 
Its evocation of open freeways 
and post-club sunrises is almost 
too neat, and Grace Hall’s 
stunning vocal on ‘Shinin’ is 
superbly polite. But look out for 
the contemplative moments, 
especially Jenny Hval’s sultry 
talk of “bulging black matter” on 
‘Bungl (Like a Ghost)’. There’s 
darkness under that rainbow. FR

SUBMERSE
Are You Anywhere
Project Mooncircle

Occasionally funky and 
frequently wonky, the second 
album from Tokyo resident 
Rob Orme’s Submerse project 
is slowed-down, smooth 
instrumental R&B of a distinctly 
late-80s/early-90s vintage. 
Crisp 808 period starkness, 
vinyl-scarred breaks and 
unfashionably jazzy synth hooks 
make highlights like ‘Driving 
With Cosmopolyphonic’, ‘Splash’ 
or ‘Needs More Z’s’ appear in 
thrall to both Money Mark and 
Jake Slazenger, while retaining 
their own unique sense of cool 
purpose. Perfect grooves for 
lovers and stoners alike. MS

ENTER SHIK ARI
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WILD ONES
Mirror Touch
Topshelf

Treading a fine line between the 
mainstream millennial pop that 
you might hear piped from the 
ceiling speakers of your local 
H&M, and the leftfield come 
Wild Ones. The vocal on single 
‘Paresthesia’ has that wistful 
teen sheen that is, thankfully, 
undermined by swathes of 
deep synth and noise, which 
betrays their seven years of 
experimentation. If groovy 
hipsters from Portland (they are) 
made a stab at pop acceptance 
(they have), it would sound like 
this (it does). MR

DUB PISTOLS 
Crazy Diamonds 
Sunday Best

Effortlessly joining the dots 
between dub, dance, ska, hip 
hop and dancehall, Barry 
Ashworth’s Dub Pistols show 
off their biggest ever vocal 
line up on this, their 7th album. 
A formidable sounding Cutty 
Ranks kicks the brass-driven 
‘Kingdom’ into the stratosphere, 
Ragga Twins make ‘Lively’ into a 
party anthem then crank up the 
intensity on the more hardcore 
‘Mad On The Road’ and best of all, 
Lindy Layton evokes memories 
of original dub reinventors 
Colourbox on ‘Baby I Love You’. 
Festival favourites in the making, 
each and every one. BW

DUB PISTOLS | PHOTO: CHRIS DAVISON

BROEN | PHOTO: MARIA GOSS

BROEN
I <3 Art
Bella Union

This Norwegian five-piece may 
share their name with a Nordic 
Noir TV show, but Broen are far 
more upbeat and psychedelic 
their name may suggest. Taking 
their influences from the likes of 
Talking Heads, Flying Lotus and 
even Kendrick Lamar, their debut 
LP fuses hip hop beats, funk-
laden rhythms and quivering 
electronics, forging dazzling 
bridges between various genres. 
‘<3’ opens with distorted, helium-
high singing before developing 
into groovy wah-wah synths 
accompanied by singer Marianna 
Røe’s smooth vocals. Another 
gold star for Scandinavian 
electronica. FM

BALMORHEA
Clear Language
Western Vinyl

Austin, Texas might be a focal 
point right now for heavier, 
soundtrack-bound synth acts 
such as S U R V I V E, but it’s 
also home to Rob Lowe and 
Micheal Muller’s delicate 
classical instrumental project, 
Balmorhea. On album number 
six, the duo play to the strengths 
of Satie-like post-rock poise 
(the title track), Eno ambient 
twang (‘Dreamt’) and the ‘Close 
Encounters’ distorto-blast of 
‘Ecco’. Piano meets plaintive 
violin, textural trumpet and 
shapeshifting guitar in a deep 
communion that feels good for 
the mind, body and soul. JK

WILD ONES | PHOTO: JEREMY HERNANDEZ

BALMORHEA | PHOTO: CL AIRE COT TRELL
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SIMON JAMES 
Akiha Den Den 
Castles In Space

‘Akiha Den Den’ is a hugely inventive radio 
drama written and directed by Neil Cargill, 
with music and sound design by Simon 
James. Its six episodes, which you’ll find at 
akihadenden.com, are something of a best-
kept secret and they really shouldn’t be. It is, 
in a nutshell, 21st century radiophonica at its 
very best. 

The drama tells the tale of radio ham MR 
Cuttings (voiced by Ian McDiarmid, who you 
may know as Palpatine from ‘Star Wars’) 
who begins to pick up odd transmissions 
from a mysterious location known as Akiha 
Den Den. Subtitled ‘Music For An Abandoned 
Amusement Park’, this is the music from the 
series, which will be best enjoyed across two 
sides of vinyl, lovely opaque vinyl at that.

 The tracks, in fine soundtrack tradition, 
mark events in the drama – so we get ‘There 
Are Others’, ‘It’s Her Again’, ‘Mr Cuttings’ 
Room’ – and the journey is a seamless 
adventure in spot-on sound design that will 
keep you returning for repeat listens. Not 
enough? It also comes with a CD of extra 
material. This is so far up our street it might 
as well just move in. NM

LARAAJI
Sun Gong/Bring The Sun
All Saints

Here’s an undeniably epic double-release 
from Edward Larry Gordon, aka experimental 
mystic legend Laraaji. It surely aims for 
new ears, with the clever pairing of the 
hallucinatory radicalism of ‘Sun Gong’, a 
twin-track 25 minute meditative gong drone, 
with the contrastingly easier going eight-
track ‘Bring The Sun’.

Many have yet to discover this 
Philadelphia-born genius, despite the fact 
that Brian Eno’s radar picked him out from 
the plethora of buskers in NYC’s Washington 
Square Park, playing his trademark 
electronic zither, back in the late 70s (the 
result: ‘Ambient 3: Day Of Radiance’).

These hypnotic, spiritual jazz-inflected 
ambient explorations have echoes of 
California’s Deep Listening Institute at times, 
though the eastern mystic elements of 
numbers like ‘Introspection’ are very much 
Laraaji’s own. The enigmatic ‘Enthusiasm’ 
is perhaps the highlight; a devotional 
piece that manages to conjure a genuine 
spiritual warmth from its abstract, near-
yodelled vocal gymnastics. A remarkable, 
transcendental journey into the clouds. CG

SIMON JAMES

BÜR HOFF BAU 
L’r 
Dig Vinyl

It’s mystic this one, and mysterious too. A 
local gem unearthed during an expedition to 
Caernafon by Liverpool record shop moles 
Dig Vinyl, this limited edition vinyl reissue of 
BHB’s 2014 outing masquerades online as 
buried treasure from 1974. 

While the promo shot barely disguises 
relatively bum-fluffed youths from the 
modern day and the production is more 
bedsit-in-Y Fronts than Ohr label, within its 
tripped-out journey in sound there is a spirit 
of their preferred age about ‘L’r’.

Tangerine Dream, Kraftwerk and 
Hawkwind are pegged in tracks such as the 
bright lick and jolly motorik of ‘Hummelsong’ 
and ‘Angelika’. Things become much more 
Ankst-like, the post-punk of ‘Y Gofid’ (‘The 
Distress’) manipulating the record’s only 
vocal, a spoken word sample. Following 
the gentle, psych-folk interlude of ‘Swing’, 
some cosmic kraut-waltzin’ occurs on 
‘Dunkletechnik’ (Darktecknic) before the 
nightmare ambient drone of ‘Ampitheater’ 
lures you into heady, sonic Snowdonian 
mists. Wyrd and modestly wonderful. JK
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BRIEF 
ENCOUN
TERS

A MAN WHO NEEDS NO INTRODUCTION ROUND THESE 
PARTS, JOHN FOXX FACES THE QUICK-FIRE MACHINE

Are you a fan of soundtracks in general?
Oh yes. They’ve always been a big influence, right up there with 
church music and rock ’n’ roll. 

Any particular favourites?
Lots! ‘Forbidden Planet’, The Radiophonic Workshop, especially 
the ‘Doctor Who’ theme and the ‘The Shock Of The New’ intro. 
Marvellously radical in their time. The beautiful sequence in ‘Walk 
On The Wild Side’ with the feral cat by Saul Bass and music by Elmer 
Bernstein is a perfect meld of music and film, some parts of ‘West Side 
Story’, the soundtracks in David Lynch’s films, Clint Mansell’s work is 
marking out startling new territories at present… 

It’s a feat to make a soundtrack that lives and breathes on its own isn’t it?
Oh yes. And the best ones can even widen popular taste. The ‘Theme 
From Harry’s Game’ and ‘Tinker Tailor Soldier Spy’ opened the door 
for Gregorian chants, the ‘Aguirre, The Wrath Of God’ music by Popol 
Vuh that fed into Eno’s ‘Music For Airports’, Elvis with ‘Jailhouse Rock’, 
‘A Clockwork Orange’, the Strauss waltz and Ligeti’s choral piece in 
‘2001: A Space Odyssey’, Nyman’s ‘The Draughtsman’s Contract’, they 
all gave a new dimensions to film and made influential and successful 
standalone music too.

You’ve just released your soundtrack to EM Forster’s ‘The Machine 
Stops’. It’s a story you know well, isn’t it?

Yes, I’d read it in the 1960s at school.
It was first published in 1909, which is a bit mad when you consider how 
prophetic it is…

Absolutely. I re-read it recently and it was startling how more relevant 
it had become. Forster had foreseen some of the central human 
problems of the web, especially that tendency to smuggle in isolation 
disguised as communication. Incredible at that time, when most 
houses in Britain didn’t even have electricity.

How does a soundtrack to a play differ from that of a film or TV show?
It needs to present something that feels almost like the presence of 
another character in the theatre. I think film and TV require something 
more discreet… except perhaps for the theme, its job is to announce 
the film, so that can have an identity of its own.

How much of a role did director Juliet Forster have in the creation of the 
soundtrack? 

Juliet was very generous and her enthusiasm as a director was 
contagious. She trusted us to pursue our own vision of the story. We 
seemed to chime from the start and, of course, that was fortunate for 
everyone. No time or effort was wasted on pursuing anything that 
wasn’t going to work.

It must be nice to go and see something you’ve created as a punter?
It was all an interesting experience. Benge and I sat in on the final 
rehearsals and did some tailoring so it all fitted the action perfectly. 
We both learnt a lot from that. When you play live you can never see 
your own show, but in the theatre you have the luxury of being able to 
sit in the audience and watch the whole thing.

JOHN FOXX AND 
THE MATHS
The Machine
Metamatic

STAGE PLAY SOUNDTRACK MAKES ITS WAY 
OUT OF THE THEATRE AND INTO YOUR EARS  

A soundtrack of a science fiction short story adaptation 
is not the easiest of hooks, so I wouldn’t be surprised if a 
few people turned their ears away from this album. Then 
again, they can wash their stupid ears out with ectoplasm 
because it’s exactly this concept that gave us Jóhann 
Jóhannsson’s spellbinding score for the Oscar-winning 
movie ‘Arrival’. 

In this case, the machine in question was first outlined 
in EM Forster’s novella ‘The Machine Stops’. Think ‘The 
Matrix’ but 90 years before the Nokia 8110 flip phone. The 
story begins in an isolated room. “There are no musical 
instruments,” says the text, “and yet… this room is 
throbbing with melodious sounds.” 

The theatre adaptation kicked off in 2016, with 
John Foxx And The Maths providing a suitably alien 
soundtrack. On the EM Forster planet, residents 
receive their music through tubes. Foxx And Maths 
have funnelled the feeling of the original text brilliantly. 
Desert winds thrum with electricity on ‘The Ghost In 
The Machine’, while the sneering electro-funk of ‘Hive 
Frequency’ is a “get off my planet” sign scrawled 10-feet 
tall. ‘Genetic Hymnal’ is exactly the choral music I want 
when being flung into deep space on a one-way ticket.

Then again, even if your literature consumption is 
restricted to Dan Brown and ‘Take A Break’ magazine, 
there is much to enjoy even divorced from any source 
material. Here you will find ringing analogue harmonies 
not unlike early Aphex Twin, buzzing electronica 
that feels like Kraftwerk on a beach holiday and, on 
‘Transworld Travelogue’, cheery, choppy basslines. 

It’s easy to produce a spacey soundtrack – just press 
the “alien swoosh” preset on your synth and you’re good 
to go. The key here is its talented musical protagonists: 
Foxx and his knob-twiddling, retro synth obsessed 
buddy Benge. They’re Han Solo and Chewbacca. Neo 
and Trinity. Hellboy and that weird fish guy with the 
goggles. Their choice of analogue gear, and the resulting 
limitations of sound, imbue ‘The Machine’ with an 
interplanetary humanity. This beautiful album throbs with 
melodious sounds. 

FAT ROLAND

83

THE BACK



PETER GABRIEL 
‘Birdy’
Charisma (1985)

When they first came out, I was slightly too young to appreciate Peter 
Gabriel’s four, self-titled solo albums that spanned 1977-1982, but ‘Birdy’, 
his first film soundtrack, really caught my attention.

I’m not quite sure what came first, but suspect it was Alan Parker’s 
film, which I might have come to on the back of Pink Floyd’s ‘The Wall’, 
which he also directed. I loved ‘Birdy’, which features my favourite 
ending to any film, ever. An under-rated Vietnam flick, it tells the story, in 
flashback, of two Pennsylvania teenagers, Birdy (Matthew Modine), a 
gentle soul who is obsessed with our winged friends and their ability to 
fly, and his gung-ho best pal Al Columbato (Nicolas Cage). 

“I am very pleased to have done this soundtrack for my first attempt at 
a score,” wrote Gabriel rather stiffly in the sleeve notes. Thing is, ‘Birdy’ 
really was something out of the ordinary. “Warning” it said on the sleeve 

“this record contains recycled material and no lyrics”. While Gabriel was 
busy passing me by, I was however very much au fait with the remix. In 
1982, Martin Rushent’s ‘Love And Dancing’, his remake of The Human 
League’s ‘Dare’, had laid some serious foundations, so when I discovered 
‘Birdy’ was built from elements of existing Gabriel tracks, well.

Working with Daniel Lanois for the first time, Gabriel had lifted 
passages, phrases and segments from his solo work and with them built 
an instrumental score. He was at pains to point out that this was indeed 
a film soundtrack and not a Peter Gabriel record. “I do not wish anyone 
to be deceived by the sleeve” he added in his notes. 

And yet ‘Birdy’ is as much his album as ‘Love And Dancing’ is a 
Human League record. It is, like ‘Love And Dancing’, quite, quite brilliant. 
‘Birdy’s Flight’, which accompanies the scene where our hero wishes he 
could actually be a bird and in a dream sequence (or is it?) takes to the 
Philly skies, is culled from ‘Not One Of Us’, which appears on his third 
solo album, 1980’s ‘Melt’ (the one with the melty face). There’s ‘Close Up’ 
from ‘Family Snapshot’, also from ‘Melt’, ‘The Heat’ is from that amazing 
percussive swirl at the end of ‘The Rhythm Of The Heat’ from 1982’s 
‘Security’… that moment when I first heard it and realised it’s the song 
from ‘Birdy’. Talk about a musical journey.  

‘Birdy’ is hands down not only one of my favourite soundtrack albums, 
it’s one of my favourite albums full stop and, joy of joys, it’s just been 
reissued by Real World/Caroline International along with two other 
soundtracks – ‘Passion’ (perhaps Gabriel’s finest score) and 2002’s ‘Long 
Walk Home’. They all come as a lavish 180 gram, half-speed remasters 
(at Abbey Road, natch) double vinyl sets. I have a copy of ‘Birdy’. It is 
bloody glorious.  

NEIL MASON

UNEARTHING ELECTRONIC GOLD

BURIED
TREASURE ANDREW HUNG 

Realisationship
Lex

FUCK BUTTONS FELLA FINDS HIS VOICE  
ON FIRST FULL-LENGTH SOLO OUTING

As one half of Fuck Buttons, the duo who met as 
skateboarding pals in Worcester then joined forces 
musically once they reached art college in Bristol, 
Andrew Hung earned himself a reputation for making 
confrontational, dense instrumental tracks which 
combine wayward electronic playfulness and post-
rock’s demanding performance aesthetic.

It’s quite a surprise to discover that, after three 
albums with the duo, Hung has delivered a complete set 
of full-on vocal tracks on his first solo outing. And it’s 
as much a surprise, apparently, to Hung himself as it no 
doubt will be to his public. “I had no idea I was going to to 
be singing on this record,” he says, “it just happened.”

Which, as it transpires, turned out to be a happy 
accident. For a start, a re-run of the Fuck Buttons 
set-up would have been underwhelming experience. 
Turns out Hung’s voice is strong and powerful enough 
to carry the nine songs here quite capably, and they’re 
relatively exposed by a much more stripped down and 
spacious sound than his former work. There’s also a 
vulnerable, raw expression to his performance that lends 
‘Realisationship’ its considerable dramatic tension.  

Fuck Buttons fans will recognise a few of the duo’s 
trademarks in the arrangements, however different the 
final results might be. The album’s opener, ‘Say What 
You Want’, is goaded along by a nicely untidy, Tortoise-
like shuffling drum beat, before it builds up with organs 
and shimmering guitars hiding low in the mix. ‘Elbow’ is 
constructed on gloopy analogue keyboard tones and a 
relatively untreated live drum sample, while the third 
track ‘No I Won’t’ provides an early highlight with lo-fi, 
low slung funk and a killer two-fingers-to-the-world 
chorus that you’re kept on glorious tenterhooks waiting 
for. It’s the simplest and most immediate thing on the 
album, unique really, but something like Gorillaz being 
overrun by Sleaford Mods.

Not that there isn’t plenty to be said in favour of more 
reflective moments like ‘Shadow’ and luxurious sounding 
closer ‘Open Your Eyes’, introduced by an acoustic guitar 
and drums slowly struggling to escape a harsh sonic 
filter. Unafraid to escape his already impressive legacy, 
Hung has come up with a likeable new approach here, 
one which will certainly surprise hardcore fans, but 
simultaneously earn him legions of new ones. 

BEN WILLMOTT
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VARIOUS ARTISTS
The Never Ending Story Original Soundtrack: 
Expanded Collector’s Edition
SFE/Cherry Red

Giorgio Moroder already had a string of hit 
soundtracks, including ‘American Gigolo’, 
‘Cat People’ and ‘Scarface’, when he agreed 
to add tracks to Klaus Doldinger’s orchestral 
score for this 1984 English language version 
of the German kids’ fantasy epic. 

Moroder’s contributions included the hit 
theme tune single, boasting one Christopher 
Hamill, aka Limahl, who was at the time was 
struggling to build a solo career after being 
sacked from new rom atrocities Kajagoogoo. 
While that song will forever conjure images 
of stone giants, flying dragons and vast evil 
entities, Moroder’s four short instrumentals 
are firmly in the glacial-judder-topped-
with-evocative-melodies mould deployed in 
his other films, with ‘Swamps Of Sadness’ 
irrevocably conjuring child-traumatising 
images of the drowning horse and ‘Ruined 
Landscape’ adding hoary metal guitars. 

The rest is Doldinger’s galloping 
orchestrations, but this reissue extends 
Giorgio’s original 15 minutes with 12-inch 
mixes of the glistening ‘Ivory Tower’ and 
theme. KN

BAXTER DURY 
Prince Of Tears 
Heavenly

Remember when pop music was made by 
self-starting, rough-around-the-edges talent 
that might not have had all the musicianly 
chops, but their originality and charisma 
shone through, creating surprising and 
brilliant new skews? 

Welcome to Baxter Dury’s world. And to 
start, welcome to ‘Miami’, the lead track on 
his fifth album, that introduces a piss-and-
vinegar alter-ego as he struts to a Casio’d-up 
‘Saturday Night Fever’ soundtrack. Dury’s 
DNA is undoubtedly the bedrock for his 
songwriting, but he’s no mere throwback to 
his dad’s punk-poet pre-eminence. 

Songs worked out on a “shitty keyboard” 
and LinnDrum have been made whole by 
musicians from Spiritualized and Portishead, 
with some grand orchestration and 
contributions from Sleaford Mod Jason 
Williamson and former Pipette Rose Elinor 
Dougall. The wanker of ‘Miami’ is soon 
decked by the real-life heartbreak at the 
centre of the record, tracks such as ‘Listen’ 
and ‘Wanna’ revealing vulnerability and 
‘Oi’ the poignant retort to a run-in with the 
school bully of his younger years. JK

ALKA
The Colour Of Terrible Crystal   
Very

Vince Clarke’s DIY imprint, which he runs 
on his ownsome from his Brooklyn home, 
is shaping up as a label to keep a serious 
ear on. Following last year’s double bill 
of ‘2Square’ by Clarke and Orbital’s Paul 
Hartnoll, and Reed & Caroline’s excellent 
‘Buchla & Singing’, this third outing is also the 
third release from Philadelphia-based Bryan 
Michael. His first outing since 2009’s ‘A Dog 
Lost In The Woods’, Alka is in the business 
of hitting nails on heads. And here it does it 
all over the place. Lead track, ‘Melancholy 
Lasts’, nods cheekily in the direction of Art Of 
Noise’s ‘Moments In Love’ and, to be honest, 
that’s all we need to be hooked.

Alka isn’t one for pigeonholes, so he 
swerves all over the shop. The 10-minute 
musique concrète-inspired ‘Under Waves 
And Seas’ pops and pings like a modular 
submarine, while ‘Truncate’ (also remixed 
to fine effect by VC himself) comes on like 
digital Prince with the wonk button set to 10.

The whole set is another triumph for 
Very, but should we really be surprised that 
Clarke is as nifty at A&R as he is at chart 
domination? Nope. NM

BA X TER DURY
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PABLO’S EYE
Southlite
Vanguard Recordings 

‘Southlite’ was originally recorded in 1999 as 
the soundtrack to a film based on a story of 
the same title by Richard Skinner – novelist, 
poet, leading light of the Faber Academy and 
long-time member of Pablo’s Eye. The film 
was unfortunately abandoned, but the album 
has finally been released 18 years on to 
accompany Skinner’s new book, ‘The Darks’. 
Thumbs up to that.

There’s much to admire about this 
seamless blend of electronica, dub, post-rock 
and spoken word. To the credit of all involved, 
it doesn’t sound the least bit dated. The 
highlights include the gritty and fuzzy ‘Water 
Is Like Oil’, the dark and icy blast that is ‘Cold 
Air’, and the head-spinningly beautiful ‘I Can 
See The Earth From Space’. Think Global 
Communication meets 23 Skidoo meets Bark 
Psychosis and you’ll be getting somewhere.

Back in the 1990s, Pablo’s Eye were 
signed to Colin Newman and Malka Spigel’s 
Swim imprint, which is another pointer to 
what to expect here. So does ‘Southlife’ 
mean there might be some new material 
coming down the pipe from the group in the 
near future? Let’s hope so. P

HANNE HUKKELBERG
Trust
Propeller

Musical royality in her native Norway, 
Hanne Hukkelberg is blessed with enough 
idiosyncratic mystery and innate pop genius 
to conjure an audacious 21st century answer 
to Kate Bush on four acclaimed albums of 
multi-tracked confessionals she’s released 
since 2004’s breakthrough ‘Little Things’.

For her latest, Hanne and long-time 
collaborator Mai Elise Solberg reach back to 
90s dance music to emerge with a strangely-
captivating Scandi take on EDM, befitting 
the album’s theme of modern society being 
enslaved to instant internet gratification 
and social media at the expense of personal 
identity. She’s particularly shiny on singles, 
‘The Whip’ and ‘IRL’ but, on emotionally-
charged closing track ‘Duper’, Hanne sings 
acapella in her native tongue. With just a 
Roland VT-3 Box for company, the track 
draws from the Norwegian liturgical psalms 
on which she was raised to bring down 
the curtain on an incisively vital but highly 
seductive statement on the dehumanised 
modern world. KN

HANNE HUKKELBERG

THE RESIDENTS
80 Aching Orphans
Cherry Red

What horrors lurk in The Residents’ archive 
of off-cuts, oddities and abandoned ideas? 
The informative and amusing liner notes 
of this four-disc boxset claim that these 80 
orphans have been compiled with the new 
listener in mind as much as the hardcore fan, 
but if anyone can consume this much of The 
Residents, they are a hardcore fan. 

Entry points might include the 1984 
single, ‘This Is A Man’s Man’s Man’s World’, 
which continues their tradition of mangling 
classics. But the unsettling ‘Diskomo’ (1980) 
with its cheap drum machine march is a 
better indicator of The Residents’ unhinged 
brilliance, it’s The Residents do disco. And 
when they “do” music, they do it over 
good and proper, as on their ‘Third Reich 
’N’ Roll’ album, a high watermark of their 
peculiar zombie-raising voodoo. You may 
not need the mono mix of ‘Smelly Tongues’, 
but if you haven’t heard the deranged sax/
organ/breakbeat of ‘The Mad Sawmill Of 
Copenhagen, Germany’ yet, you’re in for a 
treat. MR
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MIK ADO

MIKADO
Forever
Les Disques Du Crepescule

Mikado were a 1980s French synthpop 
duo who went almost entirely unnoticed in 
Britain. They found their greatest success 
in Japan, thanks in part to the patronage of 
Yellow Magic Orchestra’s Haruomi Hosono. 
It’s an early stirring of the Shibuya-kei 
scene of Pizzicato Five and Flipper’s Guitar, 
which worshipped another French one-time 
Crepescule recording artist, Louis Philippe. 
The lush, kitsch Pierre et Gilles artwork here 
perfectly complements Mikado’s electronic 
stylings, which sound like they relied on 
Casio keyboard preset rhythm patterns and 
chord generators. 

There’s abundant charm in this 
collection’s gentle and romantic sound and 
the vocals of Pascale Borel. Her breathy 
voice on ‘Noel Sous Le Soleil’, one of the 
standouts here, is only out-breathynessed 
by ‘Les Enfants du Pirée’. Mikado were fully 
committed to creating a sweet world of 
French chanson where irony is airbrushed 
in and out of focus by Pierre et Gilles, which 
could erupt into bouncy trashy pop like ‘Les 
Fleurs De L’Été’ on the turn of a sixpence. MR

HÖGNI
Two Trains
Erased Tapes

The first solo offering from GusGus’ Högni 
Egilsson billows with ominous portent and 
images of war-torn vistas, as a brooding 
40-piece male choir meets clanging 
industrialism. And boy, Icelandic male voice 
choirs pack some punch. 

Ever present is Högni’s bluesy vocals, 
equal parts commanding and broken, 
sweeping over the tribal strings of ‘Crash’, 
or strangely detached set against the murky 
instrumentation of ‘Break Up’. It’s an uneven 
affair, but that’s not a criticism, as heart-
rending string arrangements act as the glue 
as Högni spins off in ever curious directions. 

I hope it’s not lazy to compare the 
looseness of his arrangements with that 
of Björk’s ‘Debut’: bewitching, beguiling, 
restless, always chasing a new idea. And 
throughout there’s that menacing choir; 
sometimes alarmingly upfront, sometimes 
buried deep in the fabric of the album. Also 
throughout is an audio augury of industrial 
decay – as Mr Egilsson sings on ‘Shed Your 
Skin’, “I prefer the dark”. FR

THE ZODIAC
Cosmic Sounds
El

Although Cyrus Faryar’s earnest narration 
through the 12 zodiac signs unintentionally 
carried high comedic value, 1967’s ‘Cosmic 
Sounds’ was an electronic landmark, being 
the first time Robert Moog’s new-fangled 
synth appeared on a mainstream album. 

Buoyed by his success with the Doors’ 
electrified poetry, Elektra boss Jac Holzman 
commissioned a sound painting of the 
zodiac with music composed by electronic 
pioneer Mort Garson and realised through 
planting Paul Beaver’s synth colours against 
psychedelic rock cooked to order by LA’s 
elite Wrecking Crew (whose drummer Hal 
Blaine’s ‘Psychedelic Percussion’ LP that 
year also featured Beaver’s ground-breaking 
Moog work). 

Although forever consigned to be a 
curio of the era, ‘Cosmic Sounds’ richly 
deserves its cult status. This remastered 
50th anniversary CD edition enhances the 
whole new galaxy of discovery opened up 
by Beaver’s synth, particularly when he gets 
down to sculpting ambient planet-scapes 
between squirt-splattering the frugging. KN
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SPECIAL REQUEST
Belief System 
Houndstooth

Paul Woolford follows his spectacular Fabric 
mix triumph with a 23-track, quadruple vinyl 
monster showcase of his own production 
talents. With a similar disregard for genre 
here, he fuses and bends ambient, electro, 
techno, breaks, garage and jungle into 
something unique and wonderful.

There are common threads though, 
and everything from the beatless opener 
‘Chrysalis’ to the fizzling leftfield garage 
of ‘Sanctuary’ comes wrapped in layers 
of atmospheric melody. The other secret 
ingredient running through these diverse 
works is an archive of field recordings 
stretching back 25 years; the sound of 
cracking icebergs or snippets of birdsong all 
the more effective when used to enhance 
and widen the aural palate in subtle detail 
rather than being pushed centre stage.

Other highlights include the Kool Keith-
sampling rave banger ‘Brainstorm’, haunted 
techstep workout ‘Leviathan’ and thumping 
electro track ‘Adel Crag Microdot ‘, all 
authentic but reconstructed with a sonic 
clarity and sophistication that’s so 2017. BW

1I2C
Destiny/I Only Have Eyes For You 
1i2c/Pink Dolphin

Two albums and two more reasons to check 
out 1i2c. As in One Eye To See, should you 
need help with the name. Or, if you prefer, 
Home Counties synth geek John Whitaker.

Whitaker’s music is entirely instrumental 
and it’s packed with hooks. Pretty much 
every track on ‘Destiny’ (the follow-up to last 
year’s ‘Horror Show’) is a wall of sound – tall, 
broad, dense, intense. ’Axe Happy’ is cartoon 
scary. ‘Frenzy’ punches and then punches 
some more. ‘Derailed’, nutty steam train 
noises and all, would have been a suitable 
theme tune for the last ever episode of 
’Casey Jones’. It’s mightily entertaining stuff, 
even if sometimes a little exhausting.

A quick word too about Pink Dolphin’s 
vinyl reissue of ‘I Only Have Eyes For You’, 
1i2c’s debut album. Previously only available 
as a download, there’s no mistaking the 
influence of Tangerine Dream on these 
soundscapes, not that this is in any way a 
negative. The standouts are the cinematic 
fizz of ‘Invisible’ and the stomping ‘Isometric’. 
The ayes/eyes/i’s clearly have it. P

VARIOUS ARTISTS
Witches’ Halloween Brew
Burning Witches

Anyone with even half an eye on these  
pages will know how highly we rate the  
Kent-based Burning Witches label. With 
tracks composed especially for this release 
and with proceeds going to WWF (animals 
not wrestlers), they really are spoiling us 
with this spooky 19-track Cassette Store  
Day compilation. 

Take a flick through the tracklisting 
and label allstars Maine, All Of Them 
Witches, Deathcount In Silicon Valley 
and BurningTapes are joined by the likes 
of Xander Harris, Pye Corner Audio and 
Wojciech Golczewski. Pleasingly, there’s  
also a raft of names you may not recognise, 
which is always a treat. Moon Gangs’ 
rattlingly good ‘Dressed In Red’ choral  
romp really caught our attention.   

There’s only 225 of these cassettes in 
the existence (75 each in Pumpkin Orange, 
Argento Blood Red and our favourite, Glitter 
Witch) so you’ll need to be VERY quick if 
you’re going to bag one when Cassette 
Store Day arrives on 14 October… *checks 
calender* Yikes! *legs it to nearest record 
shop chop-chop*. NM

WITCHES’ HALLOWEEN BRE W
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ELECTRIC YOUTH
Breathing
Milan

’DRIVE’ SOUNDTRACK CONTRIBUTORS SERVE 
UP LOST SCORE TO UNMADE FILM  

Anyone with an ambition to score music for films would 
be well advised to take a look at the experience of 
Toronto’s Electric Youth and this album. And listen to it, 
because it’s very good.

The synthpop duo are best known for their track ‘A 
Real Hero’, a collaboration with French electronica artist 
College, from the soundtrack to the outstanding 2011 
film ‘Drive’. The film was a huge hit, and its soundtrack 
is probably largely responsible for the resurgence of 
interest in 1980s electronic music. Certainly, ‘A Real Hero’ 
was perfectly realised imagining of a 1980s synthpop hit 
that never was. Their 2014 album ‘Innerworld’ featured 
Vince Clarke on production duties and cemented a well-
deserved reputation as a band with a knack for soaring 
melodies and attractive electronic melancholia.

So… while working on the follow-up to ‘Innerworld’, 
they were recruited to score a horror film. The director, 
Anthony Scott Burns, loved their music, but as the project 
progressed to post-production not only was Electric 
Youth’s music rejected, the director walked too. Some of 
the footage shot has been repurposed for a new, different 
film, but the actual movie this music was written for was 
never made. 

Which is a pretty compelling backstory and one that 
imbues ‘Breathing’ with a strange sense of loss, with the 
music itself having quite a mournful quality to it. Electric 
Youth gravitate towards the epic without becoming 
mawkish. Take ‘Machine 2.0’, its string chords aren’t a 
million miles from the stirring three-chord sequence of 
the climax of ‘Starship Trooper’ by Yes. It also vibrates 
with the uncanny energy of Badalamenti’s ‘Twin Peaks’ 
theme, stirring sensations of unease and longing, a trick 
that’s not easy to pull off, but one which can make film 
music occupy a very special niche in the listener’s heart.

As you listen, you can’t help wondering what this lost 
film would have been, but as the last track, ‘Chunnel Pt 
2’, which comes on like a ‘Sense Of Doubt’ from Bowie’s 
‘Heroes’, what we’re left with is just fine without the film.

MARK ROLAND

KAITLYN 
AURELIA SMITH
The Kid
Western Vinyl

STAR IN THE MAKING MARRIES SYNTHY 
WIERDNESS WITH POP SONG SMARTS 

Listening to the dazzling synth inventions of Washington 
sorceress Kaitlyn Aurelia Smith is like gazing upon a lush 
woodland scene with the colours magnified, the sounds 
amplified and your brain befuddled by the intensity of the 
experience. Her sensational ‘EARS’ record for Western 
Vinyl last year (her sixth album) was a big breakthrough, 
merging intricate synthesis and extraordinary 
atmospheres with songs that, despite their weirdness, 
had a pop sensibility. 

On ‘The Kid’, she pushes the boat further out. For 
an artist who has written music for geometric shapes 
while studying at the San Francisco Conservatory, Smith 
has a remarkable grasp of accessible songwriting. The 
dreamy ‘In The World’ evokes visiting a benevolent forest 
spirit’s domain. It’s a psychedelic, uplifting delight where 
cascading folky melodies resembling acoustic guitars 
and flutes emit from her synth in a cosmic flow, while 
she leads us on a merry dance with her Pied Piper vocal. 
‘To Follow & Lead’ layers buzzing bass and spiralling 
keys over another addictive, poppy vocal. The effect is 
extraordinary: avant-garde strangeness meets pop in a 
way that’s rarely experienced. 

An immediate comparison is Kate Bush, but it’s 
way off the mark really. Bush never conjured the same 
weird, micro-detailed worlds from her technology in the 
way Smith does from her beloved Buchla Music Easel, 
the storied device adored by synth nerds the world 
over. ‘I Am Curious, I Care’ is a rare diversion into more 
bittersweet territory, with a far more pensive quality. It 
is also one of the strongest tracks here, its orchestral 
keys buried beneath smudges and smears of bleeps and 
cosmic slop. 

Mostly, ‘The Kid’ is a deliriously happy experience, 
a strong trip with no bad vibes that you don’t want to 
come down from. It’s also, as Smith has said of her work, 
inspired by nature and its warmth and organic ebbs and 
flows, unlike most music created from machines. 

To experience true originality is very rare in music 
these days, but Kaitlyn Aurelia Smith is unique. ‘The Kid’ 
really deserves to win her an army of new fans, though 
her wild and free galactic energy won’t be for everyone. 
Either way, she’s one of the most fascinating and vital 
musicians working today. 

BEN MURPHY
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YASUAKI SHIMIZU
Music For Commercials
Crammed Discs

Originally released in 1987 as 
part of Crammed Discs’ ‘Made To 
Measure’ series, this collection 
of short pieces represents 
Shimzu’s efforts to compose 
for Japanese TV ads in the 
1980s, when the predominant 
advertising approach was 
to “create strategic corporate 
images”. The boom economy of 
Japan in the 1980s meant that 
the likes of Sharp, Ricoh, Honda 
and Bridgestone (all also titles of 
pieces, incidentally) could use a 
visionary composer like Shimizu 
to create beguiling and dense 
musical interludes which hang 
beautifully together here like 
koinobori. MR

YASUAKI SHIMIZU

VARIOUS ARTISTS
Lessons
Front & Follow

‘Lessons’ represents the 50th 
release on Justin and Helen 
Watson’s Front & Follow 
label, and celebrates 10 years 
in business for the imprint. 
Compiling 25 new tracks from 
F&F alumni, the album offers 
an insight into an endeavour 
that has promoted everything 
from Kemper Norton’s “rural 
electronica” to Pye Corner 
Audio’s smooth retrofuturism. 
Graham Reznick’s ‘Circuit Faker’ 
steals the show here, being a 
body rocking electro cut with 
retro vocoders and Freeez-esque 
melodies. MS

RADIUM88
Perpetual Emotion Machine
Disco Gecko

Meeting in Nottingham in the 
1990s, Jema Davies and Tim 
Thwaites find themselves on 
album number nine and their 
first for Banco De Gaia’s Disco 
Gecko imprint. Over the years, 
their sound has evolved from 
sci-fi-y live trip hop into cunning 
dreamy ambient electronica 
meets classical swoops. 
‘Perpetual Emotion Machine’ is a 
big, ambitious record that veers 
from the filmic ‘Slave To The 
Algorithm’ (yes, yes, we know) 
to the gentle soundscape-y 
‘Shadow Laughter’ in a heartbeat. 
Nothing wrong with a bit of 
ambition, right? SR

MEMNON SA
Lemurian Dawn
Aurora Borealis

London’s Memnon Sa, the 
project of musician Misha 
Hering, has switched out guitars 
for analogue synthesisers on 
‘Lemurian Dawn’, the follow-up 
to 2014’s ‘Citadel’. ‘Lemurian 
Dawn’ takes you on a cosmic 
journey where sinister forces 
are at work, If you need a 
comparison, think Tangerine 
Dream or Ash Ra Tempel. The 
standout is ‘Daughter Of The 
Cosmos’, a nine-minute epic 
of sci-fi synths and menacing 
ambience accompanied by 
breathy throat singing. A superb 
record; we’ll be taking this 
journey many more times. FM
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LABEL PROFILE

LABEL: Dig Vinyl
LOCATION: Liverpool
ESTABLISHED: 2015

POTTED HISTORY: While many dream of running their own record label, 
Dig Vinyl’s Carl Emery has gone one further. Not only does he have the 
label, but a record shop to go with it…

“The Dig Vinyl shop on Bold Street was set up by myself and business 
partner Ant around five years ago as a response to the tireless talking 
down of physical record shops,” explains Carl.  

The pair had both been involved in running both labels and shops 
previously so it seems to make good sense, but why Liverpool? 

“It was partly because of our connections to the city and partly 
because there was a space being unoccupied culturally,” says Carl. “It 
wasn’t just about selling records, it was about creating a space for 
people to discover music. We stock as many local artists as we can and 
get involved with gigs and we DJ as well. The label side grew naturally 
from those connections, as well as from wanting to discover and give 
voice to hidden gems in the lofts of Liverpool.” 

MISSION STATEMENT: “We are very careful with what we pick for 
release,” says Carl. “The whole package is important to us so we take 
as much care with the pressing quality, sleeve and inserts as we do with 
the music. We want each release to be something special, something 
that you’ll treasure and want to return to. We only press 100 vinyl copies 
and that’s it, there’s no reissues. It’s all about quality not quantity. We’re 
keen to encourage techno warriors, jazz cats, psych lovers and deep 
disco dabblers to contact us if they believe they have something that 
would make our ears tingle.”

KEY ARTISTS & RELEASES: “It’s early days, but Nightdubbing’s 
‘Frontline’ album, our first release, has sold out and that’s a standard we 
are determined to maintain,”says Carl. “We already have a great deal 
of interest in the latest release by Bür Hoff Bau, which we expect to sell 
out quickly, so if you want one get into the shop or onto our website and 
order now!”

FUTURE PLANS: “We feel strongly that local independent labels are 
vital to a vibrant social and cultural life both at the community and city 
level,” offers Carl. “Liverpool is a city changing shape and we want to 
ensure that leftfield, underground music has a place and a platform and 
the shop and label are central to that. Release-wise, following Bür Hoff 
Bau we are looking at a very strange, deep spiritual jazz record that we 
recently unearthed. Imagine Sun Ra living in Toxteth in the early 80s 
playing with a drum machine and sax! If anyone can tell us more about 
the Toxteth Radio Doom project please contact me at the label. “

For more, visit digliverpool.co.uk

THE INDIE IMPRINTS CATCHING OUR EARS

VARIOUS 
ARTISTS
Anthology Resource 
Vol 1: ΔΔ/Twin Peaks 
(Music From The 
Limited Event Series)/
Twin Peaks (Limited 
Event Series Original 
Soundtrack) 
Sacred Bones/Rhino

REBOOTED LYNCHIAN CLASSIC GETS NOT ONE, 
NOT TWO, BUT THREE SOUNDTRACK ALBUMS

“I’ll see you again in 25 years” were the immortal words 
Laura Palmer uttered to Dale Cooper, in unnerving 
backwards speech, as they both sat across from one 
another in the extradimensional Red Room. It’s not quite 
25 years, but David Lynch’s cult show did return to our 
screens this year in the form of ‘Twin Peaks: The Return’ 
with proceedings being no less unsettling than they were 
in the early 90s.

And the return of ‘Twin Peaks’ brings with it three 
new records – ‘Anthology Resource Vol 1: ΔΔ’, which 
features work by sound designer Dean Hurley, and ‘Twin 
Peaks (Music From The Limited Event Series)’/‘(Limited 
Event Series Original Soundtrack)’, the show’s music and 
score respectively, which includes previously unreleased 
compositions by Angelo Badalamenti.

Sound has always played a huge part in ‘Twin Peaks’, 
and the ‘Limited Event Series Original Soundtrack’ 
reminds us that Badalamenti is still a master of his craft. 
The buoyant, almost dreamlike quality of the theme 
and the ominous synths of ‘Laura Palmer’s Theme’ are 
accompanied by some wonderful new arrangements 
that delight and terrify in equal measure. Take particular 
note of the haunting urgency of ‘The Fireman’, a new 
offering from Badalamenti which is emotionally rich and 
as equally distressing.

‘Anthology Resource Vol 1: ΔΔ’ collates the first body 
of work from Dean Hurley’s sonic contributions for ‘Twin 
Peaks: The Return’. Described as “an unofficial ambient 
score”, the album contains a host of ethereal whooshing 
and sinister Lynchian crackling – ‘Electricity I’ and ‘II’ are 
sure to put a chill in you.

The ‘Music From The Limited Event Series’ showcases 
the talent that graced the Roadhouse bar in the most 
recent series. The album features the likes of electropop 
group Chromatics as well as “The” Nine Inch Nails, as 
they’re referred to in the show. Lynch even wrote one 
of the songs on here himself; the dazzling ‘No Stars’ by 
Rebekah Del Rio, a Lynch alumni.

“It is happening again” The Giant told us in the original 
run of ‘Twin Peaks’. It certainly is, and it may never 
happen again. But this trio of fantastic records further 
confirms that the sound of ‘Twin Peaks’ will forever 
remain a soundtrack benchmark. 

FINLAY MILLIGAN
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THE BOOMTOWN RATS
Rat Trap
Ensign (1978)

This is tricky, as the only people who could confirm 
this are dead and my memory has faded. So, it could 
possibly be ‘Two Little Boys’ by Rolf Harris, although 
I’m probably too young to have bought it myself, a 
more likely contender is ‘Chirpy Chirpy Cheep Cheep’ 
by Middle Of The Road, but the most likely choice is 
‘Rat Trap’ by The Boomtown Rats. It’s a great record 
by an otherwise useless group.

THE MOODY BLUES
5 Classic Albums
UMC (2015)

The last thing I bought was this cheapo boxset 
of Moody Blues albums, which covers from ‘On 
The Threshold Of A Dream’ to ‘Seventh Sojourn’. 
It’s fantastic. Brummie Mellotron madness. The 
Moodies were totally enlightened in a Midlands kind 
of way. If they were from Düsseldorf hipsters would 
be holding special Moody Blues nights in Shoreditch 
cafés. ‘To Our Children’s Children’s Children’ is the 
best, it’s a concept album inspired by the moon 
landings. I’m obsessed with the Moody Blues.

KLAUS SCHULZE
Irrlicht
Ohr (1972)

The record I always turn to is ‘Irrlicht’ by Klaus 
Schulze. Klaus just has to lay one finger on some 
crappy early synth or organ and it just goes 

“Zzzzzzzzmmmmm” for about three hours… or 
weeks. No one has got near this. Primordial drone 
soup. The great thing is that this record will work for 
any occasion, it won’t clear rooms as people don’t 
notice it’s on, but it will subliminally fuck with their 
minds. Gotta love Klaus. 

LUKE HAINES REVEALS THE FIRST AND LAST RECORDS HE 
BOUGHT AND THE ONE HE TURNS TO IN AN EMERGENCY

A LW A Y S

L A S T

F I R S T

FIRST AND LAST AND ALWAYS
LUKE HAINES
Luke Haines Is Alive 
And Well And Living 
In Buenos Aires: 
Heavy Frenz – The 
Solo Anthology 
2001-2017
Cherry Red

DECADE AND A HALF OF MAVERICK MAYHEM 
NEATLY SERVED UP AS SOLO ANTHOLOGY

Luke Haines once claimed his most successful band, The 
Auteurs, invented Britpop. A dash of self-aggrandisement 
this might well be, but back when his band were creating 
waves with easy hits like ‘Lenny Valentino’ and before 
the yawnsome Oasis/Blur rivalry had begun to dominate 
proceedings, he was probably right. 

Haines always possessed an ability to write erudite 
lyrics loaded with parody, cynicism, humour, pathos 
and a seemingly limitless passion for history, sharp 
observation and cultural awareness. As a vocalist, his 
style was somewhere between Jarvis Cocker and Ricky 
Nelson, slightly aloof, slightly goofy, but impossible not 
to warm to. The effect was a lot like imagining an English 
Sparks, weaned on ‘The Village Green Preservation 
Society’ and Syd Barrett.

Collecting four hours of material across four discs, 
‘Luke Haines Is Alive And Well…’ overlaps with an earlier 
compilation, ‘Luke Haines Is Dead’, and focuses on his 
solo work. Starting with the deft Studio 54 observations 
of ‘Discomania’ and ending at the unreleased ‘Rave’, 
the tracks here cover all Haines’ diffuse interests – 
orchestral arrangements, music hall, deft singalong rock, 
wistful balladry and lo-fi electronic pop.

His first brush with electronica came in 1994 when 
Mike Paradinas was asked to rebuild songs from the 
second Auteurs album. After disbanding The Auteurs in 
1996, Haines’s first solo project, Baader Meinhof, found 
him liberally using synths alongside more traditional 
instrumentation, and the tracks compiled here show that 
his enthusiasm for electronics has never diminished.

Their deployment might be a little on the wonky side 
on tracks like ‘British Nuclear Bunkers’ or the squelchy 
‘Death Of Sarah Lucas’ or the theatrical gestures 
of ‘Russian Futurists Black Out The Sun’, but then 
Haines’ music is generally a little skewed anyway. The 
reverential ‘Lou Reed Lou Reed’, a perfect (imaginary) 
amalgam of The Velvets and Suicide released in the wake 
of Reed’s demise, is still an effortlessly perfect moment 
in the Haines catalogue.

“I was all over the 90s/I was all over in the 90s” he 
sings on the autobiographical ‘21st Century Man’; this 
restless body of work is categoric proof to the contrary. 

MAT SMITH
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THE HORRORS

EMT
Resolute
EmT Recordings 

EmT, or Ema and Tony, made 
a splash in 2013 with ‘Regret’, 
one of Rusty Egan’s picks of 
that year. And that track is 
certainly a highlight of this, 
the duo’s long-awaited debut 
album. But there’s lots more 
to please here. From the slick 
funk of ‘Why D’Ya Do That’ to 
the anthemic ‘What Else Can 
I Do?’, ‘Resolute’ is a very 
fine collection of muscular 
and infectious synthpop. It ’s 
superbly produced too – take 
a bow Tim Dorney of Flowered 
Up and Republica fame – 
which is another reason to 
recommend it. P

VANITY PRODUCTIONS
Only The Grains Of Love Remain
Posh Isolation

Vanity Productions is the musique 
concrète-influenced project of 
Christian Stadsgaard, co-founder 
of Copenhagen’s Posh Isolation 
label. ‘Only The Grains Of Love 
Remain’ represents complex, 
rewarding music that sits on 
the unchartered path leading 
from quiet ephemerality to 
industrial violence. ‘The Crack 
In Everything’ is perhaps the 
highlight of the four movements 
here, where layers of tiny sonic 
events – ominous repeated 
keys, grubby drones, nauseating 
out-of-tune loops, buzzing synths 

– coalesce into a hurricane of 
sonic maximalism. MS

THE HORRORS
V
Wolfe Tone/Caroline 
International

It’s hard to believe The Horrors 
are on album number five. ‘V’, 
see. How time flies. While their 
distinctive sound has grown in 
its darkness, there’s something 
new in the air here. The locked-
down, deep groove of the 
colossal ‘Press Enter To Exit’ not 
so much sets out a stall as opens 
a chain of supermarkets. From 
the throb of the cheeky Numan-
esque opener ‘Hologram’ to the 
twinkled-toed New Order meets 
Moroder closer ‘Something To 
Remember Me By’, this is the 
sound of a band headed for the 
big time. NM

OM UNIT
Self 
Cosmic Bridge

After an album for Goldie’s 
Metalheadz label, Bristol’s Jim 
Coles, aka Om Unit, sounds like 
he’s relishing the chance to 
express himself in more abstract 
and experimental patterns 
on this, his third long-player. 
Beginning with two grand, almost 
classical instrumentals (‘Cold 
Love’ and ‘Passages’), we travel 
through the raw breakbeats of 
‘Out Of The Shadows’ and epic, 
electronic hip hop-like ‘Make 
Believe’ to the stunning ‘Twilight’, 
halfway between Photek 
and Massive Attack in style.  
Fearless and accomplished. BW

93

THE BACK



ALESSANDRO CORTINI
Avanti
The Point Of Departures 
Recording Company

Italian musician Alessandro 
Cortini has worked with Nine 
Inch Nails, though his third album 
has none of the industrial glower 
of that band. Instead ‘Avanti’ 
is a set of synth compositions 
designed to soundtrack a long 
forgotten cache of old Super 8 
home videos his grandfather 
made. Created with an EMS 
Synthi AKS, the dark genius of 
‘Perdonare’ is captivating — an 
1980s memory cloaked in static 
— while ‘Vincere’ is nostalgic, 
pretty and not a little sad. BM

SHIGETO
The New Monday
Ghostly International

Michigan native Shigeto has 
fallen under the spell of Detroit 
lately, and with both its past as 
dance epicentre and its new 
post-industrial, community 
centric present. Channelling 
techno, acid and deep house 
elements, he infuses them with 
classy, beat-driven funked-up 
jazz, and pulls in a multitude of 
collaborators just to make things 
more eclectic. So ‘Detroit Part 
II’ takes our hand with a scene 
setting Marshall Jefferson-like 
spoken word opener, which 
then cleverly segues into rapper 
ZelooperZ’s cool hip hop fusion 
‘Barry White’. Infectious. CG

SAICOBAB
Sab Se Purani Bab
Thrill Jockey

This fascinating record features 
YoshimiO (aka Yoshimi Yokota of 
Japanese legends Boredoms and 
of ‘…Battles The Pink Robots’ 
Flaming Lips fame) and her 
extraordinary vocal interplays 
with a sitar, double bass and riq 
(a Middle-Eastern tambourine). 
Like Philip Glass in the 1960s, 
these Japanese musicians have 
immersed themselves in the 
structures of Indian ragas, and 
produced a hybrid which throbs 
with energy, like the electronic 
interference in ‘AWAWAW’ and 
the fireworks of opener ‘naa Ra 
naa’. MR

BLUE HAWAII
Tenderness
Arbutus

Raphaelle “Ra” Standell (who 
you might know from Montreal’s 
Braids) and Alexander “Agor” 
Kerby follow 2013’s break-up 
album, ‘Untogether’, with 
this concept outing about 
maintaining online relationships. 
With titles like ‘Prepare For 
Flight’ and ‘Free At Last’, you’d 
hazard those relationships 
weren’t maintained all that well. 
Still, the uplifting choppy 90s 
keys of ‘Versus Game’ or the 
delicious 70s disco vibe of ‘Free 
At Last’ make for a disarmingly 
cheerful record of empowered 
pop. SR

BLUE HAWAII
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MAX RICHTER
Taboo/Henry May 
Long/Black Mirror: 
Nosedive
Studio Richter/
Deutsche 
Grammophon

TRIO OF SCORES FROM THE BIG ‘SLEEP’ MAN  
THRILL, CHARM AND UNSETTLE BY TURNS

It could be argued that the unseen star of the BBC’s 
fever-dark, supernaturally-inflected hit drama ‘Taboo’, 
which starred Tom Hardy as spectral nemesis to 
Jonathan Pryce’s Sir Stuart Strange, was the award-
winning British neo-classicist Max Richter. 

His pervasive atmospherics were central to 
the metaphor-laden drama, and took traditional 
compositional structures, such as the haunted waltz 
and its tragedy-evoking lamenting basslines and 
transformed them into a startlingly contemporary and 
claustrophobically gripping score.

Though composed for dramatically disparate projects, 
‘Taboo’ along with soundtracks for ‘Black Mirror’, 
Charlie Brooker’s dark, satirical series for Netflix, and 
the pioneering soundtrack for 2007’s New York period 
drama ‘Henry May Long’ are all tied-together by Richter’s 
instinctive genius for cinematic augmentation. His knack 
for melodic depth and beauty (often characterised 
by the use of orchestral strings and piano keys) is 
recontextualised with the introduction of subtle digital 
electronics and allows these soundtracks to stand very 
much alone as towering, hugely satisfying works.

So ‘Henry May Long’ evokes New York’s 19th Golden 
Age with stunning languidity, in a manner that few others 
had remotely considered a decade ago. Its seductively 
luminous, deeply nuanced music that incorporates 
electronically processed sounds into its otherwise 
traditional orchestration, rightly making it a cult piece for 
the soundtrack cognoscenti.

But then the bleak, hallucinatory ‘Black Mirror: 
Nosedive’ is underscored with analogous, reiterated 
conceptual anxiety.“I decided to treat the near-future 
dystopia as though the whole film were a dream,” recalls 
Richter in the accompanying release notes. “The score 
works as a kind of warm reassuring lullaby, continuously 
telling us that we are existentially safe, when in fact it is 
obvious that this is far from the case.” 

And boy, don’t we all need those kinds of lullabies 
these days? 

CARL GRIFFIN

DAVE CLARKE
The Desecration  
Of Desire
Skint

TECHNO KINGPIN’S FIRST LONG ONE SINCE 
2003 AND IT’S NOT WHAT YOU’D IMAGINE

Dave Clarke has always been a cut above and one step 
beyond the teeming hordes of DJ producers. After 
establishing himself as one of the UK’s most formidable 
DJs, he defined the early 90s with the Red series and got 
dubbed The Baron of Techno by the late John Peel. 

Clarke has always seen himself as an alternative punk 
rather than dance producer, as shown by this perfectly-
rounded set that gives vent to his deepest emotions and 
uniquely personal visions. As he said recently, a car 
crash in July 2016 fed into the darkly reflective aura of 
this new record, his first since 2003’s ‘Devil’s Advocate’. 

“Finally,” he said, “it’s just me, my imagination and a touch 
of fearlessness about opening up.” 

Only ‘Plasmatic’ rides a vaguely techno beat, 
elsewhere is all Clarke’s songs, wrapped in rich noir 
moods, classic soundtrack sensibility and pulsating 
mutant backdrops. ‘Exquisite’ introduces proceedings 
with a bomber drone like a 20-foot wasp, sprinkled 
with glacial motifs and eerie melodies that highlight 
the album’s recurring cinematic aspects, notably John 
Carpenter and Scarface-era Giorgio Moroder. 

The latter permeates Clarke’s audacious rework of ‘Is 
Vic There?’, the 1980 hit by post-punk outfit Department 
S, on which he’s joined by Paris-based DJ-producer 
Louisahhh. ‘Frisson’ boasts gothic synth exponent Mt 
Sims, his Robert Smith-like vocal over subterranean 
drones before ‘Plasmatic’ and the noir-brass and strings 
of ‘Dot Forty One (Mute)’. 

‘Charcoal Eyes (Glass Tears)’ is the first of two 
collaborations with US alt-rocker Mark Lanegan, 
intoning over Moroder-like urban glisten underpinned 
with sub-oceanic paranoia. ‘Monochrome Sun’ takes 
the collaboration to higher extremes as Lanegan sings, 
twisting a famous Patti Smith line to declare “I’ve fucked 
with the past, now it’s time to dance with the future”. 
The florid radioactive cave-dripping creak of ‘Cover Up 
My Eyes’ is draped with spectral vocals from Brighton’s 
Gazelle Twin and ‘I’m Not Afraid’ features Portishead 
associate Anika over a concussive ‘Metal Box’ rumble, 
complete with cavernous monster-bass.

Post-apocalyptic cityscape ‘Death Of Pythagoras’ 
brings the curtain down on a remarkable milestone 
album that shows Clarke has indeed finally come of age 
musically, and crossed over beyond the clubs. Peel could 
always spot the greats. 

KRIS NEEDS

REVIEWS BY  
CARL GRIFFIN, 
JO KENDALL, 
NEIL MASON, 
FINLAY MILLIGAN,  
BEN MURPHY,
KRIS NEEDS, 
PUSH, 
FAT ROLAND,  
MARK ROLAND, 
SAM ROSE,  
MAT SMITH,  
BEN WILLMOTT 
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FUNKADELIC
Reworked By Detroiters
Westbound 
LP/CD/Download

Detroit has been a city 
under siege for decades, 
its artists bonded by 
bunker defiance and 
unifying love of adopted 
son George Clinton 
and the Parliament-
Funkadelic line-ups he 
led in the city between 
the late 60s and 80s. 
Now credited with laying 
crucial foundations for 
electronic funk, hip hop, 
techno and liberated 
personal freedom, 
Funkadelic’s immortal 
legacy still looms large 
and is honoured by this 
superlative project in 
which original songs 
are reworked by 
subsequent Detroit 
generations, including 
Underground Resistance, 
Amp Fiddler, Marcellus 
Pittman, Anthony Shakir 
and Claude Young Jr. 
It’s frequently spine-
tingling hearing these 
ingrained classics 
highlighted with such 
respect. One crowning 
peak manifesting in 
Moodymann’s epic 
‘Sloppy Cosmic’ take on 
‘Cosmic Slop’, the late 
Garry Shider’s heart-
wrenching ghetto tragedy 
vocal still up-front over 
that haunted riff. 

OHMSLICE
Conduit
Imaginator 
CD

It’s good to see NYC’s 
experimental maverick 
attitude is alive and 
squirting anarchic 
electronic gold against 
the fire hydrants in 
Brooklyn’s hip new 
enclaves. Produced by 
multi-instrumentalist 
and electronic inventor 
Bradford Reed, 
Ohmslice’s debut album 
plants Jane LeCroy’s 
street poetry over 
bubbling cauldrons of 
electronic globules, 
robo-duck flatulence 
and arcane space noise. 
It beautifully conjures a 
New York answer to the 
first United States Of 
America album or Fifty 
Foot Hose half a century 
later, with similarly one-
off machines put through 
a corrosive modern 
times ringer. Drummer 
Josh Matthews, brass 
legend Daniel Carter 
and Swans guitarist Bill 
Bronson join the B-movie 
planetscapes of ‘Ancient 
Friendship’, tumescent 
electronic detritus of 
‘Gravity’ and jazz pulses 
of ‘Snow’, before ‘Ohm’s 
Awe’, a closing skyline 
hymn to the shiny new 
city, becomes a new 
electronic landmark. 

VARIOUS ARTISTS
Sounds Of The 
Unexpected: Weird & 
Wacky Instrumentals 
From Pop’s Final Frontiers
Ace 
CD

There’s a poignant back 
story to this exemplary 
set of wigged-out 
instrumentals from a time 
when space, stars and 
planets provoked a wild 
gleam in the imagination 
that could only be painted 
in the studio through 
sonic invention and 
experimentation. For 
over 30 years, vinyl junkie 
Vicki Fox was part of the 
Ace Records family. She 
started this compilation 
before succumbing 
to cancer, leaving her 
partner Tony Berrington 
and honcho Roger 
Armstrong to bring home 
her vision with 24 rare 
and truly bonkers early 
60s instrumentals. Most 
interesting are the alien 
instro-gabble of ‘Space 
Walk’ by San Francisco’s 
The Astros; George 
Martin posing as Ray 
Cathode for 1962’s ‘Waltz 
In Orbit’; Timmy Thomas 
pioneering the drum 
machine on 1972’s ‘Funky 
Me’ and The Tornados 
struggling to follow 
‘Telstar’ with 1964’s ‘Hot 
Pot’. Have to say they’ve 
done Vicki proud.

STEVE BICKNELL
Awakening The Past
6Dimensions 
12-inch/Download

We recently welcomed 
the resurgence of veteran 
DJ/producer/promoter/
label boss Steve Bicknell 
in the UK techno scene 
with his new 6dimensions 
label. For its fourth 
release, Steve rummages 
in the Comic Records 
archives for the ‘Lost 
Recordings’ series to 
emerge brandishing 1996 
double-pack ‘Why? & 
For Whom?’ Back then 
the tracks were untitled, 
but have been named to 
fit 6dimensions’ more 
human ethos. Heard over 
20 years later, ‘Physical 
Life’, ‘Natural Vibrations’ 
and ‘Fearing The Mind’s 
Fears’ still sound light 
years ahead. Steve’s raw 
instinctual minimalism 
inner funk was achieved 
through deft manipulation 
of percussive elements 
and subterranean bass 
frequencies. They’re 
joined by ‘Conscious 
Awakening’, a new track 
recorded in the same 
spirit, is a swarm of 
fuzzed-up malevolence 
punctuated by ITU ward 
panic signal glitch. Steve 
is going for the mind and 
creating the UK’s most 
vital electronic music 
label in the process.

NEEDS MUST ARMED WITH JUST A DECENT PAIR OF EARS, KRIS NEEDS 
SERVES UP TUNES GALORE FOR YOUR LISTENING PLEASURE
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AUDIAC
So Waltz
Klangbad 
LP/CD/Download

Audiac is a duo 
consisting of singer 
Alexander Wiemer van 
Veen from Tübingen 
and Hamburg’s Niklas 
David, who released their 
debut album, ‘Thank You 
For Not Discussing The 
Outside World’ 14 years 
ago and were compared 
to Massive Attack and 
Portishead. Now they’re 
back with a second, 
again produced by Faust 
founder Hans Joachim-
Irmler. Discounting the 
Klangbad website’s 
worrying assertion that 
“As a performer, Wiemer 
melts women’s hearts 
and makes men’s balls 
cramp to the size of 
hazelnuts”, the album 
is a frequently startling 
exercise in hot-wiring 
vocal/piano duets by 
any means necessary. 
Vocals turn into space 
choirs, showtune piano is 
glazed in autumnal synth 
strings and organs turned 
into distorted mirrors on 
tracks such as ‘Gospels 
Unreal’ and ‘People 
Going Places’. Every one 
of these 10 swooning 
missives is crying to be in 
a movie, preferably of the 
darkly romantic variety.  

EMPTYSET
Skin EP
Thrill Jockey 
12-inch/Download

Since coming together 
in Bristol in 2005, James 
Ginzburg and Paul Purgas 
have been pushing 
out sonic envelopes 
and exploring creating 
sound in creative 
settings (anywhere 
from top art gallery 
to decommissioned 
nuclear power station 
or sprawling ruin). After 
releasing EPs and LPs on 
various labels, the duo 
signed to Chicago’s Thrill 
Jockey this year and 
released the formidable 
‘Borders’ LP (described 
as Black Sabbath meets 
TG). Their latest EP uses 
techniques developed 
while recording the album 
combined with ritual 
repetition and microtonal 
embellishments, achieved 
by acoustic means only. 
Strangely recalling the 
atonal hypno-pulsings of 
no wave outfit Mars, the 
two chunks of title track 
hum aboard a malignant 
firewall of strings and 
depth-charge drums. 
The flip’s two versions of 
‘Eye’ follow a less-is-
more approach, one that 
that often happens with 
those who’ve taken their 
electrified actions to the 
outer limits. 

NICOLAS BOUGAÏEFF
Cognitive Resonance
NovaMute 
12-inch/Download

NovaMute was launched 
in 1992 as techno arm 
of the venerable Mute 
Records. Nothing 
has been heard from 
the former home of 
Plastikman for over 
10 years, but happily 
NovaMute is back, still 
pushing the electronic 
boat out judging by this 
three-tracker from a 
conservatory-educated 
music lecturer and 
event spokesman for 
Ableton Loop and 
Mutek. After the title 
track has re-enacted 
NovaMute’s original 
hard techno ethos with 
low-flying sonic booms 
and a trunks-munching 
electronic shark attack, 
Nicolas’s avant-garde 
leanings manifest in the 
shimmering dogfights 
and slow-mo pulses of 
‘Truthful Hyperbole’ 
before ‘Fake News’ slaps 
down a disorienting 
beat that threatens to 
get its legs sliced off 
by a cosmic chainsaw 
as a classic 80s 
keyboard riff drops its 
keks. Claustrophobic, 
challenging and a great 
start to the welcome 
rebirth of NovaMute. 

VARIOUS ARTISTS
EPM Selected Vol 5
EPM Music 
Download 

This month’s download-
only delight has to be 
the fifth volume drawn 
from the recent EPM 
Music EP archive. It’s a 
radioactive chamber pot 
spill that bristles with 
the cutting edge and 
kicks off with Esteban 
Adame’s transcendent 
‘Descendants’ (his UR 
apprenticeship with Mad 
Mike flying beautifully 
in the Detroit strings) 
before carving a radiant 
path through the minimal 
surge of Italian duo Basic 
Frame’s ‘NKS’,. There’s 
the low-slung tweakage 
of British tech-vet Mark 
Broom’s ‘One Sound’, 
Francesco Terranova’s 
wilfully stripped-down 
‘Terra 1’ and Ben Long’s 
impressionistic ‘Calling 
Broadsword’ (from his 
‘Standing Alone’ LP). 
Don’t miss Floorplan 
(Robert and Lyric Hood) 
speaking in ‘French 
Kiss’-riffed tongues on 
the awesome ‘Ritual’ and 
House Of Black Lanterns 
evocatively fondling the 
creature from the black 
lagoon’s teabags on the 
sub-oceanic ‘Drown’.  
A scorching affirmation 
from this veteran UK 
electronic institution. 

VARIOUS ARTISTS
Joey Negro & Sean P 
Present The Best Of 
Disco Spectrum
BBE 
3LP/2CD

Ironically for a medium 
initially aimed at sparking 
human reactions, disco 
laid out electronic dance 
music’s future when drum 
machines and synths 
started replacing people 
in the studio in the late 
70s. That evolutionary 
arc was beautifully 
charted between 1999 
and 2001 when Joey 
Negro and Sean P 
unleashed the ‘Disco 
Spectrum’ compilations 
that catalysed disco’s 
ongoing revival. Now 
the pair have selected 
21 highlights from the 
original sets, every 
spangled ejaculation, 
from the waspy synth 
melodies stacking Jo 
Boyer’s ‘Isabelle And 
The Rain’, to the fabulous 
synthetic wallop of 
Omni’s ‘Out Of My Hands’ 
is a winner. While Hi 
Voltage’s ‘Somewhere 
Beyond’, by renegade 
hustler Began Cekic and 
unsung disco pioneer 
Fred Zarr crystallised 
the 1982-vintage NYC 
disco and laid crucial 
foundations for the house 
revolution gathering on 
the horizon.
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ROUGH TRADE NYC
64 North 9th Street Brooklyn 
New York 11249
roughtrade.com

ROUGH TRADE WEST
130 Talbot Road 
London W11 1JA
roughtrade.com

ROUGH TRADE NOTTS
5 Broad Street 
Nottingham NG1 3AJ
roughtrade.com

RPM RECORDS
Carrera 14 #83-04
Bogotá, DC - Colombia
rpmrecords.co

VOD MUSIC
28 New Street
Mold, Flintshire CH7 1NZ
vodmusic.co.uk

RESIDENT
28 Kensington Gardens
Brighton BN1 4AL
resident-music.com

BOOK AND RECORD BAR
20 Norwood High Street 
London SE27 9NR
facebook.com/thebookandrecordbar

ROUGH TRADE EAST
Old Truman Brewery 
London E1 6QL
roughtrade.com

DIG VINYL
80 Bold Street 
Liverpool L1 4HR
digliverpool.co.uk

TUBEWAY RECORDS
Unit K12 Pride Hill Centre 
Shrewsbury SY1 1BY
facebook.com/tubewayrecords

RUBADUB MUSIC & TECH
35 Howard St 
Glasgow G1 4BA
rubadub.co.uk

UNDERGROUND SOLU’SHN
9 Cockburn Street 
Edinburgh EH1 1BP
undergroundsolushn.com

HERE GALLERY
108 B Stokes Croft
Bristol BS1 3RU
heregallery.co.uk

TRANSMISSION RECORDS
105 Northdown Road 
Margate CT9 2QY
transmissionrecords.co.uk

JUMBO RECORDS
1–3 Merrion Centre 
Leeds LS2 8NG
jumborecords.co.uk

SPIRITLAND
9–10 Stable Street 
London N1C 4AB
spiritland.com

MAGALLERIA
22A Broad Street 
Bath BA1 5LN
magalleria.co.uk

MAG CULTURE
270 St John Street 
London EC1V 4PE
magculture.com

SOUNDCLASH
28 St Benedicts St 
Norwich NR2 4AQ
sites.google.com/site/s0undcl45h

LA BIBLIOTEKA
70 Pinstone Street
Sheffield S1 2HP
labiblioteka.co

STOCKISTS





100

we create high quality, 
well designed and future 
proof electronic products 
for all people who love 
sound and music. 
https://teenage.engineering te
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