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				At last, you lucky people, you hold in your hands the CARDIACS album, LSD, begun in 2007 and eventually finished towards the end of 2024 by the band and a dedicated group of Tim Smith’s closest friends under the invaluable direction of executive producer Jim Smith. For long-time fans who may have wondered whether the album was fated to forever remain a myth, this is likely to be an emotionally charged moment. It certainly was for me. The seventeen tunes contained herein, all written by Tim Smith with arrangements by Kavus Torabi and brass and string arrangements from Craig Fortnam, could have remained unfinished were it not for the sterling efforts of the supporting cast, the originality and strength of the source material, and the stubborn tenacity of their principal author. Make no mistake, this is 100% a CARDIACS album, with the full endorsement of Tim Smith and participation of band members past and present, as well as a larger than usual cast of extras. It also does some things differently, necessity, as they say, being the mother of invention.

				This is not the same record Tim would have made, had he physically been able to complete it. Everyone involved in this project wished that could have been the case, but given that Tim’s condition prevented him from speaking, let alone singing, and also severely limited his physical movements, working compromises had to be reached, the most difficult being finding a lead vocalist that fitted the material. Sadly, Tim did not get to hear any of the final mixes. He did, however, listen regularly to tracks that were already works in progress and get to run through all of the tunes that were still in the relatively embryonic stages expressed in his own handwritten scores, which were assembled and checked with the able assistance of Craig Fortnam.
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				“Can’t you tell me a good story? 

				Make it stand well in history…” 

				Cardiac ARREST ‘Let Alone My Plastic Doll’
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				Tim still being with us for at least the preparatory work being done on LSD marks this release apart from most other posthumous albums, and one might consider his state of living a ‘half-life ’for over a decade, as band mate and close friend Kavus Torabi described in one of his most poignant Knifeworld songs, to be an almost entirely unique circumstance. Perhaps the closest release would be Leonard Cohen’s final album, Thanks for the Dance, which featured new songs based on late period sketches by Cohen completed by his son Adam, but the timescale isn’t the same, not to mention the music of both artists being worlds apart. There is too, the fabulous art project David Bowie made of his last days with Blackstar, written specifically by the artist about his passing and released two days before his death. Whilst the conception of LSD was a far more sprawling affair than Bowie’s artful goodbye, they are both clearly attempts to utilise the alchemical potential of art to transmute deeply sorrowful events into works of transcendent beauty.

				Although it’s widely known at this point, it still bears repeating: Tim Smith spent the last 12 years of his life suffering from the condition known as dystonia, unable to walk or speak, although his mind and even personality remained largely unaffected. I say largely, as the difficulties of being in that situation for any length of time would be more than most could bear to even imagine. Yet bear it he did, often with a sense of humour, despite repeatedly coming close to dying from complications to the condition and being extremely vulnerable to respiratory illnesses. The two things that kept him going were the friends that he had around him and the music that he made, and that others made too. It cannot be emphasised too strongly that working on LSD, and seeing his music performed by close friends, such as the 2018 concert at the Garage in Islington where ‘Dirty Boy ’was played for the first time since CARDIACS’ last tour, was an incredibly important lifeline to Tim, and for his friends too.

				When Rhodri Marsden called Tim Smith “a one-man subculture who inspired total devotion” in Smith’s obituary in The Guardian in 2020, he was absolutely on the money. CARDIACS fandom has grown over the years, with many younger fans only coming to Tim’s music after his death, still expressing real sadness at his passing, brought on no doubt by a real sense of connection with his unusual and highly emotional music. Clearly there was a lot to live up to, both from the point of view doing Tim’s ideas justice considering the high quality of past CARDIACS material and, of course, doing justice to that title. It’s an obvious point but again worthy of mention: if you’re going to call an album LSD, it had better be pretty psychedelic. In a way, it’s surprising that it hasn’t been used much prior to CARDIACS laying claim to the old lysergic acid diethylamide as the label for this recording. As a call to (admittedly justified) hyperbole, in a sense it’s right up there with Sing To God. The meaning of those three letters also goes beyond being a simple drug reference in the sense that the intense beauty perceived on such a trip is, if you are lucky, a kind of gnosis, or direct perception, of the natural world itself. Such perceptions can be arrived at by different means, such as meditation, but that is a far longer process. LSD may be a key to the Kingdom, but it’s not the Kingdom itself.

				Kavus Torabi recalled: “We were ruminating on the album title in a pub in Salisbury. I said: ‘Tim, I’ve got it – LSD’. We were sat outside, around the end of May. He came back from the bar and he was like ‘I’ve been thinking about it. Absolutely, we’ve got to do it. ’And that was it. My rationale was just the blatancy of it. We are making psychedelic music, we all know we are. Why fuck about? Let’s just get on with it.”

				On both counts, it is my strongly held belief that this album succeeds in such a convincing manner as to be worthy of consideration as a CARDIACS’ masterpiece, alongside The Seaside, A Little Man and a House and the Whole World Window, On Land and in the Sea, and Sing To God. I’d also add both Sea Nymphs albums to that list, perhaps imagining them issued together in one perfect double album. Whether you agree or not with my assessment of those recordings, even with room for some dissension, that’s a lot of top tier work. Not only that, but those (perhaps younger) CARDIACS fans amongst us who wonder what Sing To God might sound like with an alternative mix to Tim’s trademark trebly, claustrophobic production, may herein find an answer to that question in LSD. Yet simultaneously, particularly through such unorthodox pieces as ‘Men In Bed ’and ‘Pet Fezant’, the presence of Tim Smith, working his own unique magic not entirely understood by anyone else, looms large. Talk about ‘having your cake and eating it’. Like I said to begin with, you are a lucky lot.

				Given ABC’s past playful obfuscations, some of you may wonder why such transparency now? The fact of the matter is the true story is more inspiring and poignant than anything one could invent. Likewise, the actions of its characters are worthy of note for both the method of their participation in the project and their emotional intent in striving so hard to get it completed. That finishing this album was a labour of love for all involved surely goes without saying. 

			

		

		
			
				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

			

			
				
					[image: ]
				

				
					[image: ]
				

			

			
				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

			

		

		
			
				4

			

		

	
		
			
				That you should be made privy to the ways in which that love manifested is due to the express wish of all involved that both the difficulties they surmounted and the purity of their intentions be a matter of public record. Simply put, the band and all those involved wanted you to know how much work they put into it and also share the love they felt in finishing it as far and wide as possible.

				For any newcomers or those merely exercising a passing curiosity (some of whom may still be wondering wtf that kangaroo on the cover is about), you are also in for a treat, in both the telling of this story and the wondrous sounds that resulted from its characters’ endeavours. So stick around.

				Speaking of the extensive work that went into the album, Jim Smith began: “This is a real out of the ashes job. People were saying to me, when’s it coming out? You’ve only got a bit of singing or a bit of mixing to do? But that wasn’t really the case. Tim had done practically zero vocals for it. I think there were three tracks that he’d done really rough guide vocals for and so we had to make the best of that. I became my own nemesis, my own taskmaster. It’s a terrible responsibility. I thoroughly enjoyed it, but I now understand the stresses and strains and mental torment of it all. As I said to Kavus at one point ‘no wonder Tim liked a fucking drink’. I guess my story starts with fixing the studio, which had become very dilapidated while Tim was ill. I virtually had to strip, repair and rebuild it, buy a new desk, rewire it all and get it all working again. Then, once I got the studio back together, we began concentrating on finding and digging bits of music out, among a multitude of hard drives, putting it all back together, figuring out what needed doing. Most of Tim’s input on it was guide stuff, guide guitars, bass, drums which were obviously midi. We replaced them as we went along. It was two years of pretty constant work. It sounds really good now to be honest. It’s kind of floating somewhere between Sing To God and Guns, with lots of call backs to A Little Man and a House in there as well. It has elements of all of the stuff that we’ve done before really and I’m very, very proud of it!”

				I put it to Jim that despite the bittersweet nature of this album, with Tim’s long illness and passing five years ago now, the feeling of being a part of this project is truly a lovely and joyous thing for all involved. I’ve personally felt Tim’s presence really strongly lately, with CARDIACS playing shows again, the Melodic Virtue book coming out and now LSD finally about to see the light of day. And of course, Tim is the reason all us folks know each other. It’s like he is still here, like you can’t get rid of him, I joke. All the practiced onstage animosity between the Smith brothers being one of the longest running gags in music history and so much the opposite of the truth, we both share a chuckle at that.

				As well as being an essential aspect of the band for his onstage demeanour and distinctive bass playing, Jim Smith penned the majority of CARDIACS’ ‘YOUSletters’ - direct communications with fans back in the days of photocopied zines considerably before the onset of the internet. Jim said: “I didn’t get so much involved on the music front once Tim was ill, because I was more busy looking after Tim and going to see him, organising treatments and fighting with the rehab facilities to keep him on a rehab track rather than stagnating and all the while holding down a day job, than I was doing anything else. I kind of shifted the band out of my life then.” Since Tim Smith’s passing, Jim’s work on completing the unfinished album and touring as part of the Sing To Tim shows, acted as both a celebration of their shared musical legacy, and a way to work through his grief at the loss of his brother. 

				The other band members are unequivocal about the importance of Jim Smith’s role in finishing LSD. For Kavus Torabi: “One of the most interesting things about this record was basically the journey of Jim after Tim had died. You had Jim who was, from a creative perspective, actually a very passive member of the band. Then having had all these years of being put through the ringer, with having to look after Tim, for Jim to then emerge from the other side and realise that he’s now in the position of being in charge. And to come and see how he worked and got absorbed in the process. To go from learning Cubase, to rebuilding the studio, which he oversaw and did himself.

				And then also, obviously for me, Tim was my really close friend, so when we weren’t doing the band, it would be Tim I’d be hanging out with and so I’d only really see Jim at CARDIACS ’rehearsals and at gigs. What’s been really beautiful for me is just to get so close to Jim and form this new friendship with him and also to see in Jim the parts of him that are like Tim. Sometimes he’ll do a little expression and I’ll be like ‘there Tim is.’ Now having Jim doing this, the buck stops with him. Even if there’s a decision that I don’t agree with, I don’t want to be in the firing line from the fans because they don’t like an aspect of how the album turned out. Everything is rubber stamped by Jim. When we were doing it, I was very much in production mode, but Jim was always executive producer.”

				Craig Fortnam concurred: “It would have been really difficult if Jim hadn’t been in charge, because then it would have been me, Kavus and Mike, going ‘yes/no? ’It’s such a responsibility. Likewise, if we had decided to try and finish the record after Tim had died without saying to Tim ‘shall we finish the record?’ 
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				and Tim going ‘yeah’, if we hadn’t had his blessing, or he hadn’t been involved in signing off on all of the melodies and unfinished words, I don’t think we could have done it.”

				Despite the bitter ‘cosmic irony’of Tim having almost an album’s worth of tunes partially completed apart from vocals he could never do, the fact that the way he worked involved actual written scores was hugely significant for those attempting to finish what Tim had begun with Kavus in 2007. According to Craig Fortnam: “There’s a very simple timeline. Tim had some of these songs around for years. ‘Skating’ was around in the early 2000s, because Jo Spratley is singing on some of that. But Kavus and Tim started working on it in 2007, just before Tim got ill.

				Then it all comes to a shuddering halt. Then it’s me and Tim, about 2018/9, when we’re like ‘let’s finish the record’, sorting out all the words and the melodies. Tim dies, then it’s Jim and Kavus, Mike, me etc. It’s basically three phases.”

				The original suggestion that Tim and his friends should continue work on LSD came from Fortnam. He recalled: “Matthew Cutts used to do Monday Club. When Tim was down the road in South Newton, in the hospital rehab. Matthew would drive him back to Tim’s place every Monday, make him some soup, and listen to records. Then Matthew couldn’t do that anymore, so I said I would do it. This was about six months before lockdown. I’d go and collect Tim or he’d come over in a mini bus to his place. I’d had those rough mixes for ages, so I said to Tim ‘we should finish LSD, get back in the studio,’ because I thought it would be a good thing to do. It would cheer him up and use his brain, doing something musical.”

				Fortnam stresses: “Tim wrote all of the tunes. I’ve got all the bits of paper with them on. It’s like a jazz lead sheet, where you’ve got chords and the melody on top. Then, where he had words, he’d write them rhythmically and then he’d staple them together. Then he’d just record it.” It is often noted that Tim Smith was the main creative force behind CARDIACS, though it’s perhaps less known just how much that wasn’t always the case. Speaking of his own role as arranger for LSD, Torabi said: “Tim always had someone with him, kind of like a copilot. Someone like Bill Drake, or Mark Cawthra or actually right at the beginning, Colvin Mayers. If it wasn’t Colvin, it was Bill, then it was maybe Bic for a bit, then it was Jon Poole, then it was me.” Clearly Tim enjoyed working with a co- pilot, though he was also driven enough at times to complete some works largely on his own, as he did with Guns. Jim Smith adds: “There are a lot more people involved [in LSD]. Tim was a bit secretive sometimes, as he was recording Guns. That just came at us with a ‘here you are, it’s done ’kind of thing. We were like ‘what?’”

				Fortnam continued: “Tim said that there was a folder in the studio with all the tunes written down on manuscript paper. A lot of those rough mixes didn’t have any melodies on them, they were just bass, drums, guitars and keyboards, no singing, no melodies or anything. So, the first thing was to try and sort that out. We‘d just started doing that and then Tim got moved to the unit in Southampton, which ended up being a real pain. I’d go to Southampton with these pieces of paper and we’d started going through it all when lockdown happened, so I couldn’t visit him anymore, so part of Monday Club became me sitting at home, working on these tunes. I’d get the rough mix, and I’d just record the melodies over the top with my Philicorda organ and then I’d send them to Tim to check that they were correct.Some of the songs had no lyrics at all. So, Tim said ‘go into my folder that says ‘worms ’on it (he used to call words ‘worms’), and just stick some words to the melodies’. That’s what I did for a lot of tunes, like ‘A Roll from a Dirty Place’ or ‘Volob’. We were definitely in lockdown by this time, because I remember I would sit here and do a guide vocal and then burn them all onto a disc, because with the staff in Southampton, if I’d emailed him loads of mp3s it would be a nightmare for them trying to sort through them. I’d send him these CDs, he’d listen and then we’d Zoom or something and he’d go ‘great ’or not. That’s how we nailed down all the words that weren’t finished.

				Fortnam continued: “I’d do that thing like he used to, emphasising the wrong words/syllables. Like the classic ‘On land AND in the sea’. He emphasises the wrong word, or the words just carry over the line. This must have been before lockdown because I remember, we were face to face in Southampton, and I said ‘I do that thing you do with this one, where you stress all the wrong syllables.’. And he went ‘really, you noticed?’. And was like ‘of course I noticed.’. It was really funny, like he thought it was a secret.

				I think that’s why he liked what I did, because I basically did what he does. There is one song where there was no melody at all, apart from the chorus - ‘Wooden Eye’. Tim said something like, ‘just write a melody for the verse’. I thought, well I’m not going to try and write a tune because that seems like too much, so I thought I’d do something like what Tim does on ‘Core’. Instead of writing a tune, I’d do the ‘single note Tim’ sort of thing. That was quite a big decision to make. But virtually all of the melodies were there. The 
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				meat and potatoes of all the songs were written by Tim. Half of the words were fully written by him and the words that weren’t sort of were, as I used words from his suitcase and fitted them where needed. It’s not like we were fumbling around in the dark. But it wasn’t straightforward either. There was also lockdown, which meant that we had to do a lot of to-ing and fro-ing, me and Tim, laying down all the words and the melodies. A lot of that was done remotely, which is kind of mad really.”

				One song that Tim had been working on alone, ended up with its extremely poignant and very Tim-like lyrics being written by Tim’s partner, Emily Jones, that take the form of a beautiful elegy, a recognition by Tim’s friends that it was OK for them to let him go, for him to finally leave his suffering physical body behind. The first time I listened properly to ‘Pet Fezant’, it was like a key had turned in a lock and all the emotional upset resulting from the difficulties Tim had endured through more than a decade of suffering through his illness poured out. The tears that came were near tsunami-like, and they weren’t simply tears of sadness either but rather a healing outpouring of emotion from an old wound that had almost callused over. For anyone who might be expecting ‘Vermin Mangle ’as the closing track to LSD, as was mooted by Tim at one point, as much as I love that track, I’m in complete agreement with Jim and Kavus that it didn’t really fit with the vibe of the other tracks. Also, ‘Vermin Mangle ’was released to the fans as a parting gift on the day of Tim’s funeral, whereas the sentiment of ‘Pet Fezant’, whilst still tinged with much sadness, has more of a transformative emotional feel.

				According to Fortnam: “Early on in the process we were gathering all the songs that were going to be on LSD and Tim said ‘what about ‘Pet Fezant’?’. I was like ‘what’s ‘Pet Fezant,’? Because I hadn’t seen it. But eventually we found the Cubase project. Kav hadn’t worked on that at all at that point. I guess that was something that Tim had been working on his own. I was really pleased about finding it because Tim was adamant about it being on LSD. Literally a few days before he died, we were up at Matthew’s, me and Emily, and Tim signed off on the lot - all the words and melodies. We talked about doing string and brass stuff. I said what about some strings on ‘Pet Fezant’? and he said ‘yeah, great.’That’s about as far as we got. He never heard any of it, which is a real shame. I did loads of string arrangements, loads of brass. Tim never heard any of them. I just thought I’d do some arrangements that I’m pretty sure Tim would have liked. The chords were all there, I just had to fit it together. I’m the most proud of anything I’ve ever done with those brass and string arrangements on this record.

				The strings we did at Brixton Hill studios, Stuffy’s place. Nick Howiantz engineered that. Harry, NSRO cellist, fixed the players for me. Top players. Top money. One session for the strings, four or five hours or so. It was amazing. That’s the thing about British classical musicians, there’s no money in British orchestral music, so there’s never enough rehearsal, as a consequence, your jobbing, top rate British classical session player can sight- read anything brilliantly. It’s not really hard but what is difficult about this was all the unrelated chords, so you’d always go into sharps where you don’t expect them, but they read it fine. Jim turned to me at the end and went, ‘Actual talent!’. The brass players we did remotely, as that was in lockdown. There’s one guy who played in The Go-Team and The Specials, a guy called Tim Smart, a trombone player, really brilliant. I can’t remember how I found him. I just sent him all the stuff and he just did it and recorded it at home.”

				Getting the vocals right, however, proved extremely difficult. Fortnam said: “Tim had obviously heard what he wanted from Rose-Ellen [Kemp] in his head and perhaps he would have got out of her what he wanted. But we didn’t know what he had mind. Getting the attitude right was really difficult. The bits that Jim has kept are obviously the bits that she sounds great on. I think she sounds great on ‘Volob’. However on some of those tunes, you can really imagine Tim singing it and think ‘that makes total sense’ but for somebody else to sing it, it’s really difficult, it’s hard to get the attitude right.”

				Bob Leith added: “It’s a big old pair of shoes to try and fill innit, Tim had his own thing. There’s that track that Tim sang the guide vocal on – ‘Spelled All Wrong’ - and I remember when I went down there, the best vocal that up to that point had been recorded, was Tim just doing that. It was like ‘there it is, there lies the problem. ’It’s still on there, with Mike singing along to it and someone else too.”

				According to Jim Smith: “Everyone who has been involved in the project is absolutely brilliant at what they do. I remember, after we’d recorded Rose-Ellen doing some singing and me and Kavus were sitting there going ‘it’s not really working, is it, for the faster, ‘rockier tracks’ kind of thing. On some of the songs she’s amazing, like ‘Skating ’and ‘Men in Bed ’and ‘Volob’, so no argument there. Then we got Bob to have a go, because Bob’s got quite a nice voice. And we were sitting there going ‘it’s great but it’s still not quite doing it, is it? ’So I said ‘fuck it, I’m gonna phone Mike Vennart.’ I phoned him up, and the first thing he 
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				said was [puts on a northern accent] ‘I’ve been waiting for you to ring.’” For anyone who had seen Mike Vennart singing ‘Dirty Boy’ with Spratleys and CARDIACS musicians at the Garage in 2018, with Tim in the audience, the notion of the Oceansize singer being the right man for the job should not come as a surprising idea.

				Mike Vennart recalled: “I’ve never responded to a text message so quickly in my life. I was looking at my phone at the time, reading something and it just came up. The only time Jim ever contacted me was to tell me someone was fucking dead, or to wish me a merry Christmas. And I thought ‘Oh God’, then I was like ‘YES. FINALLY’. I kept asking ‘Who’s singing, man? ’and nobody would tell me. They gave me, initially, five tracks to learn. There was ‘Breed ’and ‘A Roll from a Dirty Place’ and a few others. I thought they were good and I was really happy to be asked, but then when I went down to do the recording, they played me ‘Men In Bed’ and ‘Busty Beez’ and I just fell apart. ‘Busty Beez’ might be the most Tim Smith piece of music in existence. It’s like every emotion you’ve ever felt, all coming at you at once, you don’t know what this feeling is. It’s so abstract. Harmonically it’s so rich and unorthodox, it’s like Tim Smith cubed, like he’s giving you absolutely everything he’s got. And I’m puzzled every time I listen to it. It’s overwhelming. I only came in at the very end, everything had been done.

				Craig’s incredible brass and string arrangements had really brought the whole thing to life. But there’s just no mistaking where this had come from, no mistaking whose stink it is, all over this record.”

				Vennart continued: “There are a lot of things that we still don’t know how Tim did what he did. The way that he produced vocals, for example. If you listen to the Spratleys Japs album Pony for instance, you can’t often tell if it’s Jo or Tim singing, as he’s produced her voice exactly the way his own voice sounds. With this record, I’m singing on it, Rose-Ellen Kemp’s singing on it, Bob Leith is singing on it. There are loads of vocals all coming at you at the same time. They’ve all been treated in different ways and they’ve put me at the front of them. But yeah, with Tim, I don’t know how he did some of the things he did. I know the shit [equipment] that he used to make those guitar sounds, and I don’t know how he did it, because it sounds incredible. I know that a lot of mix engineers and audio buffs sneer at Sing To God and Guns and whatnot, but to me I think they sound great.

				When I had the pleasure of working with Tim on a very early Oceansize record, just watching him make a decorative texture from out of nowhere, was just astounding. That he could hear something in his head and use something simple, like a clean guitar in a way you’ve never seen anybody play it. EQing things, multi-tracking things, to create these small details within a sonic picture. I was just sat back, thinking ‘How the fuck did you do that?’ No pedals, no technology, just this guy playing the guitar in a way that you’ve never seen before. I was open mouthed and Tim was playing guitar [casually with a funny expression on his face] and he looked up at me and went ‘Look at your fucking face’ and laughed.”

				According to Kavus Torabi, Vennart’s singing marked a turning point in finishing LSD: “There are so many ways it could have gone. With having to pick a singer, it so defines the album. I think Mike did an amazing job. I always imagined it [to begin with] with a female singer, because of Tim originally wanting Rose-Ellen Kemp to do it. One of the other people he considered was the singer from Bunty Chunks [Lisa Bailey]. So, he definitely had an idea of what he wanted. But when Mike put down his first few tracks, it was like ‘Fucking hell, there it is’. It was like ‘This sounds like a record that I’d want to buy now.’”

				Howiantz adds: “I think that everybody did a really good job and the final choice ends up being down to the producers. Jim and Kavus were pretty much in agreement and they were both really psyched when Mike started doing tracks. There are plenty of layered bits too. Plenty of Bob in there, perhaps mixed low. But Bob did loads of vocals and I thought they were really good. I like Bob’s voice. He really tore out some vocals at some points, because he really goes for it, veins standing up in his neck. He did a bunch of good ones. But I think it just really clicked with Mike and Mike’s got a confidence and an energy as well and I think both Jim and Kavus were really down with that.”

				There was one slight point of contention however. Vennart opined: “I wasn’t allowed to sing in a Yorkshire accent. I had to be a Cockney geezer.” Torabi confirmed: “Me and Jim were very much on ‘Cockney watch’. And the same thing with Rose-Ellen Kemp as well. Anything too northern, it’s just like ‘it’s cool, but not on a CARDIACS record.’ But then on the other hand, you can’t affect a south eastern drawl, so we just had to de-northern it.” Beyond that, Vennart is adamant that he didn’t try and sound like Tim, adding:

				“I couldn’t sound like Tim. Nobody sounds like Tim, I wouldn’t know where to start. For the most part there was very little direction, other than more attitude, or less attitude. There was one song called ‘By Numbers’. That became a troublesome one that we had to do a few times. And so, it became like how to make this melody that Tim had written, how can we make this work without feeling stupid? We put a bunch of harmonies on, I did it a few times and I kept coming back and this was always a song that needed 
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				redoing. Then one day Jim just asked me to sort of croon it, like an old time, loosened dickie bow kind of rat pack kind of style and that’s what got it going. I guess the fact is, they couldn’t afford Mike Patton, so they had to get me.”

				In terms of the experience of recording the vocals, Vennart tells me that the process took: “Two or three weekends. I was only supposed to do four or five songs, so I went about learning them. Jim was adamant that we record in Tim’s place. I was just like ‘Send me the stuff and I’ll do it here, I’ve got a good microphone’ and he was like ‘no, that’s not how it’s going to be’. I’d never really known Jim prior to this. I’d only met him a couple of times before and he was very much in character, deliberately intimidating. But we really hit it off.” Vennart adds that as a consequence of recording the vocals at Tim’s studio, he also played a major part in getting Jim to stop smoking: “You know CARDIACS, they fucking smoke and smoke and smoke. I’m singing in the same room as the engineers and Jim’s just rolling cigarette after cigarette and I’d be like, ‘You can’t be fucking doing that while I’m trying to sing. If I’m gonna do it right, I’m gonna do it right’. And so, he stopped smoking there and then.”

				Vennart continued: “When I heard everything come together, I really felt the warm glow of the community aspect of the project. No one was doing it for their own ends, nobody was doing it for a payday or to further their own career. Everybody just wanted to finish this for Tim. And even though he’s not here, he kind of makes it more pertinent that we finish it for him. He was so important to all of us. When I think about Tim, I think about standing in some pub somewhere or at some after show, where everybody’s trying to get a slice of him, everybody’s trying to distract him, to get him to talk to them. But when he was engaged in conversation with you, you couldn’t pull him away with a tractor. He was so engaged and so thoughtful. He hung on your every word. He could never agree with you enough. He made you feel like you were right and that the things you had to say were important. I’d never met anybody like that, I still haven’t to be honest. I found him to be just incredibly warm and loving, this perfect personification of human compassion and empathy and I think, because of that it’s important to all of us that this gets done and this gets out there.

				After all these years of expectation and mythology, we all have our ideas of what we want LSD to be and what it should be. To me, as a CARDIACS super fan frankly, LSD has become something far more than I could have imagined and I’m so glad that they asked me because I don’t know who else they would have got to do it. It’s an absolute thrill for me. I’ve kind of got form for joining my favourite bands. I started playing for Biffy Clyro years ago, there’s only Faith No More to go now. I adored Tim and I adore CARDIACS and this whole experience has been one of the most joyous and meaningful of my life. I can’t wait for everyone to hear this fucking record. I can’t believe it’s finally coming out and I’m so proud of Jim, Kavus and Craig for getting it there. A big moment for all of us. I don’t know what we’re going to do with our lives now. It just sounds like CARDIACS to me man, although there’s one crucial element that ain’t there. But I think that the way this is being presented, I hope people will respect that this is as close as we could get it, and there’s absolutely no mistaking who is behind it. Even though he’s no longer with us.”

				Vennart concluded: “’Men In Bed’ is particularly devastating. There’s something presciently powerful about it. I think that songs often have the power to see the future and I think that one has a kind of poignancy with the ‘I surrender’ lyric. It really hits home. That particular song has so many classic Tim harmonic devices that you feel like you’ve heard him do so many times before but you probably haven’t heard him do it quite like this. The whole thing has a relentlessly revolving cadence with these beautiful choral voices. I love that Craig’s put in a beautiful brass arrangement that harks back to A Little Man and a House.”

				Indeed, the first and last tracks of LSD carry much of the bittersweet element of the recording, ‘Men In Bed’ in particular being an apt continuation of the subject of ill health expressed in tracks such as ‘Bodysbad’, and the [famously] borrowed Slapp Happy lyric from ‘In the Sickbay’: “Nurses whispering verses click shut their purses and depart.”

				After deciding on a lead vocalist, the next hardest task was deciding who would do the final mixing. Jim ‘Foetus’ Thirlwell was considered at one point, an understandable idea considering Thirlwell and Tim Smith’s mutual admiration for each other’s work, but that didn’t work out. Devin Townsend, however,was approached and although excited and honoured to be asked, unfortunately was too busy to take on the project at that time. Kavus also thought at one point: “I wanted Dave Fridmann to do it. I thought it would be amazing, because that guy’s stuff is really druggy and pushed to the max.” But as far as I know, Fridmann was not approached. The point remained, however, that whoever was doing the mix had to put some real attack into it and that aspect not be sacrificed for the sake of clarity. In the end, another key contribution from Mike Vennart came in the form of a suggestion that an 

			

		

		
			
				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

			

			
				
					[image: ]
				

				
					[image: ]
				

			

			
				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

			

		

		
			
				9

			

		

	
		
			
				acquaintance of his, Adam Noble (known for his work with Biffy Clyro / Placebo / dEUS / Deaf Havana and Paul McCartney amongst others), do the mixing.

				Jim Smith said that when the mixes first came back to him from Adam, he initially thought “Oh no, I’ve made a mistake, the tunes were mixed so cleanly that you could hear everything, and that’s not what Tim would have done.” But he came back to them after a break and thought: “Nah, this is it! This sounds amazing!”. Fortnam adds: “I love the way this record sounds. Adam Noble has done a really good job on it. When you hear ‘Ditzy Scene’ now, it’s like ‘fucking hell, there it is.’” Whilst for Bob Leith: “It sounds great. Tim obviously liked everything to sound really, really toppy, like Sing To God. But if you’re playing something else and you put Sing To God on, it takes half the album for your ears to adjust to that. That was very much Tim’s style, but I think the sound of LSD is great.”

				For Nick Howiantz,who engineered the album: “It’s really a task that you can’t complete properly. It sounds great and everyone’s done a really great job and it’s the best it could be. But it was such a daunting thing. A lot less so for me than probably anyone else involved to be honest. So much was done and the bits that I was actually responsible for – doing the string section was relatively easy because they were such good players – and then the vocals, which takes a bit of doing to get right but as long as I’ve done my job properly, the responsibility is probably more on whoever’s going to mix it. To give it a vibe and everything.

				The way Adam’s done it, you’re hearing a lot more of kick drum and snare drum really up there. Compared to the older CARDIACS stuff, it’s a bit more snappy sounding. Jim and Kav always said it was going to have punchier drums, glam drums, a more rock and roll kind of vibe going on. It’s a lot to have changed all in one go. It’s got real [not programmed] drums, a real Bob Leith vibe. It’s got Kavus playing guitars instead of Jon and they’re pretty different, both in the way they play and the sounds they use. You’ve heard how chunky the guitars are.

				They’re brilliant, the Kavus vibe all over it is great. Then there’s Jim playing the bass as well. Then the songwriting is also something of a departure. I’d say it’s more different from Guns than Guns was from Sing To God. It’s a little bit of a jump. You’ve got ‘not Tim’ singing on most of it. Then you go for a modern mix. What else do you do? Because it’s been a long time since it was started and you don’t want it to sound lame in comparison to other releases. Production techniques have really changed, especially over the last five years. Mixes are getting really hefty.”

				Adam Noble explained that he knew of CARDIACS, “mainly through Mike Vennart talking about them a lot”, adding: “I wasn’t too familiar with the back catalogue but listened to a lot more after finding out I was mixing this album.” Noble says that he tried to not pay too much attention to the sonics of the previous records, adding: “Good or bad, it’s not wise to get yourself locked into a specific sound or style by constantly referencing albums from the past, or other bands’ records. Instead, he “spent a lot of time making sure the drums were punchy and crisp, and that created space for the huge variety of other instruments and vocals. Ironically, sometimes a huge amount of processing was needed in order to make something sound warmer and less processed.”

				Initially only 5 or 6 songs were ready to mix, So Noble spent a couple of weeks on those. A few months later, multitracks for the rest of the album arrived and the whole process took approximately 5 weeks in total. Noble continued: “In terms of the end result, I was happy that Jim was happy! There was very little back and forth with revisions, so the mixes you hear are very close to my first versions, which is always very satisfying. The songs are truly unique and full of adventure and fun. I don’t get to work on music like this very often and loved the challenge of pulling it all together while having the freedom to enhance the craziness in the process. My favourite track would have to be ‘Skating’ — it’s completely mental but works so well!”

				For Kavus Torabi: “It was sort of going in this direction sonically anyway. This was all of our attitudes, you do it to the best of your ability, having been close to Tim and having been part of the whole thing and understanding at least as much as you can what is required, while not having to pre-guess what Tim would have done. I think that would have been a mistake. You have to make decisions that feel right to you. You can know what was good, having been around Tim and having worked with him, but you’ve also got to trust your own taste, and usually throughout, me and Jim were in agreement.”

				Kavus ’perspective deserves some further investigation at this point. After all, LSD isn’t ‘just’ an almost lost Tim Smith CARDIACS album but an almost lost Tim Smith and Kavus Torabi CARDIACS album.

				Right from the off, Torabi ventures: “My worry is that people might think that anything has been added retroactively but that’s not what went down. Basically, [when they first worked on the album together around 2008] Tim gave me three CDs worth of, not demos, because that implies that Tim made demos, which he didn’t. These were basically three CDs worth of tunes that had keyboard chords blocking them out, all the major and minors sort of thing, and programmed drums and bass lines. The very basics of 
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				tracks. We knew we had to make a new album, so Tim just said ‘pick a bunch of tracks out of these’. So, that’s what we were working on. Just because he liked all of them and couldn’t necessarily be objective about it.

				Some tunes had Tim singing guide vocals, which is how when I came to write the lyrics to ‘Ditzy Scene’, I just made them fit in with his guide vocals. There was a lot of that going on. We got Bob down, I think it was over two weeks to do the drums, and then we went for it with guitars. In the case of something like ‘Skating’, there was this whole section, near the beginning, which was just the chords, and Tim said, do a melody over that, something Frith-ish or Zappa-ish. And he went out to the office to deal with orders and whatever and just left me in the studio, and so I just recorded that whole melody. He came back in and was like ‘I would never have thought to do that.’ I think a lot of the time, it was the same sort of thing that Jon was doing on Sing To God. Tim had the basic chords and I did all the guitar decorations.”

				Torabi continues: “Tim is playing rhythm guitar in places and he’s playing all those mad lines on ‘Pet Fezant’. It’s a real tear jerker that one. Tim wanted me to write some lyrics. I remember sending some to him, handwritten, and then we couldn’t find them. I couldn’t remember what they were and they were the only copies. The lyrics to ‘Volob’ are made up of snippets of texts that Suzy [Tim’s partner at the time of his ‘accident’] sent to Tim. Tim had written down these lines on a piece of paper, because he really liked the lines. And when we were looking for the lyrics for ‘Volob’, Craig fitted these lyrics to the tune and played it to Tim and Tim spelled out ‘I shit myself’, which meant he really liked it. So, that was one of the ways we did it.”

				For Mike Vennart: “‘Volob’ is a particularly poptastic moment, it sounds like a radio-friendly bop, but it still sounds like Tim.” Nick Howiantz concurred: “‘Volob’ is just a gem, it’s so cool. Anyone who has heard it seems to be impressed by it. It’s so CARDIACS but it’s also something really quite different as well. It’s kind of heavy and beautiful at the same time, one of the standouts for me. ‘Skating’ too. I’ve always really loved the mad CARDIACS stuff, so it was really good to hear a bonkers one that goes all over the place.”

				Fortnam adds: “There’s a bit of me on ‘Skating’. That was me doing the guide vocal. Jim just kept them. On those bits of paper, all of that’s written out, the spoken voice. I just did all of that just for Tim and Jim kept them, and I was like ‘fucking hell’. When Tim and Kavus were working on LSD in the mid-noughties, I remember saying ‘can I be on the record, can I just play one note in the middle of a song’, and he laughed. Now I’m all over the record and it’s funny.”

				Indeed, ‘Skating ’is one of the album’s many highlights, a tightly assembled collage-like arrangement of numerous genres constantly transcending their own limitations, with a surf rock riff, played by Tim, that just bubbles up out of nowhere, recalling Devo’s album as ‘The Wipeouters’. ‘Skating’ also reminds me indirectly of Mr Bungle for its approach to attempting to cast off the limitations of genres by rifling through so many in a single song. I remember Tim being really into Mr Bungle and loving it when California dropped. I recall him saying: “I was trying to do something like this, I don’t know what I’m going to do now.” Those early, genre defying Naked City records around that time also had that effect on him.

				Howiantz concurred: “I’d heard that was what had pushed him into doing something like ‘Skating’. One thing that’s of note on that track is, with the vocal production, it’s probably a little less layered than other CARDIACS stuff. There’s more of it where a strong lead vocal comes through and that was something that Jim wanted, but there are a few moments in some of the songs where there are backing vocals that Tim had already produced and they’re such of his flavour that it’s amazing. I always used to go back to those, thinking ‘that’s the standard we’ve got to match. ’There’s a bit of ‘Skating’, not at the very end because Jo and Bic recorded the outro part, but there’s a couple of mad ‘Disney choirs’, in fact they were labelled ‘Jo Disney.’They were all produced, multiple layers of, I think just Jo, and it was then all bounced down to a single stereo file, so we didn’t have any of the separate parts, which happened in places, and there was this one little bit in a skeleton of a track pretty much, this one little stereo file of fully Tim produced kind of thing. It had all these kind of fairy, high-pitched voices in there and whispers and all of that going on. That was really cool to hear, just listening to this thing that sort of sounds like it’s half a track and needs all these other bits putting on, then you come to this one bit and it’s like ‘wow, that’s the Tim production magic’. It’s one of the bits where it just drops to this chipmunk choir. It’s great.”

				Torabi continued: “’Men In Bed’ was Tim’s. Some had lyrics that I had written and had to rewrite, because we couldn’t find the originals and, after Tim had died, we were just like, ‘let’s keep these anyway’. But a lot of them were Tim’s. ‘Ditzy Scene’ was mine, ‘Made All Up ’was mine, and I think one of the other new ones, but most of them were Tim’s. I think Jim may have done one of them. Lyrically ‘Skating’ is a Tim and Jo Spratley one. I did a bit but otherwise that’s Tim and Jo.”
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				I suggest to Kavus that the new ‘Ditzy Scene’ mix is a fantastic vindication of their process. Torabi responds: “I always felt like the horns in the verse could have been bigger. That was the one thing we did right after Tim died. We thought let’s put some horns on it and then Craig did that arrangement at the beginning. Just to make it different from the single, but also the mix is so much better. The ‘Ditzy’ EP, Tim was never happy with the mix. It was mixed under pressure and we just had to get something out, turned around really quickly, to get something out for this tour. I was really excited obviously because it was the first CARDIACS studio recording I’d been on, and when Tim emerged, he was like ‘well, it is what it is.’ Which I thought was ominous. We were never really happy with it. The plan was always to remix that. That again had real drums on it. But what that EP did was kickstart recording LSD.”

				Yet another difficulty that had to be surmounted during the recording of LSD was the theft of valuable equipment from Tim’s recording studio. Torabi recalls: “One of the guitars in particular really broke my heart, this really rare Gibson. It’s on LSD. It looked like a Les Paul but it didn’t have any pickups and was much thinner. It had this really beautiful star inlay on the fretboard. You plugged it in and it sounded like an acoustic guitar. Tim said ‘it’s got the Pixies acoustic guitar sound’. I don’t know how it worked, or whether there was a piezo microphone in the body, but it was made by Gibson, and Tim used to refer to the guitar as ‘Silver’. When we reopened all the LSD tracks, it was lovely seeing the tracks named Silver, because I knew what it was. It’s a really rare guitar. I’ve spoken to people about it and they’ve never heard of it. I think I found one online. It was only in the studio briefly and then it was stolen. It was a real shame to lose Silver.”

				Contrasting the two periods of working on LSD with Tim, Kavus continues: “For some time, LSD remained as it was left in June 2007, but what we had, initially Tim and I, and Bob as well, were just bounces of the work in progress, wherever we were at, with some of the tracks missing. We had those sitting around and would listen to it. Once Tim had got into his own room and had his stereo, he’d be listening to it a lot.” That the room, and indeed chair-bound Tim Smith could use his own hugely imaginative music as a creative ‘escape’ from his own circumstances is immediately apparent when listening to LSD. The difference between escapism and creative freedom might be a fine line at times, but it is there to be felt by anyone with an affinity for such liberating and cosmic music, upon listening to LSD.

				Torabi added: “This is a moment for me. There was a bit in ‘The Blue and Buff’, which I’ve now done a guitar melody over the top of, which we’ve done since, but at the time there was this bit we used to call ‘the skinhead bit’. Because Tim said it always gave him the image of skinheads dancing. Whenever we were working on LSD, whenever we got to the skinhead bit, Tim would do this face and dance. Now, going forward some years, one time quite early on after getting him set up, we were listening to LSD together, Tim in bed. And when we got to that bit and I looked at him, and with as much as he was able to do with his spasmodic limbs and face, he looked at me and gave me the skinhead dance, as much as he could muster. It was really emotional for me.”

				Torabi continued: “While we were going through it, there was another track we worked on and this was my favourite – ‘Busty Beez’. We had big plans for this track, but Tim couldn’t remember it. We couldn’t find this track on his computer. I thought it was missing. There are some tunes from Tales From The Rotten Shed that are just missing. There were complete, edited videos of at least ‘Hope Day’, ‘Gloomy News ’and ‘To Go Off and Things’ that are now missing. I thought that the same thing had happened with ‘Busty Beez’, because we hadn’t really got to the stage where we could put down a rough, it was just all the tracks playing at once all the way through. Then, somehow at some point, around maybe 2019 it emerged. Maybe Jim found it. Mark Cawthra was having to go through Tim’s computers as tech support, trying to piece everything together. We found ‘Busty Beez’, and while Tim was still alive, Craig started working on the orchestrations and he would have a dialogue with Tim and get the thumbs up from him. The next new things that got recorded, after me and Tim stopped, were the horns and the strings. Then once we had them done, Jim and I got together and we started doing more guitars, solos and stuff, just zinging up whatever we had. And then we started with the vocals. It was great working with Nick. We couldn’t have had anyone better to engineer it. He was such a key part of the whole process.

				We were really busy with it. I was coming down and doing stuff whenever I was free, between doing stuff with Gong and the Utopia Strong, I was going down there. Jim was constantly at it, working on the album and putting down bass lines. It was a joyful process when we were making LSD originally and it was a really lovely process finishing it. I guess I’m the only one who saw it from both sides. When we realised that we were going to get it over the line, it was really exciting, because this thing has been around for so long. I’m sure we didn’t think we’d get it finished and now we have. I listened to it in 
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				America, when some early mixes came through. One of the places we were staying in America, the guy who was doing merch had this incredible hi-fi. And I had a little blub. At some point it will be an album that exists in the CARDIACS oeuvre, slightly outside of it but also part of it, and it will take on whatever mythology it takes on. It will be out there in the world and I’ll then have to stop reading social media because I won’t want to read what people are saying.”

				Jim Smith added: “Kavus had done a lot of the heavy lifting on those recordings. Before Tim got ill, they’d started big time on it. Tim was relying on Kavus a lot for the guitar input. Later, we just kind of built it up and then, listening to it, me and Craig thought ‘wouldn’t it be great if it had some brass in it?’ stuff like that. It’s been a learning process for me for sure. I feel a lot more confidence in doing this stuff, I’m getting there. I’ve got James Larcombe as my Cubase guru, if I get stuck. And of course, Nick as well.

				Kavus had some guitar ideas that he hadn’t gotten around to doing. So, he put some of those on. Then, in between times, when everyone was busy, I’d be down there replacing bass lines. In between, when people weren’t around, Kavus and Nick were in there, putting some different guitar parts down. Or replacing guitar parts he wasn’t happy with. The bass is a mixture of myself and Tim. Tim plays bass in a certain style. He uses that kind of swoopy bass playing style and I’m not that great at that, so I left what Tim had done for those parts, but the stuff that’s more in my ballpark, I redid. Some of it didn’t have bass on it at all.

				Bob had done a lot of the drums early on. A lot of it, Tim had done, only as guide drums and the stuff that Bob had done, had been done quite quickly and it wasn’t the most perfect drumming. So, we sent it over to Rob Crow in the States and he chopped it all up and really tidied it all up. Everyone’s been involved in this. Tim is still on pretty much everything. Guitar wise and whatever. The ones where he’s singing, anything that had a good guide vocal, I’ve used. Just to keep as much of Tim on the album really. Although listening to those, you can tell it’s not his full-on effort but we’ve done our best with it. ‘Ditzy’, ‘Made all up ’and ‘Gen ’is Tim singing in full force obviously.”

				Jim Smith continued: “My favourites change, day to day. I over listen and my favourites change. One that I keep going back to is ‘Wooden Eye’. I love that. ‘Men In Bed’ is brilliant. ‘The Blue and Buff ’is great. ‘Breed ’is a nice one. That wasn’t even going to be on the album originally. I was digging through Tim’s computer and I found a really old rough of it. I started fannying about with it, turned it into what it is now. It was a really basic little singalong before.” Howiantz agreed:»‘Breed’ has turned out to be one of the best tracks. I don’t think there were any guitars on that, just midi stuff and the basic blocks that Tim would use to start creating the songs, almost everything else was put on top. That got a bit of acoustic guitar recorded down at Tim’s studio, and Kavus put a bit of electric guitar on it. Bob had done the drums. That one was pretty much built from a skeleton. That one’s a real beauty.”

				For drummer Bob Leith, who laid down most of the drum tracks during the initial spurt of work, this has likewise been a long and winding process. “I think one of my favourites has always been ‘By Numbers’,” he began. “Right from the off. I remember years ago, Tim sending me some of the stuff to learn. I’m talking in 2008. After the last tour. Maybe April, something like that. I got a call from Tim and he said ‘I’m going to send you some stuff, can you come down tomorrow?’ and he sent me two things that I’d never heard before. One of them was ‘A Roll from a Dirty Place’. He was like ‘We need to learn this now... ’[laughs] ‘because we’re doing ‘em tomorrow.’ They were ones I’d never heard before. I was like ‘You’re fucking joking? ‘Because ‘A Roll from a Dirty Place’has got quite a complicated bit in it. But anyway, I went down there two weekends on the trot and we got through loads of them, literally, building up each track bit by bit and he’d drop me in. We got quite a lot done but it was done really quickly.”

				Leith continues that there were around nine tracks originally that he worked on, adding: “The ones that I did a couple of years ago were ‘Busty Beez’ and the middle bit of ‘Skating’. ‘Skating’ was originally done in 2008 and Tim said ‘don’t worry, there’s no way we’re going to have to learn that middle bit, the mental bit, we won’t be doing that live anyway.’ Then Kavus got in touch a few years ago and said: ‘Can you learn that bit? ’And I said: ‘What, the bit I had trouble learning the last time?? It took me ages to pick that up.”

				Leith continues: “I went down to the studio twice, in 2008. I remember me and Tim getting together on two afternoons and doing that really quickly. And then, the next time I saw Tim after that would have been the rehearsal for that last radio session. I also did some lead vocal tryouts once we had started again and they are still in there somewhere. I wasn’t down for any of the other later stuff. They’d already done loads of vocals and guitar and stuff I’d never heard before. Jim has been sending me mixes forever. But I think it was last year, I heard a rough one with Vennart’s vocal on it and then a final mix, about three or four months ago. Jim was trying out different people before Adam Noble got the gig, Steve Durose [from Oceansize] did quite a good one.”
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				Nick Howiantz (a self-confessed ‘massive CARDIACS fan’) recalls his time working as engineer on LSD with fondness: “It was a team of really strong friends behind the whole thing. I didn’t even really meet Tim before his accident. A couple of times in Brighton with Jon Poole, I’d bumped into him and said ‘hi’, but I never hung out with him or anything. I spent some time with him at Matthew Cutts’ place, when he couldn’t speak, so that was a different kind of relationship. But my point is that I was probably a lot more distant than everyone else who was working on it, and it felt like a real honour and I get on with them all really well, and I love Jim to bits, I really get on with him. I’d go and stay down at the studio and we’d have three or four days in a row. It was really lovely spending time with them and for me it was relatively easy, because there wasn’t too much pressure but for the other guys, especially Jim, there was a lot to think about and a lot of worry about it.

				Most of the files, 2008 is the date that gets mentioned, so that’s when the bulk of it was done. We started around 2021. It was drawn out, most of it was done in Wiltshire. Towards the end, Jim started coming up here to Brixton to do certain bits of editing and working through stuff. Craig Fortnam arranged the brass and strings. That was my first bit of involvement. If I remember right, maybe my job at first was along the lines of ‘This guy can do some strings recording’. Maybe that was my first little trial. That was brilliant. They were such a good string section.

				There was a good bulk of it done. A lot of the vibe was already in there. The drums were already sorted. Some of the tracks we did a little bit of extra work on and there were a few bits of extra drums that we recorded. We did a little bit of tracking with Bob on bits that hadn’t been done. ‘Skating’ was tricky, and that was a lot of responsibility for everyone. Just thinking, ‘What do we do with this?’ because it was so strange. The majority of the songs had their drum parts in. Some of which were edited kind of roughly, some of which had a bit more work done on them and some of which you could tell were in very much a ‘Let’s just slap these few takes together and we’ll get round to it later on.’ Some of those went over to Rob Crow early on. When I first started working on it, he’d already done some work on editing them. Then I also did a fair bit of that a bit later. People were saying to me: ‘It’s your favourite band, how does it feel to be a part of that?’ It feels great, but also it would feel greater if Tim was around to finish it and I wasn’t needed. From my point of view, as I’m sure everybody feels, it’s a little bittersweet but you know, there’s one hell of a lot of love behind it.”

				Bookended by the majestic but bittersweet hymn ‘Men In Bed’, which recalls Heaven Born and Ever Bright’s ‘Home of Fadeless Splendour’ and the elegiac and madrigal-like ‘Pet Fezant’, LSD offers a cornucopia of delights in a broad spectrum of emotional hues. From the classic full-throttle CARDIACS bangers of ‘The May’ and ‘Wooden Eye’, through the emotive singalong of ‘By Numbers’, the powerfully refurbished ‘Ditzy Scene’, the joyous Zappa meets Beatles bop of ‘The Blue and Buff’, the frenetic but fun wild rides of ‘Skating’ and ‘Volob’, the symphonic delirium of ‘Busty Beez’, the Sparks-esque ‘Lovely Eyes’, the epic ‘Downup’ (featuring possibly Mike Vennart’s most stunning vocal performance of the album), LSD offers a heartfelt and exciting roller coaster ride. If there is a touch more sadness inherent in this release than has usually been the case with CARDIACS music, that’s entirely apt, given that it’s essentially a goodbye to the now departed Tim Smith. Yet the feeling of jubilation that sadness comes wrapped up in, of wonder in finally ‘getting it over the finish line’ as Kavus says, transcends all that and then some. CARDIACS music has always been ‘Big Life’ and emotions writ large. The completion of LSD snatches at least a modicum of joy from the jaws of existential despair, the ravages of time and the hold which illness and the fearful anticipation of death has over the body. Which makes all of those who are open to enjoying its charms very lucky people indeed. ●

				Sean Kitching, March 2025
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				All music by Tim Smith, All lyrics by Tim Smith except:

				‘SKATING’ lyrics by Tim Smith and Jo Spratley. ‘VOLOB’ lyrics by Tim Smith and Suzy Kirby. ‘DOWNUP’ lyrics by Tim Smith, Jim Smith and Kavus Torabi. ‘DITZY SCENE’ lyrics by Kavus Torabi. ‘PET FEZANT’ lyrics by Emily Ashworth-Jones. Brass and String arrangements by Craig Fortnam
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