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Foreword



The New Wave of British Heavy Metal was both a real thing and a confection. It did not form itself around a small group of people who hung around the same clubs, in the way the first waves of London and New York punk did. It was instead diffuse and regional. While it had its centres of gravity – the East End of London, Newcastle-upon-Tyne, the West Midlands (and, specifically, the small town of Stourbridge, which produced two of its greatest groups – Diamond Head and Witchfinder General) – it did not have a focal point.


Nor was it musically unified. The New Wave of British Heavy Metal (NWOBHM) encompassed everything from the pop-rock of Praying Mantis to the horrible noise of Venom, and all points in between. Many of the NWOBHM bands had been playing in one form or another for many years before the phrase ‘New Wave of British Heavy Metal’ was coined. The late Paul Samson noted, mordantly, that he had been making the same music for an age but no one had cared until, to his surprise, he became one of the figureheads of NWOBHM. Other bands were kids, still in their teens, swept up in the new movement because they represented a generational change from the old guard of heavy rock. And they came from all over Britain – from Northern Ireland, Wales and Scotland, from provincial towns where the music industry never ventured. NWOBHM, truly, was democratic in a way the big-city scenes celebrated in the music papers never were. You didn’t need to be hanging around the right club nights, or in possession of the right rare records, to be a NWOBHM musician. You just needed to play loud, and play heavy, and someone, somewhere would embrace you.


Yet NWOBHM was real – it was a self-fulfilling prophecy that proved to be a watershed in metal music. It was during the years 1978 to 1982 that metal as it came to be understood was codified: that the palm-muted chug of guitars took over from the vast open chords of Black Sabbath and Led Zeppelin, that the bands’ uniforms of spandex, leather, denim and studs became commonplace, that the fans took to wearing ‘battle jackets’ covered with patches. The bands of NWOBHM exerted a profound influence over future generations, notably through the direct inspiration they provided to the US thrash metal bands who emerged in their wake, and also in their role in fomenting the extreme metal of Scandinavia – Mercyful Fate were, to all intents and purposes, a NWOBHM band who happened to be Danish, while the Norwegian black metal bands who emerged in the late 1980s and early 1990s professed an explicit debt to Venom, even if the extremities of their behaviour appalled Venom themselves. NWOBHM proved that metal could be a DIY enterprise, that heavy metal could thrive in the underground and did not need the bright lights of the biggest stages. Generations of extreme and underground metal musicians owe the bands of the late 1970s and early 1980s a debt.


This book is not a complete chronological history of NWOBHM. It could not be. There were simply too many bands with too short a lifespan to do that. There are important bands who are mentioned only in passing or not at all – Fist, White Spirit, Tank, More, Holocaust, Blitzkrieg and plenty of others. There are bands whose presence in this book does not reflect their status within metal – Iron Maiden and Samson, for example. Nor does this book provide a top-to-tail history of any single band. For that, there are official biographies and specialist books, in which you can find out what song was on which B-side and who the bass player was on any given Tuesday night at the Marquee.


Instead, Denim and Leather – a title taken from the Saxon song that celebrated the metal explosion – tells a series of stories that together paint a picture of what NWOBHM was and what it meant, beginning with the night of 8 May 1979, when Iron Maiden, Samson and Angel Witch played Neal Kay’s Heavy Metal Crusade gig at the Music Machine – now Koko – in Camden Town, London, and the subsequent Sounds review in which the six words ‘New Wave of British Heavy Metal’ were first printed. Each chapter picks out a theme in the rise and fall of NWOBHM, be it the club circuit on which the bands learned their trade, the major label signing spree of 1979, the obsession with the occult, or the launch of the world’s first festival dedicated solely to heavy metal. Two bands get chapters devoted solely to them, as well as cropping up elsewhere – Diamond Head and Venom, both of whom left legacies that extended far beyond record sales – because their stories illustrate particular facets of the NWOBHM experience: the power of doing it yourself, and the perils of doing it yourself.


Writing Denim and Leather this way, though, has meant some of the most memorable interviewees – such as Thunderstick, the masked drummer of Samson – don’t appear as frequently as their colourful recollections perhaps deserve. And my apologies to Mick Hopkins of Quartz, the only interviewee who didn’t make it through to the final draft.


Because metal fans to this day dispute exactly what NWOBHM was, this book is necessarily incomplete, to some extent. While I include the bands formed from the ashes of Deep Purple – Rainbow, Whitesnake and Gillan – who found commercial success in the NWOBHM era, I don’t include Black Sabbath, who were a crucial influence on the movement (and, arguably, were influenced themselves on the Heaven and Hell and Mob Rules albums). Nor, though they are mentioned several times, do I include Motörhead, who – like Sabbath – seemed to exist on their own planet entirely. Regrettably, the writer Geoff Barton did not respond to many emails asking for an interview, but he haunts these pages nevertheless, in the recollections of almost every one of my interviewees. Peter Mensch, who managed Def Leppard, and was mentioned again and again by musicians, told me to stop emailing him asking for an interview. Iron Maiden are represented only through the memories of former members and associates, because Phantom Management insist Maiden are not and never were a NWOBHM band, so they did not wish to put Steve Harris or Bruce Dickinson forward for interview (it appears that no band that found commercial success or left a deep and lasting legacy considers themselves to have been a NWOBHM band, even while they reaped the advantages of their associations with the movement at the time. Def Leppard, though equally adamant they are not and never were NWOBHM, participated happily, though).


The world depicted in Denim and Leather is one that has disappeared, one of stale cigarettes and flat beer in backstreet pubs. No longer do young bands learn their trade by playing sets either side of the bingo in working men’s clubs. Nor does any band with ambitions to end up with a major label dare exist entirely off the grid of the mainstream music industry until such time as the industry comes looking for them. Nowadays the bands who signed to Neat Records in Newcastle would have been flocking down to London at the earliest opportunity. They would have publicists in place long before they reached any kind of public attention. But it’s not just a lost world of the music industry, it’s a lost world of white, working-class male culture: being a rock star was an aspiration in the same sense that being a footballer was: a rocket launch out of a humdrum existence. (One of the interviewees here, Rick Savage, had even tried being a footballer first, having trials at several clubs before switching to music.) NWOBHM was entirely apolitical (unless you count Us Against The Man anthems such as ‘Breaking the Law’ by Judas Priest or ‘Strong Arm of the Law’ by Saxon as political). It existed in a time before identity politics and where – for better or worse – the fact that it was almost entirely male and wholly white was completely unremarkable, though that has slowly changed as the years have passed and metal has become a worldwide genre. (In early 2019, in Bangalore, I saw a female-fronted death metal band from Nepal, on a bill that also featured the American band Suffocation, including the African-American guitarist Terrance Hobbs. Metal has been evolving for years now.)


The book is based almost entirely on hundreds of hours of interviews with participants in the New Wave of British Heavy Metal – musicians, managers, producers, those who worked for or ran record labels, writers, broadcasters and fans – conducted over the course of 2020. The vast majority of these interviews were conducted specifically for this book or for an oral history of NWOBHM I wrote for the Guardian in May 2019. The interviews with Ritchie Blackmore, Ian Gillan, Phil Mogg, Andy Parker, Michael Schenker, Robert Plant, Jimmy Page, Rob Halford, Scott Gorham and Brian Downey were conducted for other projects, but contained material relevant to this book. In a very few instances, my own interviews were supplemented with material from other writers. I am grateful to Dom Lawson for allowing me the use of the transcription of his interview with Cronos of Venom, for the In Nomine Satanas boxset booklet, to supplement my own Cronos interview. Thanks also to David Fricke for allowing me to use material from his book Def Leppard: Animal Instinct. All quotes from Peter Mensch, Cliff Burnstein, Mutt Lange, Rick Allen and Pete Willis come from David’s book. I am indebted to Bauer Media and Wasted Talent Ltd for permission to quote from Geoff Barton’s articles for Sounds and Ke rrang! In the few instances where other writers’ articles for Sounds or Kerrang! have been quoted, I tried to track down the writer to seek permission. My apologies to those writers I could not trace. The quotes from Music Week magazine are made with kind permission of Future Publishing.


Because the events described are now distant history, recollections differ. Sometimes dramatically. Where participants have differing memories of the same events, the contrasting accounts are presented. Sometimes that was impossible, sadly: Ritchie Blackmore’s management did not respond to requests for a follow-up interview to give his version of his rivalry with David Coverdale, the events at Wembley Arena in 1980, or why support bands kept departing Rainbow tours early. Where the interviewees’ memories differ from the historical record – in matters of chart placings, or magazine covers, or Top of the Pops appearances – I have noted the discrepancy in the text. It is all 40 years ago; no one should be expected to have an exact memory of what happened.


It is a measure of the passage of time that three of my interviewees died in the time between me interviewing them and this book being published: Judy Totton, Ian Ravendale and Malcolm Dome. This book is dedicated, also, to their memories.


In the song that gave this book its name, Saxon’s Biff Byford sang of the power of Denim and Leather, how it brought an entire generation of music fans together. He also pointed back at the crowd and said something that holds as true today as it did then: it was those fans who set the spirit free.
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`The Music Machine sounds hollow this Tuesday evening´


May 1979, and the gig review that sparked a revolution in heavy music


Joe Elliott (vocals, Def Leppard): The New Wave of British Heavy Metal – NWOBHM – was a phrase invented by Sounds magazine.


Ian Ravendale (writer, Sounds): NWOBHM was sort of invented by Geoff Barton. Well, no, it was invented by Alan Lewis [the editor of Sounds] for the subheading of the Music Machine gig review in May 1979.


Neal Kay (DJ, promoter, impresario): It was Alan Lewis who coined the term. Everyone says Geoff Barton. But Alan Lewis is the man. And we must have that right. I never saw it as a movement until the press told me it was. I was just doing my work, doing my job. I was bringing bands down from all over the place. But not only bands, fans started coming in from everywhere too.


Sounds magazine headline, 19 May 1979: If you want blood (and flashbombs and dry ice and confetti) you’ve got it: The new wave of British Heavy Metal.


Neal Kay: I’d been putting bands on at the Wagon [the Bandwagon, where Kay ran the Heavy Metal Soundhouse]. Paul Samson played the Wagon often. The band were good, just a three-piece, even though it was never going to fly. Paul had a manager called Alistair Primrose. The phone rang one day and it was Alistair. He said, ‘Look, I’d like to put together a university and college tour, two or three dates and then we go home, maybe around the burbs and then down to the south coast.’ He said, ‘I can get the bookings – would you be interested in coming with us as our Soundhouse man, our compère, DJ, link man?’ We did unis and technical colleges. But the big problem was that Samson had to headline every show. It was Alistair’s arrangement, and over a period of a few weeks at the gigs, it was obvious that Iron Maiden were mullering everybody. Paul Samson was getting more and more upset, and he came to me and said, ‘If this is you doing this, and deliberately telling the audience not to applaud us, I’m not impressed.’ I said, ‘Paul, I wouldn’t dream of doing it. It’s just what you play and how you play it. Maiden are just better than you for the kids. You’re still living in the past and we’ve got to look to the future, man, and you ain’t doing that.’ In the end I got a phone call from Mick Parker, the manager of the Music Machine. He said, ‘Listen, Neal, I’ve been following this Heavy Metal Crusade you’ve been doing. Would you like to bring it to the Music Machine?’


Kevin Riddles (bass, Angel Witch): It was one of those nights. Tuesday night at the Music Machine. The Music Machine wasn’t a rock gig, by any stretch of the imagination. So to us, the Music Machine was quite a big gig. It wasn’t one that was on our radar. We got there and went, ‘Jesus, look at this place!’ I mean, it was clean! Somebody had swept the floor before we got there! What the hell? It was something a bit different for all of us. The main thing was the size of the stage. I don’t think any of us had played on a stage that size. A PA was provided – there was a huge PA, and a massive lighting rig. It wasn’t a band lighting rig, it was a disco lighting rig. But what the hell, it was 5k of lights. It seemed like a very big gig, a step up. I remember it being different. It felt like the sort of place we wanted to be playing.


Geoff Barton (writing in Sounds, 19 May 1979): The Music Machine sounds hollow this Tuesday evening. One or two punks loon about on the dancefloor, a few more motley longhairs wearily occupy the sidelines and look on with suspicion. Whenever I’ve been to this venue before, it’s always been jam-packed with a seething mass of humanity, hundreds of people piled right up to the rafters . . . therefore it’s so strange to see it so deserted, stripped of its usual Bacchanalian atmosphere.


Neal Kay: I phoned up Paul and said, ‘Do you want to do the Music Machine? Deal with me and Mick Parker will pay the fees. Are you going to do it or not? Are you going to be sulking forever?’ And he said, ‘Fuck you, Kay, I’ll do it.’ We did the gig, and Barton covered it, over two pages. It wasn’t as full as I’d have wished it to be, because back then people didn’t travel. It was during the week as well. If we wanted it full we’d have had to do a Saturday night, but Mick’s Saturdays were full.


Kevin Riddles: Ken [Heybourne, Angel Witch manager] got a phone call from Neal. Neal wanted to put us on. And we had a discussion: ‘Are we going to go out supporting a bloody DJ?’ That was almost the limit of the discussion. The thought was that Neal Kay was the headliner, and that didn’t sit particularly well with some of us. But we went off and did it, and we did worse: we supported the bloody Radio Caroline roadshow at one point, as well. But then in my cover-band days, I supported electronic hamster racing, so what the hell?


Thunderstick (drums, Samson): It was strange. And the reason I say it was strange is that with the arrogance of youth, we looked at the size of the venue and said: ‘We belong here.’ Simple as that. Because we’re in the music press every week we belong in a place like this. And we started filling it. The first time we played the Music Machine, John Lydon was there, Lemmy was there, Girlschool, all kinds of different people. So we were aware something was happening, but thought that because of the work we were putting in, that was how it should be. That we were there on merit.


Dante Bonutto (writer, Record Mirror and Kerrang!): There was a blues element to Samson, because Paul Samson had that in his playing. And the thing with them was their drummer Thunderstick, who was a masked drummer, often a caged and masked drummer, who I thought was amazing. I don’t know if anyone ever commented on his drumming, but I loved his persona. He was often on the front cover of magazines on his own – he was a figurehead for NWOBHM because he had this hood with tassels. He looked quite menacing.


Geoff Barton (writing in Sounds, 19 May 1979): During Samson’s performance you get dry ice, flashbombs, dry ice, showers of confetti, dry ice, fireworks, dry ice, clouds of multi-coloured smoke and dry ice. Seriously, I don’t think I’ve ever seen a band use so many effects so effectively or with such excellent timing – and, believe it or not, that includes Kiss . . . So while I feel less than enthusiastic about Samson’s music, the band are deserving of a gold star for presentation alone. Simply, their stage show has got to be seen to be believed.


Malcolm Dome (writer, Record Mirror and Kerrang!): Samson were not great that night. Paul Samson was convinced Iron Maiden sabotaged Samson’s set because, Paul said, the labels were there to watch Samson not Maiden, and Maiden wanted to look good. No, I don’t think they did. That’s rubbish. Samson were just off-form that night.


Thunderstick: We were still stuck in that blues-rock thing. With the benefit of hindsight, we should have done things differently. As a band we were making up for the material with huge amounts of pyro and special effects. Geoff Barton did a review and said we were using more pyro than Kiss were at the time. Which was insanity. You can’t win fans with smoke machines. The fundamental thing has to be the music.


Malcolm Dome: Angel Witch were great. They always were. I was the only one that ever wrote positive things about Angel Witch in the mainstream media. Geoff hated them. He saw them as a third-rate Sabbath rip-off, which I thought was unfortunate and unfair, and everyone else who wrote about them dismissed them. I thought they were great, and they were a really strong, loyal band in terms of the following.


Geoff Barton (writing in Sounds, 19 May 1979): [Angel Witch] lurch into their first number, ‘Extermination Day’, and it’s instant time warp: to the sound of what can best be described as the first Black Sabbath album being played through a cement mixer, Angel Witch toss their long hair, stomp around, pout, pose, punch their fists into the air after each agonising guitar solo . . . Angel Witch make one hell of a noise, but their music is too fast (no need to be ‘punk conscious’) cluttered and ill-refined, leaving you dazed or, in extreme circumstances, comatose.


Dave Lights (lightning technician, Iron Maiden): If I remember rightly, it was our first big show outside the East End. Girlschool were there as well. And Lemmy was there. There was quite a lot of people. It was exciting. The stage was quite high and it had a cave underneath it. It wasn’t as high as the one at Glasgow Apollo. The one there was about 18 feet high, and they put it in for a Rolling Stones concert so people couldn’t get onstage. The Music Machine was the first time I used a proper lighting rig. I didn’t use my one, because they had proper PAR cans [parabolic aluminised reflector lights].


[image: Illustration]


Angel Witch resembled, wrote Geoff Barton, ‘the first Black Sabbath album being played through a cement mixer’. (Redferns/Getty Images)


Paul Di’Anno (vocals, Iron Maiden): I was a bit awestruck going up there, thinking, ‘Cor, this is really massive.’ I used to go up to the Music Machine now and again; I always liked that place. I remember walking back from there a few times. I saw Samson that night, and I’d seen Angel Witch loads of times up the Ruskin. Paul Samson was a good bloke, but they were just a slightly better than average pub band. Angel Witch were good; they had a good following.


Doug Sampson (drums, Iron Maiden): When Steve [Harris, Iron Maiden bassist] said we were doing this gig down the Music Machine, I just went, ‘Oh right.’ He said we’d be playing with Samson and Angel Witch. I hadn’t seen Angel Witch, but I’d previously gone to see Judas Priest at Hammersmith Odeon, and I’d seen a lot of Angel Witch T-shirts, and that was my introduction to them. So when he said Angel Witch, I said, ‘They seem to be very popular.’ But to me it was just a gig, and it was only when we got down there and saw it that I realised, ‘This is something else.’ It was so much more professional – the sound, the crews, the dressing rooms. This was proper, you know. And it was brilliant on the stage.


Geoff Barton (writing in Sounds, 19 May 1979): Resplendent in tight-fitting leather trousers, Iron Maiden are poised, coolly confident, and their opening number ‘Rock Child’ [sic] is as demented a rock ‘anthem’ as I think I’ve ever heard . . . Unfortunately, though, it takes until the end of the set for the group to produce another number of equal calibre . . . For ‘Phantom of the Opera’, the band enjoy the ultimate accolade: a guy down front, playing a cardboard guitar, cut out to resemble the classic Flying V shape. He really enjoys himself and – uh – gets down.


Doug Sampson: If I remember rightly, I didn’t think we got the credit we deserved from the review.


Paul Di’Anno: We went up there and had Kate Bush up on stage with us, I remember that. I was seeing her at the time.


Murray Chalmers (publicist, Kate Bush): Kate doesn’t know that guy and has never been onstage at the Music Machine.


Malcolm Dome: It didn’t happen. I was there. It didn’t happen. But I think he genuinely believes what he comes out with. He lives in a fantasy world, to some extent.


Dave Lights: You have to take everything Paul says with a pinch of salt.


Neal Kay: Here’s the thing: it was a successful night. The kids that came loved it. They were a mixture: it was the first time east London met west London, and south London came up because Angel Witch were on the bill. Let the fans meet each other – that was vital. The next week the phone rings and Mick Parker was on the blower. He said, ‘Listen, would you like to do a regular show? You arrange all the bands, I’ll pay them.’ He said, ‘You can DJ the night, or do it as you want, but I want you to do it as your own night promoting bands at the Music Machine.’ I said, ‘I’d love to.’ Here was an opportunity to put bands on a decent-sized stage.


Kevin Riddles: The only drawback, which we found out on that first night, was the fact that it was right outside Mornington Crescent tube station, which seemed like a great idea at the time. Except the last train went at a quarter past twelve, and the last band went on at twelve. It didn’t take very long to realise that the last thing you wanted to do was headline. After that first gig, which must have been half full – five or six hundred people, probably the biggest crowd we’d ever played to – at ten past twelve the place literally emptied. There was almost nobody there. That was a lesson for the future. The Music Machine was known as one of the few late-night clubs, so that was their policy – the entertainment went on till two in the morning. So consequently, doors didn’t open till eight, first band on at nine, second at half ten, third band just before midnight. That’s the way it ran, and it became obvious you had to work round that. As far as the first one went, I know it was a huge success. Not just because Barton had turned up – it was almost under sufferance, because he didn’t have an excuse to get away from Neal’s phone calls, because the Music Machine was just up the road from Sounds’ offices. It was less than half a mile away. They didn’t have the excuse that it was miles away in south London. And because, from the outside, it looked like it was a step up for all these bands, and for Neal, they had to cover it. From that point of view, we all knew there was something a bit different about the Music Machine, which is why we all did it, and we all did it for months afterwards.


Malcolm Dome: The Music Machine shows were hugely important. They created a certain community. It was an extension of the Soundhouse, but it also created a situation where bands like Maiden, Angel Witch and Samson got a chance to play in front of decent audiences in a decent venue. So I think they really played a part in cementing together the whole scene. Going down there on a Monday, we’d all meet, have a few drinks, see some bands. Neal would play the classics and some new tracks – it became an extension of what was going on at the Soundhouse. And because it had a good stage and it was a fair-sized venue, it gave an opportunity for bands to learn their craft a little bit. Let’s not forget that’s where Iron Maiden got signed. EMI created a huge controversy between Maiden and Samson, which I don’t think was ever resolved. But that’s where EMI first saw Maiden and thought: ‘We like them. We want to sign them.’ Fantastic times.’


Thunderstick: Our management had been talking to EMI. We were told we had got a deal and that was great. An album deal! It’s done! Then we had a track they wanted to put out as a single. That was great – if we’re going to be signing to them, that’s wonderful, let’s rush it through. So they did that. And I think they pressed about 2000, then the pressing plant went on strike. We were saying, ‘Excuse me, what’s happening with the deal with EMI? I thought we were going to be signed to EMI.’ It transpired it wasn’t an album deal, it was a single deal with an option to take up for an album, depending on how the single went. We threw a hissy fit and said, ‘That’s not what we were told. We’re not interested.’ We were really losing ground, because Maiden had got a nice promotion advertising budget behind them, and they had direction, whereas we . . . We laughed about our image, but at that time we should have really got our shit together but we hadn’t. We were still floundering about, going are we this, are we that? Are we heavy metal or are we hard rock?


Steve Hammonds (fan, music catalogue consultant): Those Music Machine shows weren’t massively attended, to be fair. It’s like the Pistols at the Lesser Free Trade Hall – a lot of people said they were there but they weren’t. They had the Monday night shows for quite a while, then the Marquee got in and did stuff, and the Lyceum used to do four- or five-band bills, which were always pretty good. And the Lyceum was easy to get to, and it had a curfew, which was good – the Music Machine didn’t have a curfew, so if you stayed to the end you had to walk back. I used to have walk back to Victoria from Camden to get the train back to Crawley.


Kevin Riddles: All of the frustration had built up in Geoff’s head about being hassled about this new thing, this new genre, these new bands coming up at the same time – all he kept hearing was, ‘You’ve got to come and see my band!’ And I wonder if his review was almost a reaction to that – ‘Even if I like these people, I can’t say I like them, so I wonder if I can put them off? If I jump on the bandwagon, then I’m never going to hear the bloody last of it. If I’m a bit more lukewarm, perhaps they’ll leave me alone for a bit, and I can go and do stuff I really want to do.’ I wonder whether that was the reaction. I don’t remember being disappointed, simply because, ‘Hold on a minute – that’s a double-page spread in Sounds!’ And the ‘Black Sabbath through a cement mixer’ and the generic line that ‘I didn’t particularly like Angel Witch, but the crowd absolutely loved them’ – to us that was a great review. I genuinely didn’t give a crap about one person not liking us. What I did give a crap about was five hundred people liking us. So it was great having the name up there, it was great doing the gig, and the review afterwards, to me and to the rest of the band, was ‘We’ve got a double-page spread in Sounds!’ That’s what surprised us more than anything else, that it was that big. It almost didn’t matter what they said about us. What we were interested in was the fact that he said five hundred people really enjoyed us. That’s what we were going for. And the other bands, Maiden and Samson, had come up the same way – it was predicated on hard work and it was bloody obvious we were enjoying ourselves. I think that came across on stage and that’s what a lot of people picked up on.


John Gallagher (vocals and bass, Raven): I saw the article about the New Wave of Heavy Metal with Angel Witch and Iron Maiden and Samson. They were kindred spirits in terms of attitude, and that was the thing with all these bands. They were all people with the same approach. They were fed up that maybe they weren’t hearing the music they wanted to hear, so they just went out and played it with loads of attitude and energy.


Kevin Riddles: From that moment, we were taken more seriously by the people who were writing about music. Up to that point? Completely ignored. Even down to not having bad reviews. There were just none. It was almost impossible to get people to travel south of the river anyway, but Neal enabled bands to take that next step, and that’s what he did with those Music Machine gigs. With that one show, not only did Neal get the recognition he wanted for the Bandwagon, he also took his career further. He was then taken a bit more seriously as a promoter. It helped all of us. Without that, without Neal injecting that spark into the whole genre, it may have taken longer to happen. The result was an almost immediate increase in respect from journalists, and an immediate effect from just being in Sounds. It was very important at the time.


Allan Jones (writer, Melody Maker): Alan Lewis was a brilliantly sharp editor, and he was really quite ruthless. I remember him changing the direction of Sounds completely in late ’76 and early ’77. I remember Barbara Charone telling me she had just delivered an exclusive with Rod Stewart – which was still a big exclusive in those days – and went away on holiday. And when she came back, she found out that Alan had decided to drop Rod Stewart from the cover and put the Damned on. He just threw everything into punk, in the same way he did with the New Wave of British Heavy Metal. He exploited that moment and the popularity of that music.


Paul Di’Anno: There’s no way in hell you could say bands like Angel Witch and Saxon and Samson were New Wave of British Heavy Metal, because they wasn’t. They’d been going before. All power to them, but they been going for years. When you’re stuck and you can’t describe a band, you stick them under that – New Wave of British Heavy Metal.


Thunderstick: Obviously Geoff Barton was not aware of any kind of movement at that time. Nor were we really. It was just: thank God we have the opportunity to play live again. We hadn’t had the opportunity because punk bands had been dominating the scene for such a long time.


Ross Halfin (photographer, Sounds and Kerrang!): NWOBHM was purely, one hundred per cent Geoff Barton invented. And carried on and propelled by Geoff’s own durability as a writer. And then it found a life of its own because the record companies started signing all these bands, because it was a new thing to latch on to.


Malcolm Dome: There were very few people writing in the music press who had any interest in rock and metal. They thought it was played out, boring and dull. And there were lots of punk and new wave writers who didn’t care about it and saw it as an extension of the dinosaur rock they hated. As far as they were concerned, what would you want to bother with that for? They didn’t see what was going because they didn’t want to see what was going on and certainly not write about it. Until Kerrang! came along in ’81, even in Sounds it was pretty much Geoff, unless you count Garry Bushell and Robbi Millar, who were also writing about this stuff. Even Garry and Robbi were writing about a very small niche. There was a guy called Ian Ravendale in the north-east, who wasn’t liked by a lot of the north-east bands, who thought he was jumping on the bandwagon, but very little was going on because basically there was no one there who wanted it to go on. And you had Des Moines [Nigel Burnham] writing in Sounds, who strangely didn’t really like a lot of what was going on and then put together a compilation for Logo Records called New Electric Warriors. But it was literally just a case of no one seeing what was going on because no one wanted to see what was going on. Until suddenly, Alan Lewis said, ‘Hang on a minute, you’re writing about all these young British bands: why don’t we put them under a collective umbrella? We’ll call it the New Wave of British Heavy Metal,’ which is a dreadful name, but it stuck. NWOBHM. It just absolutely stuck, and these bands had been given a movement: there was a movement out there.


Joe Elliott: Sometimes things just have a natural energy, and you can’t say why it happened. We were all in the same headspace and had the same thought process going on. It’s just that Maiden were doing it in London, we were doing it in Sheffield, Diamond Head were doing it in Birmingham, Tygers were doing it in Newcastle, Vardis were doing it in Wakefield, Saxon were doing it in Barnsley. What brought us together is the collective that was available to us: Sounds, Tommy Vance, Top of the Pops, Whistle Test.


Thunderstick: NME hated it. They were snobbish. They would worship at the feet of Killing Joke and bands like that. They wouldn’t have any time for hard rock or heavy metal. Sounds latched on to it and became our paper, our rag, specifically for us. There were some really good writers, even if some of them hated the image I had.


Phil Sutcliffe (writer, Sounds): NWOBHM was Sounds’ thing. Essentially, the other papers weren’t interested, and the vibe was a bit scornful. It was definitely one of those moments when Sounds was striking out and connecting with a bunch of possibly existing readers and reinforcing their taste, but also dragging in new readers. I don’t know if it showed up in the circulation. My memory of the late ’70s is that in the course of that period, whether it be with punk or the New Wave of British Metal, or some beautiful point when the effect of both combined, we did overtake the NME and get up to about a quarter of a million. It didn’t last long, but I’m pretty sure we overtook them at one stage. We were certainly over two hundred thousand. So Sounds was really sailing along, and Alan’s decisions were completely vindicated, commercially and culturally, and so were the tastes of individual writers.
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The Music Machine’s Monday night shows became a key part of the emergent NWOBHM movement, though the headlining band faced playing to an empty venue. (Steve Hammonds)


Malcolm Dome: Nineteen seventy-eight and the early part of ’79 there were exciting young bands coming through, but there were always exciting young bands coming through. It was only after Sounds came up with the term the New Wave of British Heavy Metal that suddenly a diverse collection of young hopefuls became a movement. The name actually focused everyone: ‘Oh, that’s what we are.’


Robb Weir (guitar, Tygers of Pan Tang): After Sounds coined that phrase it became easier for new rock bands to get the recognition that they hoped for. And it also made all the major record companies look up and think, ‘Right, this is the next big thing, we will need to sign a New Wave of British Heavy Metal band.’ So, in late ’79, ’80, that’s when the companies went out and started to sign bands. Iron Maiden were signed to EMI, Leppard were signed to Phonogram, Saxon were signed to Carrere, we were signed to MCA. We were kind of the first four that sort of were talked about and reviewed and started it all off, and then other bands started to get signed after us.


Steve Dawson (bass, Saxon): We weren’t really aware there were other bands. The only thing you’d be aware of is if you did a gig with them. You opened up Sounds and there would be gig guides. You’d see Iron Maiden would have fifty-two shows back to back, and we’d only have twenty. And you’d think, ‘Why the fuck have they got all them gigs?’ It were a rivalry. We tended to cross paths with Iron Maiden quite a bit, because really Saxon were the first ones. We did a show somewhere in the London suburbs – Iron Maiden, Samson and us. Bruce Dickinson were called Bruce Bruce then. He was, we thought, a dickhead. With a fucking fencing foil. Mincing about the stage. I’ll never forget that. Obviously, Bruce has gone on to do all right for himself. If you can afford an aeroplane you’ve done all right for yourself. I’m at the lowly heights of a Rover 75, diesel. We couldn’t believe Samson. We just thought it were a joke. This twat in a fucking mask in a cage. Some bloke running about pretend fencing. It’s not arty or anything. It’s just stupid. Why would you cover yourself up? No one will ever know who you are. I suppose Kiss have made a good living out of it. I’m telling you the truth. I’ve got nowt against Samson or Thunderstick or anyone, but to a northern bloke, it reminds us of speciality acts in working men’s clubs.


Joe Elliott: We weren’t aware this was happening in 1978/79. We were just doing our own thing, oblivious to the names Iron Maiden, Saxon, Vardis, Tygers of Pan Tang.


Paul Di’Anno: I heard about the other bands through Sounds. I used to get the music papers every week. I had boxes full of the bloody things. You’d start to read about these other bands, and this movement just sprang out of nowhere. At least, we thought it had sprung out of nowhere – it hadn’t; it had been going on for some time, but we was unaware of it because you get caught up in your own little bubble.


Dante Bonutto: Because these bands were doing well, labels wanted to have one of them, so they all got record deals. Whether that would happen today I am not sure. But at that point, if you were an A&R man, you thought, ‘I have to have a NWOBHM band.’ That’s why they all got major record deals. Which probably helped the whole thing, because there was money being pumped into it. Which meant there was money to send us to exotic places, and take ads in magazines, and make great records. And in those days they were made in proper studios with proper producers, like Martin Birch making the Maiden records or Mutt Lange with Def Leppard. They were high-quality records. Perhaps not the early seven-inches, but they developed into great-sounding records made by great people in great studios with a great vision. It was a very exciting period and we’re still feeling the waves of it today.


Tom Gabriel Warrior (fan, founder of Hellhammer, Celtic Frost and Tryptikon): It is one hundred per cent correct to say NWOBHM is the starting point of modern heavy metal. I have no idea where modern heavy metal would be without the New Wave of British Heavy Metal because all the bands who have shaped modern metal directly are in turn directly influenced by the New Wave of British Heavy Metal. The most notable influence is on extreme metal, on thrash metal and black metal. Even the bands who kept the blues, they played it more precisely, more heavily, more extreme. They changed even that. The entire metal scene was influenced profoundly. One single or one track on a compilation, one single song could completely change the life of a musician and influence all the subsequent work of that musician. It didn’t matter that it was a pub band who never made it. In my case, for example, on the Metal Explosion compilation, there was a track by More and a track by Angel Witch, and on Metal for Muthas the track ‘Baphomet’ by Angel Witch. These individual songs influenced everything I have done; even to this day all my long songs that I ever wrote are influenced by the song ‘Baphomet’ by Angel Witch, forty years later. So it’s wrong to underestimate bands because they were lo-fi and they had no money and no production values. Because they really influenced everything. Look at Metallica and so many other bands.


Joe Elliott: If you sit down and did this as a college class, you’d be able to explain why the blues started disappearing from hard rock at this point, because bands weren’t listening to the blues, they were listening to bands who had listened to the blues. There was a band called Vardis, and I remember the first time we heard them. They sounded like Status Quo. And that’s all they did. Whereas Status Quo sounded like they’d been listening to the blues, Vardis sounded like a band that had been listening to Status Quo. We had our moments where we sounded like we’d been listening to Lizzy or Rush or Kiss. We sounded like we’d been listening to Thin Lizzy, who definitely grew up listening to the blues. I didn’t know what the blues were. The blues, for me, was music other people listened to. It was music that influenced musicians, but nobody ever bought it first time round. Nobody knew who Son House was or Howlin’ Wolf. These were people we only listened to once CDs came out and you could buy The Ultimate Collection for £6.99 in a petrol station and you’d think, ‘I’m going to give this a go, because I’ve read so many times about how without Robert Johnson there’d be no Eric Clapton.’ And I’m thinking, ‘I’m not a huge Clapton fan, but I love “Layla”.’ I didn’t love Cream, I found them irritatingly ordinary, no matter how many times Brian May told me to listen to Disraeli Gears. I did, Brian. It’s crap. Because I wasn’t your age when I heard it: I’ve heard it since, and you’re much better than Cream.


Keith Kahn-Harris (fan, sociologist and writer): The creation of heavy metal is a process rather than an individual event. It goes on through the seventies, and it’s a process of expunging the blues. You can hear blues elements in Black Sabbath. You can certainly hear it in Deep Purple. In very early Judas Priest, you could hear bits of it. But you get to 1979 or 1980 and you don’t hear it at all. If you listen to Saxon or Iron Maiden you just don’t hear it at all. So, in a way, it accelerates that process, which is not in and of itself problematic. But what it signifies can be a little bit uncomfortable. It is a racialised process, but it wasn’t necessarily a conscious process. You’ll also hear that in the transition from pub rock to punk – that’s also a process of taking out the blues. That’s why Dr Feelgood is not a punk band, although Dr Feelgood is part of that milieu that was one of the sources of punk. So it’s a very similar sort of process that happens throughout rock genres by the late seventies.


Phil Alexander (fan, Kerrang! editor): [NWOBHM] was absolutely crucial to the development of metal, and we’re still feeling the effects of it all these years later. It does two things. One, it’s a shot in the arm for the genre and reinvents it for an audience that is younger and full of enthusiasm, and it is really, literally a second coming of the genre. But the other thing that’s really brilliant about it is the sheer joy and naiveté that is included within it, which really informs a lot of what comes afterwards. It’s the spark of enthusiasm that lies at the heart of NWOBHM that is the most overarchingly important element of it to me. Because it kind of shapes an attitude at that time, that goes beyond the idea of just do it yourself, it’s an attitude that says: these people are real, these people will be your heroes, you will identify that, and as a result of that you will also do things yourself. So it is a real spark, a real catalyst for things that come after it. The obvious things are thrash metal wouldn’t exist without NWOBHM, so consequently the world would be a completely different-sounding place. The other thing is the impact on the media, based on the sheer demand from the audience. What you get off the back of NWOBHM is the creation of, for want of a better term, hard rock media, in a very, very real way. Kerrang! is a direct result of that.


Tom Gabriel Warrior: For us young fans, we were also a new generation. This really matched. We all loved the existing bands – Rainbow and Black Sabbath and everything, we loved them – but there was a movement with people that were basically our generation and had our frame of mind and were looking to play more extreme. That totally appealed to us. You have to understand, I wasn’t just a casual hard rock listener – I was a real fanatic. I grabbed anything I could. I heard the first Accept album and tons of underground bands from Scandinavia or the Benelux countries. So I really tried, with the means we had at the time, to be on the pulse of what was happening in the metal scene. But none of these bands could compete with what the New Wave of British Heavy Metal provided. I know people in the British Isles are sometimes bewildered by how other people see the New Wave of British Heavy Metal. I’ve heard a lot of negative comments about the New Wave from my friends in the British Isles. They say, ‘Well it was just a few demo bands, a few pub bands, and it’s completely overstated.’ And I’m always frustrated hearing this. Maybe they were just demo bands and they recorded tracks for a few pounds, and of course the sound quality is poor and the playing is deficient, but that doesn’t matter. It’s the content that matters, and the content was nothing short of a revolution.


Lars Ulrich (fan, drums, Metallica): The reason I wanted to be in a band was NWOBHM. Because if these guys could do it, I could do it. It was really that simple. I never wanted to be in a band because of Led Zeppelin, or to be as big as Deep Purple. I’ve spoken hundreds of thousands of times about how influential they were as a musical entity and part of my story, but I never sat there and thought, ‘Wow, I’m listening to “Highway Star”, I could do that!’ It was more: ‘Oh my God, this is great!’ But at some point when I heard Trespass or Diamond Head and these other bands, I thought: ‘I can do that, and I wanna do that. And if these guys can do that, and make records and release them and play shows and get talked about in the press or have T-shirts and patches made with their name on them, or have pen pals or have people like myself who had pen-pal circles and write to other people that are like-minded that like this, I can do that.’


Brian Slagel (fan, founder of Metal Blade Records): It felt like a fresh new sound. You could clearly tell there was a massive influence from all the seventies stuff, but it was new, it was different, it didn’t sound exactly like anything else I had heard at that point. A lot of us would be doing something else if it wasn’t for that scene. In the early eighties, it was a change of decade, it was a time of uncertainty, especially here in America things were changing. We had gone through the disco thing, which I hated, and this was kind of the anti-that, something fresh and new. Very independent, too. There were all these bands doing it on their own, or on small labels, and I loved that entrepreneurial spirit as well.


Phil Alexander: There is another thing that comes from NWOBHM – the creation of pure metal labels, and that is really significant. Because without Neat Records, does Brian Slagel actually decide to launch Metal Blade? I very much doubt it. And that becomes the bastion of extremism. And generationally, we start looking at louder, harder, faster, and that’s exactly what happens with thrash. It kind of crystallises and spawns its own scene, and instead of the seven-inch its weapon of choice is the cassette, the demo. And the one thing I remember about NWOBHM is that I don’t remember it being demo-driven – the band would self-release a single. Thrash takes that to the nth degree because you can copy a cassette and send it around the world. So you’ve suddenly got a totally different network, and it’s faster in every sense of the word. What you would all do, though, is tape things for your mates – but you needed the originals to tape. It wasn’t bands deciding to issue a cassette. The NWOBHM release was a seven-inch, and homemade.


Malcolm Dome: What punk gave a lot of these bands was the inspiration to say, ‘We can go out there and do it.’ And they didn’t need to be virtuosos. That’s why some of these bands decided, ‘We’re not going to do nine-minute songs, because we can’t.’ But what we can do is a three-minute song: verse chorus verse chorus solo verse chorus get out. And that’s what they were doing. And that appealed to a younger generation who were coming through, who didn’t want to delve into massive conceptual pieces, even though later on they probably grew into them. But, yeah, in that respect punk did play its part. So many bands were self-releasing. There were loads of bands who didn’t bother going to independent labels, but just said, ‘Right, we’ll put it out ourselves. We’ll finance it ourselves.’ Hence Diamond Head’s White Album [also known as Lightning to the Nations]. A lot of bands did that because they knew they were good – ‘It’ll cost a few hundred quid and we’ll do it’ – and because they had seen punk bands do it. And the more NWOBHM bands did it, the more others thought, ‘Yes, that’s what we should do. We can’t get a deal, let’s just get something out there and get noticed.’ And that made a big difference, because having something pressed up that you could hand to people or sell to people really was important for getting noticed. These bands didn’t say, ‘We’ll get around to doing it one day,’ they just went out and did it. And it gave them something to send to Tommy Vance and Tony Wilson at the Friday Rock Show and something to send to journalists as well. A record was better than sending a three-track cassette demo. It just seemed more significant. More like, ‘This is a proper band.’


Phil Alexander: What you also have within this is a grassroots network of venues and artists that spreads across the country. So you really genuinely have local heroes. For me, growing up in south London, there were a whole bunch of people in two-bit bands who don’t get anywhere – the band local to me is a band called Demon Pact, who no one really knows very much about any more. They released a single called ‘Eaten Alive’, and it never went anywhere. But that didn’t stop me painting their logo on my denim jacket in silver paint. That’s the key to the impact of NWOBHM as far as I am concerned. On the one hand, there is a musical impact. And on the other there’s a cultural and ideological impact that changes the way in which the world evolves as far as hard rock is concerned. Extreme metal as a whole can be traced back to NWOBHM – two hundred per cent it can be. What happens is the idea that everyone wants to go a little bit faster, a little bit heavier. They take the things that were there already and make it their own. That’s as evident with Maiden as it is with Venom.


Keith Kahn-Harris: Many of the foundational elements of metal culture as we understand it today were set by that movement. If you look at early metal bands before the new wave – Deep Purple or Black Sabbath – and their fans, they don’t look metal as we understand it today. What the New Wave of British Heavy Metal did was to turn a fairly disparate movement into something quite specific and defined. Heavy metal existed before that, but to understand that as a distinctive kind of subculture was one of its major contributions.
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Iron Maiden’s Paul Di’Anno disputes how metal many of the bands were: ‘When you’re stuck and you can’t describe a band, you stick them under that – New Wave of British Heavy Metal.’ (Paul Natkin/Getty Images)


Jess Cox (vocals, Tygers of Pan Tang): Metal and punk, there weren’t distinct lines between them. It was only a matter of what coat you had on sometimes. I remember going out, and we had straight pants on – I know this sounds ridiculous – not flares, and we had a fringe. In heavy metal you had hair parted in the middle and flares. I used to wear a blazer and tie on stage in the early days, and I had a fringe and straight drainpipe pants. It was half punk and half metal. And the songs were, too – the topics we sang about, like ‘Euthanasia’. It was very punky influenced, with rat-at-at-at-at music. We had punks coming to the shows. It wasn’t like it was one or the other. It was a melting pot, although NWOBHM got a uniform quite quickly with the badged jacket.


Tom Gabriel Warrior: Before we had access to patches we did our own jackets. We didn’t want it to look amateurish. We spent a lot of time. We would cut stencils out of cardboard and make really high-quality, detailed jackets with spray cans. We’d correct it to make it look really perfect and then of course we began to discover the patches. Everybody in our circle of friends had two or three full jackets with all kinds of bands. There were so many bands and to show off you really needed more than one jacket. I did my own sewing, amateurishly. My mother wasn’t going to sew Witchfynde on my expensive jacket. She’d buy me a cheap jacket if she thought this was meant to last thirty years and I’m just going to put patches on it and ruin it. For her it was a waste of money.


Keith Kahn-Harris: It’s important to say that the NWOBHM look didn’t spring out of nowhere. Like most things, it comes from various sources. And we shouldn’t forget that metal’s style also draws on underground gay culture as well, which is an extraordinary thing in many ways. I think there’s a bit of a frisson there, or at least that was initially, given that relationship to gay culture. The idea of drawing on that sort of underground culture and perhaps in some way reclaiming it a bit for heterosexuality to a degree, while still retaining the elements of camp, was probably quite an exciting thing to do at the time. At a basic level, to coalesce as a subculture at the time required developing some kind of dress code. What denim and leather does – denim and leather and studs – is it brings together this sort of transgressive underground gay culture with blue-collar working-class culture in a quite unique and interesting way. Although if you look at what the bands on stage are wearing compared to what the audience is wearing, there’s often quite a little bit of disjuncture. Spandex, for example, was very common onstage for bands at that time, particularly Maiden. I don’t think that fans were wearing spandex or those skin-tight things. Why did spandex become stage gear but not audience gear?


Brian Slagel: We were so influenced by what was happening in the UK. Lars Ulrich went over to the UK and he would bring back stuff. And you’d see pictures of jackets covered with patches, and go, ‘Oh my God, I have to make that.’ But I never had one of those because it was so hard to get the patches. So I just did the black leather jacket, with tons of wristbands and studded leather gear. The way it occurs to me that I heard about them, is that back then people didn’t have a lot of money and it was difficult for the bands to make shirts, so patches became a thing. And you could wear a jacket and have thirty of your favourite bands on it, as opposed to wearing just one shirt of one band. It became a way to show off all the bands. And then it became a competition: you had to have the coolest patches. Especially in LA, it was like, ‘Whoa, you got a Jaguar patch!’ which would be so cool because nobody else had it.


Phil Alexander: The other thing to bear in mind, in terms of the appeal that comes from NWOBHM, is the visual aspect of it. People talk about it from the point of view of it being silly. But there’s a reason Iron Maiden will always sell records to a bunch of fourteen-year-olds, much as they will sell records to people who are sixty and were there in 1979. The thing for that is the creation of that emblematic artwork: Eddie is absolutely crucial to the success of Iron Maiden. He’s totally identifiable. I bet there are a bunch of people who have bought into Motörhead as a band based on the concept of the logo before they even heard the music. Just the power of that imagery. It’s easy to look back at some of that NWOBHM stuff and see it as absolutely comical. But by the same token, there is power in the naiveté that comes from that. And it launches a million and one terrible heavy metal sleeves. But Venom’s logo is really significant, the way it looks, the way it feels. All of that artwork is.


Keith Kahn-Harris: NWOBHM certainly lays the groundwork for sort of tape trading in the 1980s, which is absolutely vital to the development of extreme metal. You wouldn’t have death metal without tape trading, for example, but tape trading and DIY culture do have earlier roots than is sometimes acknowledged. It also has roots in hippie culture and the underground press. Fanzines were not created by punk; they existed beforehand. The first fanzines were in sci-fi subculture, but the form they started to take in the late seventies was the form that was built on by underground metal in the eighties. A lot of the mainstream, quote unquote, infrastructure of metal also develops during the New Wave of British Heavy Metal.


Tom Gabriel Warrior: Tape trading was one of my interests at the time. Like all the other traders I had a multipage typewritten list of the demos that I was trading. I have to say, tape trading was really more effective with bands from America a couple of years later. The tape traders I was in contact with, they didn’t have so much New Wave of British Heavy Metal material. We got access to the music of the new wave by literally spending all our weekends travelling through Switzerland to obscure record stores, of which there were hundreds at the time. We would go to little villages where we knew there was a record store. Everybody would gather at the house of the one guy that had a car and we would drive for hours through the countryside to obscure record stores and find the odd New Wave of British Heavy Metal single, and then whoever bought it would tape it for all the others. Tape trading was like YouTube is now, basically. You get these lists of people’s tape collections and there would usually be a very short description: ‘short and heavy’, something like that. You would go by that and the name of the band. I found out about the addresses of other tape traders, number one from friends who were also tape traders – we would also trade the addresses. And then the early photocopied fanzines arrived from Germany, the Netherlands. Those were really primitive homemade fanzines, but in there were the ads for tape traders, and I myself also placed ads, and that’s how you networked.


Steve Hammonds: There was a guy in Birmingham who used to tape every Diamond Head show. There were about thirty or forty big tape traders. It was a really important thing. Tape trading was huge with NWOBHM. The American fans couldn’t get enough of NWOBHM, and the British fans couldn’t get enough of American bands – the Godz live at the Agora in Cleveland, which was a radio broadcast. So all of that. The market for those high-speed tape dubbers was huge.


Dante Bonutto: When you look back on it, it was built on writing good songs. Everyone wanted to be at the top of their game and hone their craft. When you do something like that to create the best you can, the influence is always very wide-ranging. It felt very British. Sometimes with British music, you feel that though it’s from here, it’s very much underwritten by what’s happening elsewhere, and I don’t think this was. Even though these bands liked a lot of American music, it was flying the flag for what we were doing here and for our tradition. It’s been very influential and represents a halcyon period where something can come up and burn brightly without fizzling away. It’s very exciting when something like that can happen.


Malcolm Dome: Very little linked the NWOBHM bands. They all came from different backgrounds, and not just geographically but musically. You had Leppard who were inspired to some extent by Lizzy; Maiden came from a Priest style of music; Diamond Head were much more of a Zeppelin; Praying Mantis were much more an American approach; Angel Witch were Sabbath. They were all over the place in terms of where their influences came from. That’s why no one connected them until the dots were connected by Alan, who just came up with this idea: ‘Let’s start this movement and see where it takes us.’ And suddenly everyone jumped in. You had Girl who were more trashy and glam. Everyone came from a different approach, a different attitude. No one would have put them together had it not been for that. You could connect Leppard with Girl with Maiden with Saxon with Girlschool. And let’s see where it goes.


Lars Ulrich: It’s more of a movement than a musical style. Of the six letters in NWOBHM, I think the B is very significant. You really have to understand the British element of this, and how wide-ranging it was in terms of the role of the press, and how small the island is compared to the United States or continental Europe. The B is very, very significant. There were bands that were playing NWOBHM to a degree that weren’t British, but that’s already a contradiction. I think you could argue Metallica was a NWOBHM band, but obviously we’re not British, so we’re not a NWOBHM band. If you start going down the whole thing from Praying Mantis to Venom, that covers a lot of musical fucking ground, but the one thing all those guys have in common is the British element.


Robb Weir: I think NWOBHM has been the biggest of all the musical movements. You don’t often hear people talk about Bay Area thrash or grindcore, but you do hear people talking about NWOBHM.
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`We must have done a lot for Peru´


How glam rock helped lay the foundations of NWOBHM, why heavy music needed a revolution by 1979 – and did punk inspire it or delay it?


[image: Illustration]


‘When I saw T. Rex do “Ride a White Swan” on Top of the Pops, all of a sudden I was like, “Hello”,’ says Joe Elliott of Def Leppard. (Michael Ochs/Stringer/Getty Images)


Joe Elliott (vocals, Def Leppard): In October of 1971 I saw T. Rex. My mum and dad let me go. I was twelve. I got in just after he went on, he was already on the go, twenty seconds into ‘Jeepster’, and I went through those swing doors at the Sheffield City Hall that have got the portholes in them, and I just walked into a whole new world that I had seen glimpses of in black and white on TV. But all of a sudden I walk into this insane din of the sound coming offstage and the audience screaming back. And all these kids – it wasn’t just girls, it was guys that all looked like they should have been at a Status Quo gig, all denim and hair and dandruffand headbanging. There were people on their knees playing air guitar and girls screaming. Standing there, just inside the swing doors, not even at my seat, just underneath the balcony and watching this insanely fantastic thing, like a church, was just phenomenal. I didn’t go to the City Hall again till 1975, when I went to see Hunter Ronson. From that moment till ’79, I probably went four hundred times. But when I walked on to the stage to soundcheck [when Def Leppard first played there in 1980], I remember walking up to where Marc Bolan was stood, and standing looking back at where I was watching him from. That full circle connection of ‘OK, nine years on here I am’ was the weirdest thing. It was so bizarre. When I walked through those doors to see T. Rex, it was more like walking into something like an arena from the back. It felt massive. I was twelve and I’d never been in a room that big. I’d never even been to a football match. I’d never been in anything large, other than a park. When I stood on the stage and looked back at where the twelve-year-old me was, I swear I could have spat that far. It was so tiny. We hadn’t played any big gigs, but the event of the twelve-year-old watching T. Rex was so much bigger in my mind than the reality of it. One of those lifetime things you never forget.


Steve Zodiac (vocals and guitar, Vardis): Bolan had ambiguity – physically, musically. The escapism. Bowie were doing similar things, but with Bolan, because he’s a guitar player – very underrated, his simplistic style was very much in the tradition of old blues players – the simple vibrato and the downbend instead of an upbend gave Bolan this unique sound. Of course, it’s based on old school-blues playing, but nobody ever realised at the time. My God, when he performed those songs, and felt them, it came over. It connected. Very few bands really understand that. I think that feeling were there in the fifties, with the majority of performers and singers. And I think it went all the way through to the eighties with the majority of singers. You couldn’t move in the early seventies for rock music. You’d go in the record shop and every week you’d think, ‘Which one do I get?’ You could buy a single for a few bob. You didn’t have to spend money on albums. You could just get Rod and the Faces doing ‘Stay with Me’ and rock out to it. It were incredible stuff. There was one dandy in the underworld in Wakefield in them days. He was hard as nails. Frankie, his name were. He used to hang out in all the bars. He used to take some stick. But by God he could dish it out. But he were a sweetheart.


Mantas (guitar, Venom): My musical growing-up was through the seventies, the glam rock era. I was born in ’61 so by the time I was ten years old, ’71, I’m getting into music, looking around at these bands. First favourite band ever was Slade. I was massively into T. Rex. T. Rex was the first album I ever bought, ‘Ride a White Swan’, and then of course Alice Cooper comes along, which is slightly heavier. First single I ever bought, seven-inch vinyl, was ‘Seven Seas of Rhye’, Queen. But me and a friend I’d met at a taekwondo club – he was a few years older than me and he actually is the guy that I started Venom with – we found we had a similar love for music as well as martial arts. He was into Deep Purple so he introduced me to Purple, and he used to get tickets, we used to go and see anybody. There was another friend of mine who’d come – pubs, clubs, anything that was guitar-driven, any band. I seen Squeeze at the City Hall, I seen Japan, I seen Rory Gallagher. I was lucky enough to see all these people.


Rick Savage (bass, Def Leppard): When Queen came along, it blew everything out of the water for me. All of a sudden I had found this band that could fit in the category with the heavy stuff, but were also pop – great production, great vocal sound, orchestrated guitars. That was happening with Sweet and T. Rex and the glam rock bands. They encompassed everything and more. That’s when I started getting into it, to the point of thinking, ‘Crikey, it would be great to be able to do something like this.’ It started from there.


Kim McAuliffe (vocals and guitar, Girlschool): As a kid I loved all the glam stuff. David Bowie was the most incredible creature on earth. There was always music in the house. Mum and Dad used to listen to the Beatles and the Stones and all that. And the radio was on. There was Top of the Pops, which was the most exciting thing in the world ever, every Thursday evening. T. Rex, Sweet, Slade, David Bowie. Glam was more rock than pop. It was a segue into the heavier rock stuff. And it was exciting as well. Seeing Alice Cooper do ‘School’s Out’ – it was so exciting. And seeing David Bowie do ‘Starman’, and Queen do ‘Seven Seas of Rhye’ on Top of the Pops. It was so exciting because you never knew who was going to be on. Then my cousin started getting into other stuff and said: ‘You have to listen to this!’ And that was Black Sabbath, Deep Purple and Led Zeppelin. And I moved into that. The first two gigs I ever went to were Black Sabbath at the Hammersmith Odeon and Deep Purple when they did the Burn album at Hammersmith Odeon.


Phil Collen (guitar, Girl and Def Leppard): I was into everything when I was a kid: Motown, reggae. I’m from London and it’s a great place to absorb all this amazing stuff. I loved Bowie and T. Rex, and my cousin told me: ‘You’ve got to check out progressive music and Zeppelin and Pink Floyd.’ And he got me into that. And I loved all of it. I still loved Stevie Wonder – he’s still my favourite singer – but it was an amalgamation of everything.


Joe Elliott: When I saw T. Rex do ‘Ride a White Swan’ on Top of the Pops, all of a sudden I was like, ‘Hello.’ And then ‘Hot Love’, and then ‘Get It On’ and ‘Jeepster’. And then ‘Starman’. And then Slade. And then ‘Ballroom Blitz’. And ‘Killer Queen’. And ‘Virginia Plain’. ‘This Town Ain’t Big Enough for the Both of Us’. All of a sudden, ‘I’ve got my stuff now. This is my music.’ It’s not fair to lump all those bands together, just as I don’t want us to be lumped in with NWOBHM, but the British glam rock scene of the early seventies made me want to be who I am. David Bowie and Steve Harley would turn in their graves, if they were both dead, at being thought of alongside Slade or Sweet, but the fact is they all made three-minute songs that were capable of going in the top twenty, alongside ‘Tie a Yellow Ribbon’, with drums and guitars and huge, big football choruses, if you’re talking Slade. If you’re talking Bowie, he was turning the sixties white blues even further on itself – ‘Jean Genie’ was just a rewrite of a Yardbirds song, which was itself a rewrite of a Bo Diddley tune. Each generation takes it and hardens it up a bit more. Music was getting heavier, but when you think about the way pop music was in the seventies, things like ‘Devil Gate Drive’ by Suzi Quatro, in comparison to what pop music is now, it was fucking heavy metal. Even ‘Dyna-mite’ or ‘The Cat Crept In’ by Mud, you could hear Mötley Crüe doing it in comparison to what’s going on now. And you’d hear those songs all day long: if you didn’t have a record player, you’d just wait for them to come on the radio. When you have to go mining this stuff yourself, once you actually get it, it means so much. It’s like getting a tattoo or something. We had to get a bus down to town in the rain, go into town to the nearest record store. You’re doing four paper rounds so you can buy one record a week, but which one do you buy? There’s brand new Rod Stewart, brand new T. Rex, brand new Bowie, brand new Elton. Which one do you buy? Thank God for second-hand ex-jukebox singles and things like that, where you had to buy the plastic inserts for the hole.


Phil Alexander (fan, Kerrang! editor): One hundred per cent glam is significant, British glam. Glam is a precursor to punk – that’s obvious. Glam is a precursor to British pop culture as a whole – short songs. The significance of Sweet is actually huge. There’s a real crash-bang-wallop quality to what they do. Of course you can play ‘Blockbuster’ alongside ‘Paranoid’. Of course you can. The same with Mott the Hoople. T. Rex is slightly different because that’s a real pop game that Marc is playing, quite deliberately. A lot of people probably look at T. Rex and don’t consider that to be a proper band. They’re not a heads’ band; they become that retrospectively, but when you think about where they are in 1974 to 1977 they’re almost a kids’ band, but that’s the significance. It’s the kids who take this. And what you get from that is the sense of: ‘Yeah, we can do this.’ It comes back down to that.


Dennis Stratton (guitar, Iron Maiden): I always loved playing with two guitars – because Wishbone Ash were my favourite band.


Andy Powell (guitar, Wishbone Ash): We got to a point with Wishbone Ash where I said, ‘Why don’t we try doing something different with twin lead guitars?’ The first song we wrote was a song called ‘Blind Eye’, which has a little riff in it, rather like a brass riff or a horn riff. We went, ‘This could be our sound.’ In the early seventies, every band had their own sound, whether it was Yes, Jethro Tull, and you needed that.


Tino Troy (vocals and guitar, Praying Mantis): I started listening to Thin Lizzy when we were jamming, and that’s where we developed the twin-guitar thing from – and there was Wishbone Ash as well. That’s where we got our vocal harmonies from. We did a couple of Wishbone Ash covers – ‘Blowin’ Free’ and ‘Throw Down the Sword’. Loved it. When I met Martin Turner I told him he was one of our influences. It seems weird that they weren’t more celebrated, because a lot of the bands cited them as an influence, even though a lot of the music doesn’t sound anything like them.


Biff Byford (vocals, Saxon): Wishbone Ash invented twin harmony guitars in heavy rock. I used to go and see them when they played in Leeds or Sheffield or Barnsley – they were on the circuit a lot in the early seventies. I was a bass player then, and they had a great bass player with a good style, with really cool vocal harmonies. It felt ground-breaking – it was a big explosion of rock and Wishbone Ash were a pretty loud band. In Saxon we used the twin-guitar harmonies occasionally – we don’t want to copy anybody, but it is a theme, it is in there.


Andy Powell: Twin lead guitars depend on tone. You’ve got to know what tone is. A lot of young players make the mistake of over-processing the sound. They think, ‘Oh man, this is sounding heavy.’ In point of fact, it ends up sounding less heavy, the more processing you put on it. And by that I mean distortion, that kind of thing. You’ve got to have a good understanding of how to get a tone out of really good-quality guitars and good-quality vintage amplifiers, and we got that right from the beginning. As soon as we started touring we would collect all these great instruments. These mid-fifties instruments were made by people that were casting an ear back to the forties. They were making amplifiers and guitars that could make a thick, juicy sound, with just a minimal amount of overdrive. We knew how to coax the best sound out of all the gear. Another thing that enhanced it was that by the time the third album came around, we went from eight-track recording to sixteen-track recording, and I had the bright idea of double-tracking the guitars. We started off with really good guitar sounds, and just enhanced them even further, so it just commanded you to listen to the guitar lines. A lot of people that joined bands like Judas Priest and Iron Maiden, they would have been five years behind us in terms of age. I came of age with Wishbone Ash in ’69/70. I was born in 1950. Those NWOBHM guys would have been at our concerts, and they would have taken it on board as they were taking on board all the other things they were seeing. I think it took people three to five years to catch up. There were a couple of bands that were more our contemporaries, like Thin Lizzy. I got word from Scott Gorham that the first band they saw when they came over from Ireland, at the Lyceum, was Wishbone Ash, and Phil turned to the guys and said, ‘That’s the fucking sound we want.’ You had the more contemporary groups who were saying, ‘That’s a cool sound, let’s grab a bit of that,’ and then you had the younger crowd, guys from Maiden and so on.


Scott Gorham (guitar, Thin Lizzy): The twin guitars didn’t come from Wishbone Ash. No, not at all. There’s an argument for the Allman Brothers. Hell, even Fleetwood Mac were doing a little bit of the harmony guitars. I’ve had to correct a lot of people throughout the years. ‘Hey Scott, man, you guys invented harmony guitars!’ No we didn’t. What we did, that made it so different, is we put it into the rock form, and we played over the minor chord sequence, which gave it that different sound, and that’s why there’s a distinct difference in what we did compared to other people who were playing harmony guitars. But to say we invented it? Les Paul was doing harmony guitars back in the forties, for God’s sakes!


Phil Collen: By the late seventies, the big heavy-rock bands were losing their way. They definitely were. That’s why punk happened. I remember seeing Zeppelin, and there’d be twenty-minute solos, and it was really hard work. There were bands like Bad Company, and there was no vibe there. There was no inspiration. It was really dull and boring. People who liked exciting rock were kind of left in the balcony, if you like.


Robert Plant (vocals, Led Zeppelin): Time is a funny thing when you’re onstage. It did leave me occasionally a little bit adrift. But I’m a Jimmy Page fan, so I like to hear where he goes. I can’t remember too much about those days, except for I know the sets were long.


Jimmy Page (guitar, Led Zeppelin): Sure, the sets got longer, but it wasn’t just necessarily because of extended solos, although that certainly would have helped, whether keyboard solos or guitar or whatever it was. The thing is, as each album came along, we would introduce some new material, um, and then the set would just get longer cos we didn’t want to lose some of these numbers and by the time we got to Houses of the Holy, for example, we had quite a catalogue there going on.
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‘The significance of Sweet is actually huge. There’s a real crash-bang-wallop quality to what they do. Of course you can play “Blockbuster” alongside “Paranoid”,’ says former Kerrang! editor Phil Alexander. (Michael Putland/Getty Images)


Lars Ulrich (fan, drums, Metallica): A lot of the rock stuff ended up as what the British press dubbed ‘dinosaur rock’ and became very progressive and narcissistic and selfish and became very much about musicianship, became about ability. It became about crazy, extended, self-obsessed musical endeavours. And I don’t mean that in a disrespectful way; I’m just trying to describe it. And what was happening with punk rock in England, and in New York with, say, Ramones, that was an answer to the grandiosity of all of that. So when Ramones started turning in ninety-second songs, and the Sex Pistols and the Damned and all these great bands came out and made it about simplicity and attitude and energy and the idea that if you were a fan you could create your own band, you didn’t have to go to music school or learn how to play the Hammond organ for twenty-two years or whatever the fuck it was – you just needed three chords and a bit of swagger. That do-it-yourself approach spilled over into a younger generation of kids that had one foot in Black Sabbath and Judas Priest and Rainbow and Thin Lizzy, but still wanted to keep it more punkish in attitude, and keep it edgier, keep it rebellious, keep it less grandiose and self-important, less contrived. So there was an energy, there was a usefulness, and it just felt fresh compared to fifteen minutes of ‘Dazed and Confused’ or whatever. I love Led Zeppelin, but at that moment, Led Zeppelin would put out these records that were full of sorcery, with pretentious covers. And here was Iron Maiden, and they were just five dudes, and it was a different thing. It felt fresh and young and vital and new.


Kevin Riddles (bass, Angel Witch): It did feel as though everything [in hard rock] had become a bit of a parody of itself. Other people with far better vision and foresight than me realised it, and that’s why punk worked. That was a reaction to what had gone on. Ours was a reaction, but to a slightly lesser degree. We just wanted to take the genre, take what we were writing, and make it fresher and more exciting and punchier. And put back that zest and life that it seemed had been lost. One of my favourite live albums is Emerson, Lake and Palmer live at Newcastle City Hall, Pictures at an Exhibition, one of the finest live albums, one of the finest pieces of music ever written. But when I listen to it now, I think, ‘Jesus, self-indulgent twaddle or what?’ Because it just went on and on and on. I think the rot set in much earlier, with bands like Cream. I remember seeing their final concert at the Albert Hall, and the songs were just drowned. They were great songs, but they were drowned in self-indulgence. You didn’t need a half-arsed Ginger Baker drum solo to make those songs great. You didn’t need Clapton wailing away like nobody’s business and Jack Bruce burbling away on bass that you couldn’t hear – you could feel it, but you couldn’t bloody hear it. You didn’t need that to make those songs great. It was, literally, rock by numbers a lot of the time. And we were aware we could do something a bit different. We could make it fresher, and – it’s a horrible word, I know – give it some pizzazz, give it some fun, give it some showbiz. Fortunately, we were allowed to, because I think crowds and fans and punters were ready for it. In that regard, the New Wave of British Heavy Metal did come along at exactly the right time. There was space for it. There was a niche for us to sit in. We were in the right place at the right time.


Robb Weir (guitar, Tygers of Pan Tang): The City Hall bar was rammed for the solos. We’d see Rainbow or Whitesnake, and when Jon Lord did his keyboard solo, we just wanted to hear songs. There was quite a collective in the bar. When the solo sections finished you’d down your pint and go back for the next song. When they recorded those songs they didn’t have the solo sections.


Neil Murray (bass, Whitesnake): Yes, you’re aware on the one hand that some of the audience are groaning and sloping off to the bar when the solo comes along. But you’re also aware that it seems to go down an absolute storm, and it’s such an accepted part of the set that you don’t really question it. You don’t really say to Jon Lord, ‘How about not doing a solo?’ We would be bitching behind the scenes: ‘How much longer is he going to go on for?’ And I’ve noticed over the years, with many, many different musicians, that if they are tired or hungover or not playing very well, if they are doing a solo it lasts much longer, because they keep on trying new things – ‘That didn’t work, let me try something else.’ They don’t have an internal clock telling them, ‘Look, leave them wanting more.’


Malcolm Dome (writer, Record Mirror and Kerrang!): You can look at it and say Deep Purple were over, dead. Sabbath were in chaos. Zeppelin were still around and still massive, but you got the feeling they had really done their best work


John Gallagher (vocals and bass, Raven): You can look back at it now and see that, what it was, was the drugs. After a certain amount of time taking the drugs, they all fell apart, every single one of them. And all around the same time, around ’78 or ’79. You had Aerosmith fall apart, Zeppelin were falling apart. Even coming up to their height, UFO were barely hanging on. Michael Schenker was out of his mind and gone, and the rest of them were either drunk or on drugs all the time. That can only work for so long. So there was definitely an air of that. And around ’78 or ’79 they all started trying to play funk music, for some reason.


Phil Mogg (vocals, UFO): We must have done a lot for Peru. It was a bit like when you used to go out and have a fun night at the weekend. Come Monday you’d have to straighten out and go to work. The thing with bands is that every night is like a party night, so you never have the chance to get over the hangover you had before, so you continue that cycle. I saw one of our date sheets from one of the older tours – in a month’s work you’d have two days off. So there’s no time for recuperating and there was no one there to say: ‘Don’t you think it would be a good idea if you did this?’ We were doing a concert with April Wine, and the following day we had another one with Fleetwood Mac in San Bernardino – this is the late seventies, just starting to kiss the eighties – and we’d run out of something or other. Our bus driver called another guy who was driving to the gig with April Wine. He said he had certain substances, and we should meet at the next truck stop. So we got there, and this guy comes along with a briefcase, chock-a-block with stuff. ‘Oh this is great,’ we said. And it was a bit like one of those movie scenes where they chop out a line that goes from here to next week. In our bravado, we were ‘Yeah!’ But by the time we reached the gig no one could talk. We were absolutely rigid. Time to come on, and we couldn’t move. We were onstage, absolutely stationary. It was a big open-air gig, and it was one of those where you think: ‘I ain’t doing that again.’


Andy Parker (drums, UFO): It’s amazing we managed to show up for as many shows as we did, and do them. When we were opening for Ozzy Osbourne we were amazed at how messed up he would get, to the extent that he couldn’t do some shows. Or he’d sing the first line and then collapse onstage. That really didn’t happen with us. Phil suffered a bit here and there. As did Pete [Way, bassist]. For me it was a bit different. Being the drummer I wanted to be sure I kept things together, not that I was an angel. And there was a point where Michael [Schenker, guitarist] wasn’t supposed to drink. He was on that drug they gave Keith Moon, for people who have alcohol problems, but he’d figured he could have so many beers without his face turning purple. He had his whole schedule written down. Our drinking seems comical now. It was white wine for the soundcheck. Then beer. Then on to the hard stuff in the evening. That was the good thing about playing special guest slots: there was always booze left if you raided other people’s dressing rooms. We were doing cocaine and weed; the really heavy stuff didn’t come in till later, the really nasty stuff. I never dabbled in that. I did quite a bit of blow, but then you end up staring at the ceiling at three in the morning when you have to be up in three hours. It got a bit tired after a while.


Michael Schenker (guitar, UFO): My biggest problem was stage fright. And to overcome that I had to drink, and the more often you drink, it becomes a vicious cycle. And you end up at a point where the body goes, ‘Hey, hey, hey, I can’t take this any more.’ That’s what happens to many, many people. That was the main horror. When we had a hit with Lights Out I got a weird feeling: ‘Shit, I have to tour consistently now. And people expect me to write more of this.’ It was a snowball. I was seeing the snowball become an avalanche. I said to Gabi, my partner at the time: ‘I’m scared. It’s going to become an obligation. The fun is out of the window. People are going to expect me to do more of the same. And I am going to have to drink around the clock now.’ Because I had had time when we didn’t tour – I took that time to rest and stay away from alcohol. I had space and time. But now I saw no more chance for rest. It happens to many bands: the moment they made it big, they all collapse. And they get into a vicious cycle of being obnoxious and completely controlled by alcohol and drugs.


Malcolm Dome: It’s a story in itself how far Lizzy might have gone had it not been for the drugs.


Scott Gorham: We’d always dabbled, but not in the super class-A stuff, the heroin and all that. It was a couple of lines of coke, everyone smoked a lot of weed, drank quite a bit. But it wasn’t until we got to the Black Rose album [in 1979] and we were in Paris. We were in the hotel and [Thin Lizzy frontman] Phil Lynott called me up and says, ‘Come on down to my room, I got something I want to show you.’ I had dabbled with heroin in California before I came, so England to me was saving me. I didn’t know anyone who had it or was doing it, and I was really clean and felt great about life. I walked into Phil’s room and he pulls out this package. He opens it up and I see the brown powder, and he says, ‘You know what this is?’ And I went, ‘Yeah.’ ‘Have you ever done it before?’ ‘Yeah.’ You want do some now? ‘Yeah.’ And that was the start of the whole thing. Drug dealers started beating down the doors of the studios and we just let ’em in. That was the real sad downfall of Thin Lizzy when all that shit hit our doors. That was the worst mistake that band ever made.


Brian Downey (drums, Thin Lizzy): That whole period of heroin addiction was all a part of the downfall of the group. It certainly did not improve our look and really dragged the band down, and the guys with it. You go onstage wondering what the hell is going to happen tonight. Thing started happening onstage that never happened previously. It was hair-raising, to say the least. Sloppy stuff was happening, and the band had had a reputation for being impeccable live. All that was disappearing in front of my eyes and it was so sad to see. I had to try it, because the conversations that were going on in the band were all about drugs. I got really inquisitive, especially about heroin. I’d tried everything else, I think, and heroin I had never tried because I was so scared about it. I’d heard so much about it – jazz musicians dying of a heroin overdose, and people in the early days of the rock scene – so I was scared off. But then when Phil and Scott started talking about it, I said to myself, ‘I have to try this if everybody is saying it’s so great.’ And when I did I was so out of it. The buzz was great, but the next day was the worst hangover I’ve ever had in my life, and we had to play a gig. I tried to play as best I could, but I discovered my muscles had seized up. I was really struggling on that gig. I just couldn’t play. I had to say to the guys on stage: ‘Forget the drum solo on “Sha La La”,’ I couldn’t play that. We had three or four days off after, and it took three or four days to get over the hangover. Looking back, it’s the best thing that ever happened to me. I didn’t get hooked. I only tried it once and that was it. But it didn’t have that effect on Scott and Phil and they just continued on it until the end of the band.
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		14 ‘The daft bastards would be bound to set themselves on fire’



		15 ‘It could be pretty vile’



		16 ‘Sometimes it was a good education. Sometimes it was a bad one’



		17 ‘The shock was how good that record sounded. It was like nothing else around’



		Afterword



		Where are they now?
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