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ORIGINAL

  SOUNDTRACKERS

In 1975, 10cc and Queen reigned supreme with I’m Not In Love and 
Bohemian Rhapsody. The former was the chart-topping sound of the 
summer and a production landmark, the latter a multi-part song-suite 

that also happened to be the Christmas No 1. But how did both game-
changing singles happen that year, and which, wonders Paul 
McNulty, remains the most revolutionary example of 70s songcraft?

10cc v QUEEN
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Hot Space 
In 2021, 10cc founder member Graham 
Gouldman, inspired by the deep space 
James Webb telescope, wrote a song called 
Floating In Heaven. He asked the best-
known astronomer in the UK, Queen’s 
Brian May, to play on it. May accepted 
and then returned the favour by inviting 
Gouldman to join him at the yearly 
Starmus science festival (of which May is 
the co-founder). The two performed 
Gouldman’s new song as well as reaching 
all the way back to 1965, to rock out on 
Heart Full Of Soul, Gouldman’s second 
hit single as a writer – originally recorded 
by The Yardbirds. It was a satisfying 
moment to see the ambassadors from their 
respective bands coming together, seeing 
their often strikingly similar careers 
intersecting for once, rather than running 
on parallel tracks.

Procession 
“An overdub has no choice; an image cannot 
rejoice.” Gerry Goffin and Carole King
1975. Queen and 10cc. Bohemian 
Rhapsody and I’m Not in 
Love. What was in the air then? 
How did Queen and 10cc 
come to release their defining 
records within months of each 
other? Listeners were receptive 
to innovation then, and being 
primed for it, they demanded 
it. And 50 years ago, they were 
rewarded with twin jolts from 
these uncompromising 
masterpieces. Both were  
six-minute-long, UK No 1 
singles. And both continue to 
fascinate to this day. 

Yet the status of the respective bands 
has diverged. Queen pulled inexorably 
ahead: in 2024, they finished second to The 
Beatles in Radio 2’s poll for best British 
band (10cc made the long-list of 54).  
In 2025, Queen were crowned the most 
played rock act of the 21st century on UK 
radio and TV; David Bowie, U2, Oasis and 
Fleetwood Mac completed the Top 5.

You might say that Queen are properly 
rated and 10cc are underrated. Why? The 
answer might be as simple as the incredible 
Freddie Mercury, or it may be more 
complex (including such factors as why the 
visual acumen of Kevin Godley and Lol 
Creme was never focused on their own 
band – until it was too late). 

While noting that Queen’s elevated 
status brings its own challenges, we should 
also remark on the underdogs’ feelings. As 
Godley told Record Collector editor Paul 
Lester, then working for The Guardian, in 
2012: “We only had 50 per cent of what’s 
required for a successful cultural moment. 
We had The Noise, not The Look.” To 
the follow-up question, about Queen 
having picked up 10cc’s baton, Graham 
Gouldman replied: “I’d like to ram the 
baton up their backside.” 

Gouldman 
was joking, of 
course. Wasn’t he?

Art School 
Canteen 
This tale of two 
singles begins, 
among other 

places, at art school. How could Farrokh 
Bulsara, Kevin Godley and Lol Creme have 
known they were destined to become part 
of the second wave of successful  
UK musicians farmed in these  
creative hothouses? 

It wasn’t so much 
what they learned at art 
school, although those 
visual design skills were 
to become crucial later. 
(In Godley and Creme  
/ 10cc’s case it was 
arguably too late on). It 
was more a matter of 
how they learned to 
think. At Stoke, Godley was under the 
tutelage of fine arts lecturer, Bill Clarke. 
“[He] wasn’t interested in what we knew, 
he was after… what we didn’t know we 
could do,” Godley told RC’s David  
Stubbs in 2025. “He’d get us to draw  
left-handed, paint with our eyes closed, 
stand on one leg….” This compulsion to 
deconstruct and recombine was a huge 
influence on Godley. Hence, perhaps, his 
insistence on scrapping the first 
unsuccessful version of I’m Not In Love 
and starting from scratch on a second… 

but we’re getting ahead of ourselves. 
Meanwhile, as Godley left Stoke and 

Creme left Birmingham, ‘Fred’ Bulsara 
emerged from Ealing Art College, not just 
with a diploma in graphic art and design, 
but with a new surname: Mercury.

As for Eric Stewart and Graham 
Gouldman, they had also been “putting 
off getting a proper job,” as Gouldman 
put it, by becoming professional 
musicians. By the time Godley and Creme 
returned to the Manchester base that all 
four called home, Stewart and Gouldman 
were industry veterans.

Stewart had topped 
the US charts in 1965 
as part of Wayne 
Fontana’s Mindbenders 
with The Game Of 
Love, and took over as 
lead singer a year later 
when Fontana left. His 
gauche but beautiful 
vocal carried Groovy 
Kind Of Love to a UK 

and US No 2 chart placing. 
Gouldman missed the target as a 

performer but had already written several 
transatlantic chart hits for others (including 
the aforementioned Heart Full Of Soul). 
These fused thrilling riffs and harmonic 
inventiveness with “Salford kitchen sink 
dramas” – as Gouldman put it – that were 
underappreciated at the time. The two pairs 
(Godley and Creme; Gouldman and 
Stewart) worked together on and off 
(mostly on) for a crucial four-year period 
(1968 to 1972) prior to forming 10cc.

My Fairy King
In Mercury’s London, Brian May and 
Roger Taylor were balancing degree-level 
academia and some early successes playing 
(what had been newly christened) rock 
music. Taylor joined May in 1968 as part 
of the band Smile. Mercury was initially an 
acolyte rather than part of the band. He 
wanted to join as frontman, but Smile 
remained loyal to lead vocalist and bassist 
Tim Staffell (whose musical partnership 
with May went back several years to their 
schooldays). Eventually, Staffell left of  
his own accord and the way was clear  
for Mercury. 

In fact, it took two 
people to replace Staffell, 
since the band needed a 
bassist. The famous line-
up finally coalesced around 
their fourth member, John 
Deacon, in 1971. By that 
time, Mercury had 
rechristened the band 
Queen. Said Mercury: 
“[It’s] regal, obviously, and sounds 
splendid.” His keen eye also recognised the 
visual possibilities. 

A few months later, Jonathan King, the 
head of their first record company, coined 
“10cc”. So, King named 10cc and Queen 
named themselves. In terms of what we 
now call branding, it was a case of so far, 
so iconic. Both names hinted at something 
a little subversive, but the abstraction left 
plenty of room to manoeuvre. Freddie’s 
sexuality was self-encoded into his band via 
its name, whether or not he consciously 

realised it at the time. As for 
10cc, no, the tale about King 
naming his band after slightly 
above the average amount of 
male ejaculate isn’t true. But 
the rumour has followed them around 
since 1972 for good reason – because it’s 
the best story! 

10cc masculine, Queen feminine, 
then?... It’s certainly true that, at this time, 
the bands with the best images at least 
flirted with androgyny. Bowie, Bolan, Roxy 
– even Gabriel with his wife’s red dress and 
a fox’s head… and now Queen. Not so 

10cc, who clung to 
their double denim 
even as it clung to 
them. Kevin Godley: 
“We sounded like 
400 maniacs from 
Hollywood but 
looked like four 
scruffy gits from 
Manchester.” 

Since everything 
boils down to sex, perhaps 10cc just 
weren’t sexy enough. They couldn’t even 
match the band member with the best 
name (Creme) to the best-looking one 
(Stewart). The latter might have worried 
the pages of Look-In and Jackie for a 
couple of summers, but that was it. In 
truth, in terms of charisma, Godley 
outshone the rest of 10cc. Yet his intensity 
burnt only up close, through language – in 
print or in person. It is a different matter 
to be magnetic onstage. 

Two words: Freddie Mercury.

Life Is Real
10cc and Queen had many 
influences – obviously – 
because within each band, 
different members liked 
different things. However, 
the peculiar nexus that is 
‘The Beatles’ was at the 
top of the pile. Both bands 
explicitly acknowledge 
them time and time again 
in interviews – although 
they scarcely need to. 

The evidence is there 
to hear. To cite just one, 
practical example, Graham 
Gouldman was still mining 
the modally inflected 
cadence that he’d 
originally heard on the 
B-side of The Beatles’ 
debut single for his 

worldwide 1986 
smash hit with 
Wax, Right 
Between The 
Eyes, 25 years 
after the fact.

Eric Stewart 
summed it up 
when he said: 
“They [The 
Beatles] always 
changed their 
style on every 
song… which 
also influenced 

me when I went into studio work with  
the band who became!10cc.” Or as Brian 
May neatly put it: “The Beatles were 
Queen’s bible.” 

Like 10cc’s multi-part song-suite Feel 
The Benefit from their 1977 album, 
Deceptive Bends? A Day in The Life made 
that possible. Don’t like Queen’s Good 
Company? Blame Honey Pie. 

Yet eight years separate Sgt. Pepper and 
Rhapsody/I’m Not In Love. What took 
everyone so long? Limitations of 
technology played a part – it was a while 
before tape machines expanded their multi-
tracking capabilities. It could simply be 
The Beatles were the band that could/
should have existed (at least) a decade later. 
(Not for nothing is Abbey Road described as 
the first album of the 70s). To combine 
songwriting flair, discipline, and 
innovation with technical expertise, and 
then to keep the listener focused on the 
song (rather than the hundreds of details 
built around it) … Well, it wasn’t 
surprising this branch of pop evolution 
took a while. And bear in mind, Queen 
and 10cc both began their experiments, in 
various combinations, right around the 
time of ‘The White Album’. 

10cc, of course, had a secret weapon 
(almost a fifth member of the band): their 
own recording studio. Strawberry Studios 
in Stockport (named after Strawberry Ph
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caption leftEyes down: Queen in 
1975, during their 
Bohemian Rhapsody/Night 
At the Opera pomp

Both began 
experimenting at 

the time of ‘The 
White Album’

“We only had  
50 per cent – 
the Noise, not 

the Look”

Ballooney tunes: brothers of 
invention (and brothers-in-law), 
Eric Stewart (left) and Lol Creme
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Fields Forever) was officially part-owned 
by Stewart and Gouldman, but in reality, 
by all four. It was their workspace and 
playground, where they could create in 
magnificent isolation. In addition, Eric 
Stewart was a world-class engineer 
operating inside the band.

As they progressed, Queen could also 
demand the best, such as studio rats Roy 
Thomas Baker (RIP) and Mike Stone.  
If it wasn’t quite the same as being  
self-contained like 10cc, Queen’s first 
management deal did offer them 
increasingly good access to London’s 
Trident studios (like Strawberry, one of 
the best in the UK). Neither band could 
have created magic without the right 
laboratory conditions in which to conduct 
their experiments.

Art For Art’s Sake
There isn’t room here to chart the artistic 
growth of the two bands, but once they 
broke cover and got started properly in 
1972 (with eponymous debut albums 
following in 1973), it was rapid and 
striking. 10cc were briefly the critics’ 
darlings (it didn’t last). Queen got up 
journalists’ noses right from the start, but 
the flipside of this “excess of personality” 
was the building of deep connection 
between the band and their audience.  
10cc connected via their records but 
couldn’t match this even more direct 
relationship. Score another point for 
Freddie’s star power. 

Even among the glittering landscape of 
early 70s music it was hard to miss, say, 
Rubber Bullets and Seven Seas Of Rhye 

(1973 singles) or Sheet Music and Sheer 
Heart Attack (1974 albums).

I’ve been trying to research where the 
largely parallel tracks of the two bands 
intersected and have found comparatively 
few places. I can only 
find one example of 
the two outfits ever 
having been 
photographed 
together, for example. 
This happened at Paul 
McCartney’s 
inaugural Buddy 
Holly event in 1976. 
And it doesn’t really 
count, since most of the great and the good 
from the UK music industry were present 
for this huge “school photograph”. (By 
coincidence this was also the last time the 
original line-up of 10cc were seen together – 
they split up weeks later.) There was, 
however, one occasion when the two shared 
the same space; in fact, the same stage.

 
Live And Let Live Killers: Ken 
Testi and Liverpool Top Rank
Queen were already building a live 
following by 1973. 10cc – born in their 
own studio, of course – 
were jolted by the 
sudden demand for live 
appearances following 
their No 1 single, 
Rubber Bullets. Four 
months after their first 
ever show (in the Isle of 
Man) they played for the 
one and only time with 

Queen, at Liverpool Top Rank on 28 
December 1973. 10cc headlined, Queen 
supported. The promoter of the concert, 
Ken Testi, an important figure in UK 
music of this period, attended the gig. He 

was road manager of 
Clive Langer’s Deaf 
School (and recently 
re-assumed that role). 
He also co-founded the 
essential venue, Eric’s on 
Mathew Street in 
Liverpool. But, before all 
that, he was friend, 
collaborator, and 
champion of the nascent 

Queen from 1969 onwards.  
Testi recalls, “I heard Rubber Bullets… 

and thought that sounds great. And they 
were from Manchester. I thought, It’d be 
great to do a gig with them. And we’ll get 
Queen in to support…Oh, hang on! We’ll 
put Great Day in on the bill as well.’” 
(Great Day was Testi’s band, who opened 
the show. He borrowed a six-string bass 
from a worried looking Brian May 
hovering in the wings). 

“That period that we now call 
‘Twixmas’, between Christmas and New 

Year, could be deathly 
dull. I thought we’d 
stick a show in there.” 

A fine idea, but 
Testi hadn’t reckoned 
on the Merseyside 
punters being short of 
money after the 
Christmas celebrations. 
“It was an unmitigated 

disaster,” he tells RC. “I was just too early 
with both acts.” 

I asked Lol Creme if he recalled the gig: 
“I do remember that Queen were 
absolutely brilliant. Freddie’s showmanship 
and Brian’s guitar playing were frightening! 
We almost gave up playing live to scuttle 
back to the safety of the studio right then 
and there.” 

As for the question of subsequent 
interactions between 10cc and Queen, 
Creme continues: “No, our paths never 
crossed again as bands… but Kev and I 
were at a bash Paul Gambaccini had at the 
Houses of Parliament for his book of No 1 
hits. Freddie came mincing over to us and 
loudly proclaimed: ‘You two should give 
up that video shit and get back to making 
records!’ Turned on his heels and minced 
off again.”

Silly Love
Nobody really saw the two iconic 
recordings coming, even though both 
bands were wonderfully unpredictable and 
eclectic. Looking back now, 
it may be that the 
emergence of Rhapsody 
may have been the easier to 
spot. It even had an 
antecedent. Queen’s second 
and third albums were both 
released in 1974. Although 
it’s a crass reading, an 
amalgam of Queen II and 

Sheer Heart Attack was forged into the 
fourth album, A Night At The Opera. And 
the exemplar of that was the first, daring 
single: Bohemian Rhapsody.

 Let’s backtrack just a little, though.
The remarkable March Of The Black 

Queen, from Queen II, functions as a kind 
of prototype Rhapsody. Not only can it be 
interpreted as a Mercury internal dialogue 
about his sexual identity, but it is strikingly 
similar to its successor at the macro-, and 
sometimes at the micro-level. Witness 
May’s guitar commenting on the 
diminution of the song’s forces towards the 
close (5:42 onwards). He uses a thrown-off 
series of hammer-ons that would never have 
been allowed within Rhapsody’s tightly 
orchestrated space. But the same feeling of 
resignation is thoroughly rehearsed here 18 
months earlier. There are no lyrics at this 
point on March Of The Black Queen, but 
the music surely suggests that “nothing 
really matters…”

10cc’s musical journey since 1972 had 
been set in motion by the surprise success 

of Godley and 
Creme’s 50s pastiche, 
Donna. (The junior 
partners’ offering 
surprisingly 
leapfrogged Stewart 
and Gouldman’s 
excellent – but 
crucially, 
conventional – 

Waterfall onto the A-side of the first single. 
Since it was a hit, this defined the band’s 
initial trajectory. CSNY and Salford kitchen 
sink were out. Irreverence, rapidly 
hardening into cynicism, was in. The “pop 
brainiac” tag appeared – and stuck fast. 
Although Stewart and Gouldman gladly 
followed the satirical lead of Godley and 
Creme, they couldn’t hold their traditional 
songcraft in check for long. There was an 
abortive attempt with 1974’s Silly Love. 

This Stewart and Creme composition 
started out as an attempt at a “straight” love 
song but was soon diverted into another 
zany single (probably with Lol as the chief 
saboteur). But something more serious was 
in the air, as Gouldman hinted in 
September 1974: “There’s nothing to stop 
us writing a straight song. It would have to 
be a great song, but it would be a regular 
type of lyric,” He went on to teasingly add, 
“Eric and I have written one.” 

This, of course, was I’m Not In Love. 
So, approaching 1975, the year of their 

The sultans of 
studio immaculacy 
could rock out, too: 
10cc filming a 
performance on Top 
Pop in Hilversum, 
Netherlands, 1975

Mamma mia, look at them 
go: Queen at Hammersmith 
Odeon, London, 29 
November 1975

“Freddie said, 
‘You two should 

give up that 
video shit’”

“Queen were 
brilliant. We 

almost gave up 
right there”
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definitive statements, Queen were building 
on recognisable earlier successes (albeit at 
an exceptional rate) whereas I’m Not In 
Love had no direct forerunner in the 10cc 
canon. For it to appear, there needed to be 
a collective change of mindset. It was time 
for matters of the heart to take centre stage.
 
Cry (I’m Not in Love)
“A few days after erasing the first version, I kept 
hearing people in the studio walking down the 
corridor whistling the tune… our studio 
secretary, Cathy Redfern, was actually singing 
some of the lyrics. Hmmm, I thought, there is 
something very special about the song, but we 
just haven’t nailed it yet.” Eric Stewart

All four of Queen play crucial roles in 
Rhapsody, but it remains Mercury’s song. 
I’m Not In Love, in 
contrast, is a notable 
example – the best example 
– of the creative chemistry 
of 10cc as a collective.

Much has been written 
about the recording 
techniques of I’m Not In 
Love, but here let’s 
concentrate on the 
writing of the song 
itself, which (thanks 
to an extraordinary 
interview with Eric 
by Richard Buskin) 
we know quite a lot 
of detail about.

Eric and Gloria 
Stewart have now 
been married 59 
years. Back in late 
1974, Gloria wanted 
to know why Eric didn’t say “I love you” 
more often. The thought reverberated in 
Stewart’s mind until he came up with the 
brilliant corollary. If the phrase lost its 
meaning through overuse, then what could 
its opposite, “I’m not in love”, come to 
mean? 

From here, the 10cc relay team brought 
their talents in turn. Having created the 
spark, Stewart invited Gouldman to 
co-write the song with him. The original 
recording, as a bossa nova, was a failure. 
Godley demanded it be deconstructed and 
Creme found the solution: multiple vocals 
via tape loops. 

Staying with pure songwriting, we can 
see how Graham added value to Eric’s 
foundation. First, he created the famous 
introduction, setting up a tension which is 
musically resolved not at the start of the 
verse (which might be expected) but at its 
end – 37 seconds later. And 37 seconds is a 
long time in a pop song. Not only that, 
when we finally get there, that resolution 
(“It’s because”), is immediately subverted 
by his second contribution, the tasty little 
link between first and second verses, 
shifting over a pedal note and which, like 
so many other wonderful touches here, 

never reappears. 
Most important of 
all is his third 
invention, the 
bridge itself: “Ooh, 

you’ll wait a long time for me.” 
Once again, musical resolution, 
the homecoming that we are 
subconsciously expecting, is 
thwarted. This time, the held note 
‘because’ turns tail on the tonic E 
major as it transforms into an 
unstable tone now built on the 
sixth degree. It’s the same pitch, 
but it suddenly feels completely 

different. Listen hard at 3:25. You can feel 
the temperature change. 

 Godley has often talked of being 
amazed by the sessions for this song, and 
how everything they added to tape seemed 
to make the song better. He’s right, of 
course, but it’s also true that the band were 
clever enough to remove elements that had 
the same effect. The first vocal bridge – 
“don’t feel let down, don’t get hung up” as 
written – produced collective grimaces 
from Stewart and 
Gouldman even as they 
created it. These lines 
did not sing well, and 
they also introduced 
some unwanted 
wordplay. A 10cc 
reflex, which wasn’t 
really in key with their 
new serious love ballad. 
(One wonders whether 
self-consciousness informed their original 
decision to “throw off” the track as  
a bossa nova?)

 That vocal line is still on the multi-
track recording, just muted. When, late on 
in the recording process, they decided to 
jettison it, into the resulting space came 

Cathy Redfern’s whispered, “Big boys 
don’t cry”. It’s a brilliant moment. Since 
the whole song is about the denial of real 
feelings (the hidden “nasty stain”), we can 
imagine the protagonist breaking down at 
this point (‘off mic’, as it were). We only 
hear one side of the exchange – Redfern 
reacting to his emotional collapse. But it’s 
enough. Getting rid of the dud lyrics 
brought other benefits, too. The thinning 
out of the sonic texture allowed 
Gouldman’s bass solo (another Godley 
suggestion) to seemingly float free over the 
sparse background. Close inspection of 
earlier mixes reveals that what he played 
was relatively conventional in terms of the 
chords it supported. But after those chords 
had been removed, the bass solo sounded 
bolder, more striking – almost psychedelic. 
And there are so many more of these 
details, far too numerous to list here. As 
Godley concluded, “Everything worked.”

Fred’s Thing (Bohemian 
Rhapsody)
“With Bohemian Rhapsody, I was basically 

writing three songs, 
and they were going to 
be different. I just 
couldn’t finish them, 
so I just thought, 
dammit, I’ll put them 
all together”  
Freddie Mercury

Writing about 
Rhapsody is difficult. 

Analysing it feels like walking up to 
Stonehenge and trying to sketch it. I better 
start with what I can see, or rather, hear.

Musically, we have a through 
composed piece (no repetitions of large-
scale sections) forming five movements. A 
cappella, ballad, opera, hard rock and 

caption left

finale. Every bit of Rhapsody is so famous, 
this writer is confident that these five 
thumbnail descriptions will instantly be 
recognisable. Freddie drops a few motivic 
breadcrumbs to help us find our way. 
Note the sliding chromatic moments, 
(“little high, little low”, “easy come, easy 
go”, “any way the wind blows”) which 
appear in the first, third and fifth 
movements and help to integrate sections 
with wildly different textures. 

 But the second section, the ballad or 
“Mama…” is at the 
centre of it all. Queen 
would omit the a 
cappella opening of 
Rhapsody entirely 
onstage (and resort to 
tape for the opera 
section), but didn’t 
dare lose this – the 
heart and soul of the 
song. The fact that it is built around a 
souped-up version of a clichéd doo wop 
chord progression is an act of musical 
shamanism by Mercury. It hides its 
foundations with beautiful ornamentation 
but make no mistake, the ballad shares 95 
per cent of its musical DNA with Hungry 
Heart or I Will Always Love You or The 
Rainbow Connection.

Musically, the opera section seems 
powered by blind faith and supreme 
confidence. One might argue that it is 
meaningless lyrically, but I’ve never heard 
anyone say that it doesn’t work. Mercury 
famously kept building it up and up. 
According to producer Roy Thomas Baker: 
“It got longer and longer, and we kept 

adding blank tape. 
Every day we’d think 
we were done, and 
Freddie would come in and 
say, ‘I’ve added a few more 
Galileos, dear.’” One might 
hear an extension point at 
3:55 (“No, no, no, no, no, 
no, no!”). This sequence of 
seven chords is one of the 
wildest in the Queen 
canon, defying even the internal logic that 

holds much of the 
rest of Rhapsody in 
balance. (One 
presumes it must 
have also been 
incredibly difficult 
for Mercury, May, 
and Taylor to sing). 
We can easily 
imagine its climax 

slamming into the hard rock of the next 
section. But then we’d be robbed of a 
further 14 seconds of Taylor at the top of 
his range, and an even more satisfying 
transition as the opera tops out at 4:09:  
the Wayne’s World moment.

 Among all the musical thrills and spills, 
the lyrical significance of Rhapsody 
continues to morph. Mercury’s dramatic 
life, his sexuality and his untimely death 
make it impossible to resist the urge to 
reverse engineer extra meaning into the 
song. It may have been there – submerged 
-- all along, but, like A Day In The Life by 
his hero John Lennon, the sheer majesty of 
the piece demands that we recast it today as 
part autobiography. 

“Write yourself a hit or  
three, like I’m Not In Paris 
or The Dean And Me” 
Godley & Creme

I’m Not in Paris
I’m Not in Love emerged 
early on during sessions for 
10cc’s third album, The 
Original Soundtrack. While 
Eric and Graham worked in 
one of the small writing 
rooms at Strawberry Studios 
on I’m Not in Love, in 
another, Kevin and Lol 
were putting the finishing 
touches to their original, 

album side long version 
of One Night In Paris. 
We should mention 
this 10cc song because 
it has often been cited 
as inspiration for (and 
progenitor of) 
Rhapsody. Well, 
maybe. True, the 
building blocks of 
piano, bass and drums 
of Paris and Rhapsody 
do sound very similar 
at times. Also, Paris 
came first: it was 
released in March 

1975, while Mercury first 
rehearsed Rhapsody with 
the band in August 1975 at 
Ridge Farm. 

Within the 10cc canon, 
it is unique to have 
instrumentation this sparse, 
yoked to an outlandish song 

structure. Everything is stripped back to 
make room for vocals (in fact, plenty of 
other elements were added to Paris, then 
removed). And this is consistent with one 
of the ways that Queen worked 
(particularly on the Mercury songs). 
Namely, that the rhythm tracks would be 
heavy yet minimalist at the same time – 
and meticulously planned. Every effort 
would be made to leave space for vocals, 
vocals, and more vocals. 

And that’s what 10cc end up doing 
here. So, who knows, maybe Freddie’s ears 
pricked up on hearing Godley and Creme’s 
Paris. Just for the record, Rhapsody is a 
better song, though. Much better.

But we must also note the 
aforementioned March Of The Black 
Queen as a more likely model for 
Rhapsody. And not only that, but Freddie 
had also been playing the ballad, which he 
sometimes referred to as The Cowboy 
Song, to friends as early as 1969 and 
reportedly it was written many years 
before that. Assuredly, then, Rhapsody 
did build on what had come before,  
but more likely from Queen themselves, 
not 10cc.

Revs in the head: 10cc on Top Of The Pops in 
April 1975 performing Life Is A Minestrone. 
(Inset right) Eric Stewart – vocalist, guitarist 
and in-house engineer at the controls of 
those 256 overdubbed I’m Not In Love voices

By royal appointment: Freddie 
Mercury leads Queen on Dutch TV 
in 1975 (and inset) at home in 
West London the same year
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The chord 
sequence is one 
of the wildest in 
Queen’s canon

Listen hard at 
3:25. You hear 

the temperature 
change
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Staying Power: I’m Not in Love 
and Bohemian Rhapsody 
aftercare
The 10cc team kept secret the method used 
to create the unique vocal fingerprint of I’m 
Not In Love. Strawberry co-founder Peter 
Tattersall remembers visitors to the studio 
fishing for technique: “Pete, how did 
you…?” The band cannily made sure that 
even as they reused those vocal tape loops on 
later recordings, they were on tracks that, in 
and of themselves, bore no relation to the 
original. The loops lurk in Blackmail, and 
Art For Art’s Sake. When Godley and Creme 
left the band, Stewart and Gouldman sang 
new versions and subtly incorporated them 
into Feel The Benefit, Survivor and more. 

From the outset, I’m Not In Love 
attracted a lot of attention. The recently 
passed Martin Lee from MOR Eurovision 
winners, Brotherhood Of Man, visiting 
Strawberry on Kennedy Street agency 
business, heard the as-yet-unissued track and 
optimistically asked if his band could release 
it first (he was politely refused permission). 

Later, some producers challenged 
themselves to replicate the I’m Not In Love 
sound even without the blueprints to hand. 
And examples such as Phil Ramone’s Just 
The Way You Are and Phil Thornalley’s 
When Love Breaks Down nailed their 
attempts. (Multiple recordings of Billy Joel 
and Prefab Sprout’s Wendy Smith were 
dubbed down onto those finished 
recordings). Monster-era R.E.M also tried to 
inhabit the spirit of Strawberry Studios. 
They attempted a live mix of looped backing 
vocals on their song Star 69. (It didn’t quite 
work out). Elsewhere, My Love My Life by 
ABBA, Give Me Back My Heart by Dollar 
and Moments In Love by The Art of Noise 

chartable music.!When I first heard I’m Not 
In Love, it never occurred to me that one day 
they would want me as a keyboard player. 
When I first heard Bohemian Rhapsody, I 
thought, I wish they needed me as a 
keyboard player. And look what happened!” 
Within three years, both Tosh and Mackay 
had joined the six-man, Stewart-and-
Gouldman led version of 10cc.

So, rounding into the summer of 1976, 
based on lists and popularity polls, it would 
have seemed that 10cc held the whip hand. 
But all was not well in the camp. On 21 
August at Knebworth – and second on the 
bill to The Rolling Stones – 10cc a played 
chaotic, frustrating show, which as it turned 
out was the last for the original line-up. 
Within weeks, Godley and Creme had left. 
Their hermetically sealed studio world had 
started out as an advantage, but the reality 
was that, as recording engineer, Eric Stewart 
also acted as gatekeeper. It was he that 
decided what went onto tape. Eventually, 
this became difficult for Creme (and 
especially Godley), and it undoubtedly 
contributed to the split. 

But the main reason was the sheer 
creative restlessness of Godley and Creme. 
They thought as a hive mind, and have since 
admitted that they never regarded 10cc as 
something they would do forever. They were 
always dissolving and recombining their 
creative energies. Fed up with the machinery 
of a large-scale recording and touring band, 
they felt that leaving was their only option.

     While the three factions of 10cc, 
Stewart, Gouldman and GodleyCreme, were 
undergoing a very painful series of business 
meetings (plausibly on the same weekend), 
Queen were performing their most 
triumphant concert yet. A huge audience of 
150,000 watched them top the bill at a free 
Hyde Park show on 18 September. (Imagine 
the effect if two – any two – of Queen had 
left in 1976). They pulled clear of 10cc at 
that moment.

     I don’t think 10cc would have argued, 
then or now, that any of them could ever 
have matched Freddie Mercury’s skill, 
ingenuity, and magnetism as a performer. 
Could anyone have? What’s astounding at 
this remove, though, is that the visual design 
talents of Godley and Creme were never 
utilised (or even considered) while the 
original 10cc were touring. According to 
manager Harvey Lisberg, their obsession was 
“merely” with stage sound. In fact, they 
turned down a potentially 
game-changing US support 
slot with the Eagles simply 
because they wouldn’t have 
control over the mixing 
desk.

     Queen were 
dominated visually by 
Mercury, of course, but it 
wasn’t quite that simple. 
Brian May’s guitar style was 
indelible, but visually, too, 
he was an incredibly 
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to name but three more, all paid homage. 
Trevor Horn, who produced the latter two, 
was obsessed with the record and wouldn’t 
consider his career properly established until 
he had equalled its sonic impact. 

     Even those that didn’t feel the need to 
specifically emulate the track were moved by 
it. Elton John felt that it helped him get 
through a torturous breakup. Bryan Ferry 
pulled the car over to the side of the road 
when he first heard it 
on the radio, so startled 
was he by it. Roy 
Wood sent a 
congratulatory 
telegram. That 
contrarian, Sex Pistols’ 
John Lydon, hated I’m 
Not In Love, but he 
loved 10cc’s debut 
album, so he earns a 
pass. 

One gets the impression that Gouldman 
(and particularly Stewart), were often trying 
to “get back” to I’m Not In Love. By some 
stratagem, their three most successful singles 
in the US all had the word “love” in the title. 
The other two, The Things We Do For Love 
and People In Love (both made without 
Godley and Creme), may hint at the law of 
diminishing returns. The former is brilliant, 
the latter isn’t.
As for Queen, they’d moved on, and wisely 
never attempted anything quite like 
Rhapsody again. There was plenty of 
incredible music ahead for them, some 
streamlined, some just as complex in its own 
way. Freddie Mercury’s sectional songwriting 
continued to find a home in the sunny 
uplands of Good Old-Fashioned Lover Boy 
or (the 10cc-like) Bicycle Race. The 

magnificent Somebody To Love (1976) is 
the equal of Rhapsody but achieves that with 
traditional songcraft (plus brilliant levels of 
performance, of course).  
 
It’s Late: A brief history of after
On 1 January 1976, Capital Radio broadcast 
its All Time London 100 Chart. I’m Not in 
Love triumphed. Bridge Over Troubled 
Water was in second place. Rhapsody was 

voted ninth. 
Later that same 

year, at the 21st Ivor 
Novello awards 
ceremony in May 
1976, Stewart and 
Gouldman won three 
times for I’m Not in 
Love (‘International 
Hit of The Year’, 
‘Most Performed 

British Work’, ‘Best Pop Song’). Freddie 
won once (‘Best Selling British Record’). All 
three were at the Dorchester hotel to collect 
their awards, but weren’t photographed 
together – unfortunately.

Were the bands in competition with 
each other at this point? Possibly. They were 
certainly competitive. At a social event in 
1975, before the release of Rhapsody, 
Mercury was reportedly seething that Steve 
Harley and David Paton (who, like Queen, 
were signed to EMI) had already achieved 
their first No 1 singles in that calendar year. 
(Come Up And See Me and January for 
Paton’s Pilot, respectively). Mercury 
humorously admonished Paton for being so 
sociable at the bar: “When I get my first No 
1, I’m not going to talk to anybody!”

I reached out to Cockney Rebel and 
Pilot members to get their take on their 
contemporaries’ efforts for this article. Stuart 
Tosh, Pilot’s drummer, offered the 
following: “Back in 1975, Pilot are in Studio 
3 at Abbey Road, about to start recording 
our second album, Second Flight. I’m setting 
up my kit when I notice a few people 
gathering in the control room. An engineer, 
Chris Blair, is beckoning me to come join 
everyone in the room. Chris’ job was to cut 
the master disc from the quarter-inch master 
tape. He announces, “This is Queen’s new 
single,” and presses play… it’s Bohemian 
Rhapsody! Apart from Queen and a few 
others, we were the first to hear this 
masterpiece. As the final gong fades, I say, 
shall we just go home?”

Duncan Mackay, whose funky clavinet 
and 
interweaving 
string-synths 
added much to 
Come Up And 
See Me, 
summed it up 
succinctly: “I 
loved that both 
these songs 
pushed the 
boundaries of 

important foil for Mercury. In an 
understated way, May’s stage choreography 
– and the way his movements set up and 
played off Mercury – were crucial to their 
live dynamic. At all levels, from songwriting 
to wardrobe, Queen understood image. And 
they accomplished this without sacrificing 

one iota of their musical sophistication. 
(Until they felt like doing so years later, but 
that’s another story.)

     Mercury and May collaborated with 
designer Zandra Rhodes on their outfits. 
(Freddie wore a customised white pleated 
bridal top made in heavy ivory silk with 
giant butterfly sleeves.) On the Original 
Soundtrack tour, Graham Gouldman 
donned a cheap gold lame jacket to croon 
The Film Of My Love and inserted a false 
gold tooth (which often fell out). The 
comparison is telling.

A Kind of Magic
Of the eight musicians in 10cc/Qeen, all 
were multi-instrumentalists and producers, 
and all except Deacon were accomplished 
vocalists. Most significantly, all of them 
have written beloved songs. The Queen 
quartet complemented each other perfectly 

(even as the eye was drawn inexorably to 
Freddie). 10cc were even more equably 
balanced. They all sang lead (the fact that no 
single individual was allowed to solidify as 
their “face” might have been yet another 
reason why their public image never 
cohered). 

     In 1975 and beyond, Queen wanted 
to build, half of 10cc to deconstruct. The 
ongoing relationship between each band and 
those who voted in that Capital Radio poll 
didn’t change much at first, but to the 
generations that have come since (and there 
are now at least two), Queen breathe the 
same rarified air as ABBA, The Beatles or 
Oasis. The real working band that once 
supported 10cc at Liverpool Top Rank has 
been transfigured. 

     Future music enthusiasts, though, will 
discover the Queen catalogue and find the 
10cc canon right there alongside it, matching 
it song for song, album for album. 
Meanwhile, these two masterpieces will 
doubtless persist for centuries. I’m Not In 
Love and Bohemian Rhapsody are exemplars 
of the heights that pop can reach. 

Thanks to: Lol Creme, Stuart Tosh, 
Duncan Mackay, Ken Testi, Paul 
Lester, Field Bland, Sean Macreavy and 
Eric Baumgartner. Strawberry Studios, 
10cc & The Birth Of Manchester Music by 
Peter Tattersall with Peter Wadsworth is 
published by Empire Publications. Cherry 
Red are working on a 10cc box set due for 
release in 2026.  
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