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Life’s but a walking shadow, a poor player
That struts and frets his hour upon the stage
And then is heard no more: it is a tale
Told by an idiot, full of sound and fury,
Signifying nothing.


William Shakespeare, Macbeth, Act V, sc. v


I don’t want to be neutral. I don’t want to be a saint. I
want to be a lost cause. I want to be corrupt and futile!


John Osborne, Look Back in Anger, Act III, sc. ii


Please don’t put your life in the hands
of a rock ’n’ roll band
Who’ll throw it all away


Noel Gallagher, ‘Don’t Look Back in Anger’




Introduction: Vanity Fair


The nineties was the decade when British culture reclaimed its position at the artistic centre of the world. Not since the Swinging Sixties had art, comedy, fashion, film, football, literature, music and politics interwoven into a blooming of national self-confidence. It was the era of lad culture, ladettes, Girl Power, hedonism, a time when the country united through a resurgence of patriotism and a celebration of all things British: Stella McCartney and Alexander McQueen in fashion; Gazza and David Beckham in football; Tracey Emin, Damien Hirst and the Young British Artists; at the cinema Four Weddings and a Funeral and Trainspotting. It was the time of Britpop, the Spice Girls, and even the three surviving Beatles recording together again. Loaded magazine was launched ‘for men who should know better’, and Chris Evans re-invented the Radio 1 Breakfast Show before launching TFI Friday, providing a hub for Cool Britannia revelry. The resurgence of artistic endeavour frequently led the national news, and the country’s thirst for celebrity gossip was whetted and duly served by a ravenous media. ‘Spin’ was the new buzz word, and as marketing and branding entered a golden age of influence, the country bathed in an innocence oblivious to the looming digital revolution of the new millennium.


If Cool Britannia was distilled to a single image, Tony Blair shaking hands with Noel Gallagher at a Downing Street reception party, in the wake of New Labour’s 1997 election victory, would undoubtedly satisfy popular mythology. On the surface, the triumphant Prime Minister ingratiating himself with one of the decade’s cultural icons, both basking in one another’s reflected glory, defined the spirit of the age. But as with all good stories, there are nuances, subtleties and contradictions to be told. Cool Britannia, as a concept, had a deeper and far greater ambition than pop stars and politicians sipping champagne together and sharing a joke in the eye of the media lens.


Exasperated by the Labour Party’s fourth successive general election defeat in 1992, key thinkers on the left began to re-assess the identity of the parliamentary party, and on a grander scale, the image of Britain on the world stage. The emergent story was of a nation cowering in the shadow of its former glories – empire, Shakespeare, royal dynasties – and in need of a contemporary narrative. Naturally, the Union Jack became a symbol of renewal, and, coupled with a desire to embrace post-war cultural achievement, a freshly named ‘New’ Labour embarked on a modernisation programme fit for the twenty-first century.


By coincidence, the Union Jack was simultaneously being adopted by a new wave of artists, noticeably across music and fashion. Kate Moss was photographed on a catwalk in a Galliano Union Jack jacket, The Face superimposed Damon Albarn of Blur against a backdrop of red, white and blue, and Geri Halliwell left little to the imagination performing at the BRITs in a self-styled national flag Gucci mini-dress complete with a CND logo on the reverse. The happy confluence of progressive political thinking and patriotic cultural expression led to one of the great ironies of the 1990s: Cool Britannia occurred under a Conservative government.


In 1996, as Newsweek declared, ‘London the coolest city on the planet,’ and Vanity Fair, ‘London Swings Again!’ Prime Minister John Major may well have judged the jubilant mood of the nation as a welcome fillip to the government’s flagging popularity. With the general public seemingly in a continuous state of heightened rapture, be it around Euro 96 and the possibility of England winning their first major football tournament in thirty years or the fifth of the population who applied for tickets to see Oasis at Knebworth, the Labour Party faced the possibility of the national mood lifting the stature of the Conservative Party and returning it to power for a record-breaking fifth successive term.


When interviewed for this book, both Alastair Campbell and Tony Blair expressed mild shock when reminded that Cool Britannia predated Labour’s return to power in May 1997. Popular apologue marries the boom with Blair. It is a misconception not entirely without foundation. Although Blair never spoke the words ‘Cool Britannia’, whether by default or deft chicanery, the leader of the Labour Party was indelibly linked with the branded phenomenon. The face of a new, young, dynamic leader chimed with the country’s aspirations for modernity after eighteen years of Conservative rule. Blair represented hope and optimism, and symbolised a kingpin who could lead the nation in an expanding international arena. Yet, despite Blair’s linguistic restraint, Alastair Campbell assimilated the vernacular of Cool Britannia, and with it aligned Labour’s presentation with the cultural zeitgeist. Intriguingly, behind the media limelight, an influential third man enters the sub-plot. As a strategist and speech writer, Peter Hyman was a key member of the Labour Party’s inner circle and an advocate for national identity renewal. His analysis of Cool Britannia leads to the profound judgement that had ‘the project’ been successful, Britain today would not be experiencing a crisis of identity in the wake of the electorate’s majority vote to leave the European Union at the 2016 referendum.


Don’t Look Back in Anger is intended as a sequel to my previous book Walls Come Tumbling Down: The Music and Politics of Rock Against Racism, 2 Tone and Red Wedge. It follows the transition of a youth movement unchained from the cage of right-wing dogma and suffocating political correctness, to the liberating playground of cultural individualism, albeit in the contradictory disguise of community. In many ways, the narrative arc of Don’t Look Back in Anger reflects my own journey through the nineties. I was comprehensively educated through the Thatcher years and caught between the appealing prospects of accumulating personal wealth and developing a social conscience through left-wing popular culture. Ultimately, music shinned a way forward and I spent my twenties infatuated by sixties music while fronting a four-piece guitar band in the slipstream of Britpop. I lived with a pop star – Simon Fowler of Ocean Colour Scene, and a contributor in this book – and, alongside our musical careers, we wantonly explored the mind-expanding adventures offered by alcohol, clubs and chemicals.


Birmingham in the nineties was a self-contained scene brimming with possibility and excitement, and connected to the rest of the country really only through the mediums of radio, television, and magazines. ‘Swinging’ London was of no more interest to most than the likelihood of winning a million on the newly launched National Lottery. But, with a girlfriend in the capital, I spent long weekends in London armed with an A–Z and a copy of Time Out in search of the promise of discovering ‘contemporary art’, seduced by the allure of Camden Town, or hoping to receive an invitation to mingle with the in-crowd at the filming of TFI Friday. London had about it a buzz where high and lowbrow culture intertwined and sat happily alongside the excitement of watching the all-conquering Manchester United on the newly launched Sky Sports, or sharing the joys in the explosive breakthrough of a new, unrepressed form of comedy – Fantasy Football League, The Fast Show, The Day Today – or embracing the decade-defining cinematic thrill of Trainspotting and the social conscience of a new Mike Leigh or Ken Loach film. But, tellingly, any ideological interest I may have had in politics, in this period, flatlined against the sobering demands of day-to-day living on social security and housing benefit.


I am aware that, for many, ‘Cool Britannia’ is a divisive phrase. Yet, for the purposes of this book, it provides a narrative arc that structures a story beyond an unrelenting discourse on the culture and politics of the nineties. You may imagine Cool Britannia as a wardrobe that enables clothes to hang, and while there is no inherent interest in the object itself, without it the items within would lay in a jumbled mess.


Don’t Look Back in Anger presents a twelve-year period overflowing with cultural and political drama. The book begins in 1990: within months of Germany’s reunification after the dismantling of the Berlin Wall; when Nelson Mandela was released after twenty-seven years in captivity; and when Margaret Thatcher resigned from office having been ‘betrayed’ by her own party members. The new Prime Minister, John Major, inherited a country divided between the forward march of capitalism and the struggling soul of socialism. It is this contested area and the debate around the impact of Thatcherism that propels many of the artistic achievements in the nineties. While not quite the counter-culture slogan of the 1960s’ ‘turn on, tune in, drop out’, a generation in the nineties went in search of hedonistic pleasure combined with a resolute determination to act in spite of adverse social and economic circumstances.


Part one of Don’t Look Back in Anger establishes a myriad of cultural initiatives and events that shaped the early part of the decade. A period that gave rise to a pulsating injection of creativity, from comedy and the first exhibitions of the Young British Artists to the publication of the debut novels of Nick Hornby and Irvine Welsh and the roots of what would become known as Britpop.


Part two of Don’t Look Back in Anger identifies how the era came to be labelled ‘Cool Britannia’, when the cross-fertilisation between the different arts radicalised the cultural landscape and led commentators to compare the energy of the period to Britain’s last significant creative upsurge in the sixties. It returns to the media headlines of hyperbole and sensationalism, and the days of excess, self-indulgence and proliferate drug use that swept the country. By 1995 the renaissance of British culture had thrust alternative ideas and artists into the mainstream. It was a pivotal moment, which saw the platform of mass popularity challenge the principles of many of the key protagonists’ formative ambitions.


The concluding part of Don’t Look Back in Anger contextualises years of lustful hedonism as a foretaste of the grief and emotional outpouring expressed towards Princess Diana when her life abruptly ended on 31 August 1997. As a catalyst to a nation mourning, events like Oasis at Knebworth and the tens of thousands of people who had been attending raves across the country since the late eighties demonstrated that the nineties was a decade of communal cultural worship. Although many of the millions who felt bereaved by Diana’s death would not identify themselves as part of Cool Britannia, the preceding mood of the time provides some understanding to the unprecedented fervent reaction to her passing. The nation grieved publicly, not behind closed doors, but on the streets of the capital in a most unfamiliar British form of exhibitionism. Just as people had gathered and caroused en masse throughout the decade in celebration, so the country collectively cried, as it had never done before, in loss.


Following Diana’s untimely death the tone of the nation shifted, and with it a wave of patriotic optimism faded. As the Cool Britannia veneer began to lose its appeal the stark reality of a nation divided by class differences and race was once again exposed. Social change throughout the nineties may have benefitted ‘the many’, but the sobering suggestion was that Cool Britannia served only ‘the few’. Britain was like a vast balloon being pumped and stretched to its limit, the nation intoxicated by an air of success. But with egos over-inflated and an exultant national mood distended, the Cool Britannia edifice burst and came crashing down.


The end piece of Don’t Look Back in Anger is defined by the events of 9/11. The shocking atrocity in 2001, which claimed the lives of 2,996 people, marked a new world order. The fall-out from 9/11, and indeed from the Cool Britannia period, is perhaps still to settle. We live in a world where negativity and hatred swamp feelings of positive patriotism. We have the means to communicate in a global conversation, as never before, and yet we seem to be, as a human race, never more isolated and bitter. Britain in the nineties was a home for celebration and the just reward of cultural endeavour – flawed as Cool Britannia may be, they are two qualities to applaud and honour.
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A CRUEL CON TRICK


Cool Britannia


CHARLIE PARSONS Philip Larkin said the beginning of sexual intercourse in 1963 came ‘between the end of the Chatterley ban and the Beatles’ first LP’. Cool Britannia came between the coming of Tony Blair and the death of Princess Diana, 1994 to 1997. It was as short as that.


MATTHEW WRIGHT You had Take That at one end of the decade and the Spice Girls at the other, and in between was the cool bit.


CHARLIE PARSONS If you rewind it, Britain had been looking for its national identity. In the seventies we were ‘the sick man of Europe’:1 three-day weeks and rubbish piling up in the streets. In the eighties austerity, cutbacks, civil unrest and a depressed youth movement defined us. Then, suddenly, there was this burst of light and the mood changed.


SHERYL GARRATT There was a new confidence as part of a cool resurgence in popular culture. It felt like Britain was back. There was a real confidence in music with Blur and Oasis and artists like Damien Hirst and Tracey Emin. London Fashion Week revived – Tony Baratta, Hussein Chalayan and Alexander McQueen, a working-class cabby’s son doing really interesting, creative work on his own terms – novelists like Irvine Welsh and Nick Hornby. And this whole new generation of young British actors: Johnny Lee Miller, Sadie Frost, Ewan McGregor.


WILL MACDONALD It was this mass cultural collision of New Labour and Britpop and Brit Art and laddism and football. It felt like a happy accident but it all came together and was connected.


TIM SOUTHWELL Cool Britannia was like a colliding of different cultures all mashing into one. There were a lot of cool and innovative things going on. Music was much more exciting and powerful. You had a lot of genuine characters coming through. It was a big back-slapping exercise for anybody who was around, whether it was particularly cool or not, I don’t know. What was certainly true was that a lot of people were getting things out there. Whatever had been going on in the previous couple of years that created the climate for something as outrageous as to be called Cool Britannia …


TOBY YOUNG What was Cool Britannia? It was a new generation of chefs and tailors, fashion designers, great bands, filmmakers, novelists, artists. What turned it into a phenomenon is that they were expressing something authentically British. It wasn’t a pale imitation of what was happening in New York or Berlin or Paris. It felt like it was spontaneously coming out of England.


MEERA SYAL It felt like Britain, and particularly London, was the centre of a cool and cultural revival, and that everybody’s eyes were turned towards what was happening in culture, politics and art. You had a flourishing of lots of different types of voices being encouraged and accepted. It was a generation coming of age.


GURINDER CHADHA You felt that style and culture and multiculturalism were very much part of a wider Britishness than I had ever seen done before. Steve McQueen was making huge strides in the art world. Anish Kapoor and Chris Ofili both win the Turner Prize. Britain felt like it was inclusive.


RIC BLAXILL There were a lot of young people: Tony Blair was a young leader; the guys in Oasis; the core of the England football team at Euro 96; the Young British Artists. There were so many different elements coming out: free thinking; proud to be British; a little bit of ‘anyone can do it’. There just seemed to be a groundswell of really creative, imaginative people all hitting the scene at the same time.


SONYA MADAN It wasn’t just music. That’s what made it exciting. It was a honing of awareness of what it was to be British at a particular time in history. It didn’t matter what form of creativity you took. It was more of an aesthetic, an attitude, that hadn’t been prominent since punk; all these different avenues – music, fashion, novelists, comedy, television, even journalism – congregating in this wonderful state of attitude.


LORENZO AGIUS We had the best bands, the best artists, the best fashion designers, and Tony Blair was the new bright hope. But we didn’t feel like, ‘Hey, we’re in a cool time. We’re in the sixties again.’


MICHAEL CRAIG-MARTIN When I came to England in 1966, although it was still in the midst of Swinging London, the most striking thing was how ill at ease the country was in the twentieth century. Modernity was seen as dubious – in the nineties that changed. How did London become the most important city in the world? It became at ease in the modern world. The British reconnected with their own time and became a truly modern place. London became this amazing powerhouse; the envy of everyone. And culture played the key role.


JOHN NEWBIGIN The phrase ‘Cool Britannia’ was popping up in various places: Cosmo Landesman used it in the Sunday Times, and then the Guardian in 1992, ‘cool Britannia rules all the new waves’; it was the name of a Ben & Jerry’s vanilla with strawberries and fudge covered-shortbread ice cream in 1995. And Virginia Bottomley used the phrase in Parliament in 1996.


VIRGINIA BOTTOMLEY The phrase ‘Cool Britannia’ goes back to 1967 and the Bonzo Dog Doo-Dah Band: ‘Britannia you are cool/Britons ever ever ever shall be hip.’


STEVE LAMACQ The whole wave of optimism, of new ways of thinking, new voices, came together in the nineties because there was a general feeling of ‘out with the old and in with the new’, whether it was politics, pop music, the stuffiness of the art world or who was happening in fashion. If Cool Britannia was about anything it was based on offering an element of optimism in that change. It’s unlike the British to celebrate themselves. This was a rare occurrence, and a little bit of ‘invincible’ that everyone could stand-up, without fear of being shot down, and say, ‘You know what? We’re doing all right. Things are turning round for the better.’


ALAN EDWARDS Often periods of time are fractured, when there’s not much correlation between various things, and then every now and again it all meets in the middle. It did in the sixties and it did in the nineties. Suddenly you had David Beckham and Tony Blair and Oasis, and somehow all the dots magically joined. It wasn’t orchestrated but I think the media encouraged it.


NOEL GALLAGHER Cool Britannia was just a label; a journalist in an office. Somebody came up with the word ‘Britpop’ so someone else came up with ‘Cool Britannia’. As an overall thing it was people of the same generation, Thatcher’s children,2 not Thatcherites, but people who were on the dole in the eighties and got off their arses and did something for themselves. In a broader sense, we all just happened to be British, and then somebody put a tag on it and it became global. Damien Hirst is a global artist. Kate Moss is a global face. Prince Naseem Hamed was fucking world featherweight champion. Sadly, fucking Man United were fucking world champions.


GURINDER CHADHA Young people were saying, ‘Okay, now we’re in control and we’re going to express ourselves in this way.’ But it wasn’t a far-reaching political movement. I don’t think, for example, it was nearly as important as Rock Against Racism, which was a proper political movement that changed people’s lives.


TRACEY EMIN Cool Britannia was a media-marketing tool to raise Britain out of the doldrums of the eighties. New Labour was the spearhead, and Tony Blair understanding that talent and creativity was taking Britain out of those really harsh times. It was also to redefine the Union Jack, and to take it back from the far right, to unite Britain.


DAMON ALBARN It didn’t really became Cool Britannia until the ’97 election, with an unpleasant odour of nationalism associated with it. It was very much a construct of New Labour – before that it was much more of an underground movement – and then it was, Who are those complicit in that coup d’état?


GREGOR MUIR Cool Britannia gained increasing political coinage throughout the nineties. It became an irritating catch-all; a branding exercise that had no relevance to the artistic practice of the time. It’s an embarrassing reality that some people come along and feel the need to encapsulate a time for convenient political messaging.


JOHNNY HOPKINS Cool Britannia was a cruel con trick: a crass marketing slogan, but one that caught a lot of people’s imagination. Everyone got dragged into it and was deluded on a mass scale. ‘This is England, on top of the world. Isn’t it great? Aren’t we successful?’ And in our little bubble, yes it was. Everyone was making loads of money and having a good time. But that wasn’t the lived experience of the majority of people in the country.


JARVIS COCKER It wasn’t Cool Britannia, it was Cold Britannia. The whole idea makes my blood run cold. It was an attempt by the establishment to co-opt this movement and divert it to their ends and, in some ways, try to take credit for, or certainly dilute it.


IRVINE WELSH Cool Britannia came from a genuine cultural place, which was then exploited; the ideas from the sixties re-manifested in the nineties. Everything was revived: there was a mod revival, a Beatles revival, a guitar-band revival; it was all packaged to be sold to the global market. It was like a requiem for British culture. It wasn’t a celebration. It was about people fucking hating their jobs or not having jobs, and saying, ‘This job’s shit, let’s form a band instead,’ or, ‘Let’s go to the boxing club and fight our way out of it,’ or ‘Let’s mob up and fucking get a diversion.’ Youth culture is always generated from the ground up. When it doesn’t it becomes a media construct; that’s what Cool Britannia was.


ALAN McGEE It was just a fucking moment. Nobody knew it was Cool Britannia when it was fucking happening because everyone was just doing it. It was just one little thing within a decade. It’s kind of like saying the Football League is defined by Bradford City or that Herman’s Hermits defined the sixties.


DAVID KAMP As much as people want to think that this all happened because the media were in cahoots, and said, ‘Britain’s being too drab, we need to make it cool again,’ it didn’t happen that way. It was a confluence of many things. Danny Boyle making Trainspotting wasn’t consulting with Damon Albarn and Tracey Emin, and saying, ‘You’re doing something cool that’s part of a youth quake and I am too, let’s pool our resources and work together.’ It all happened the same way things happened in the mid-sixties: there was an environment conducive to these things happening at once. And the media were there to capitalise and observe it. It was an authentic phenomenon.


SIMON FOWLER It was also known as Great Britain plc. It was good for business. The complexities are a lot deeper, much more sinewy. It was a new Prime Minister and new bands who sounded just like the old bands from the sixties and all things coming together at the same time for disparate reasons.


MICHAEL CRAIG-MARTIN Cool Britannia was a political way of exploiting what happened. It’s what politicians always do. They don’t really give a shit about it, but if it can be useful to their own ends they associate with it.


JOHN NEWBIGIN It has become conventional wisdom that it was a New Labour cynical ploy, that there was a recognition that all of this stuff was going on and government had some role in assisting it, which seems very unfair.


JOHN MAJOR Cool Britannia was never about politics. The politicians may have been a backcloth – but no more than that. Cool Britannia was the result of the individual aspirations of people. I was very proud the UK was seen as ‘cool’ and reflected the growing diversity in our country; of social reform and changing attitudes to immigration, to gay marriage, to tolerance. And it was the impact of sport and the arts in all its forms. Cool Britannia grew out of seeds that were always there.


ALASTAIR CAMPBELL Cool Britannia was a headline that stuck because people felt there was something going on: the change of government and Tony’s persona and the sense of New Labour. It was like, ‘Britain is cool again.’ The whole thing about renewal felt like it meant something, but it actually became a negative for us once we moved into a different phase, where the media were much more aggressive, where people were much less willing to give us the benefit of the doubt. They liked to project the idea that we had invented this thing called ‘Cool Britannia’. It was a way of saying, ‘You’re not cool anymore.’


TONY BLAIR Bizarrely, I more heard about Cool Britannia than instituted it or directed it. I understood it had two aspects to it: one which is quite particular around how the country was marketing itself and what the different bits of government were saying about the country; then the other part of it was more to do with the general spirit of the times. I was never quite sure of what I thought of it as a concept. In some respects, it represented the zeitgeist of the time, but it was always something that was never going to be created by government. It either had to be felt by people or not.


WAHEED ALLI It was impossible to stop a movement that was so progressive about change. It had been bottled up for so long that when it exploded you couldn’t write it off. The only way that those on the right could look at it was to say, ‘It’s temporary, it’s cool.’ ‘Cool’ always disappears. They built it so they could destroy it. I don’t think they succeeded. Change became something that bound you and you could talk about. How could Chris Smith, the Secretary of State for Culture, be having a conversation with Noel Gallagher? How is that possible? They both were experiencing change. That ability to experience change and to have a common experience typified the period.


TOBY YOUNG There’s a conceptual problem, maybe even an ontological problem, with defining Cool Britannia. That is, how can you demonstrate that something of historical significance is happening in a particular cultural sphere; that London in 1996 is similar to London in 1966? You realise you’re trying to make this argument by appealing to metaphysical categories – the zeitgeist, the Volksgeist – which are quite impossible to track or prove the existence of or analyse in any serious detail. It’s almost as if people want to believe that there is something supernatural about these cultural episodes and that they are not themselves creating it, or in any way, by documenting it, adding to its reality. They have to be persuaded that it is real in order to justify writing about it.


TONY BLAIR The whole period marked a decisive turning point in social and cultural attitudes, the country’s attitude to itself, and the whole sense around all of that. And what’s interesting is to say, What was it that made people feel like that, and is it something that is purely related to a time in history or is it something that can be generated by a confluence of events and people and circumstance?


1  Although the phrase was first used in the mid-nineteenth century to describe the Ottoman Empire, ‘the sick man of Europe’ was used by foreign journalists to describe Britain’s underperforming economy.


2  People who were born or grew up during the period Margaret Thatcher served as Prime Minister, 1979–90.




PART ONE


REMAKING THE
CULTURAL EMPIRE




BACK TO BASICS


Thatcherism. 1992 election.
John Major


TOBY YOUNG Before Margaret Thatcher came to power in 1979, Britain was thought of as ‘the sick man of Europe’, and certainly Britain’s ruling class were suffering from a bout of defeatism. It very much felt as though we’d lost an empire and there was a post-colonial hangover, which had descended like a funk over Westminster. Thatcher completely dispelled that funk and gave Britain a renewed sense of purpose and national identity. Maybe that took a while before it expressed itself culturally.


VIRGINIA BOTTOMLEY Mrs Thatcher restored pride in Britain. There we were in the seventies: profit is a dirty word; massive number of strikes. She wouldn’t take no for an answer. She was patriotic and, having come from Grantham, she wasn’t part of a London elite in any way.


IRVINE WELSH Margaret Thatcher was a lower-middle-class bigot who hated working-class plebs who came into her dad’s greengrocer’s store in Grantham. It was a visceral dislike. She wanted to empower the elites and the wealthy and be one of them. She was an arsehole.


ALAN McGEE She was anti the working class, anti the miners, anti the trade unions. I was white, working class and Scottish. She fucking hated people like me; the establishment hated people like me. I was a success despite Margaret Thatcher.


JEREMY DELLER You cannot imagine how awful it had been to be under Thatcher’s boot. The Conservatives were very negative and punitive. It was about punishing you for doing this or that. They took their power for granted. You had nothing in common with those people.


CHARLIE PARSONS The generation running the country were basically people who had fought in the war; a country run by grey old men.


NOEL GALLAGHER There wasn’t a great deal on the TV and reality television hadn’t been invented, so you knew who politicians were but you could never really relate to them. The Labour Party all seemed like pipe-smoking communists.


SHERYL GARRATT There was this sense of being downtrodden. There was always someone else to blame: it was the miners, it was the unions, it was immigrants.


MEERA SYAL There was a great sense of dismantling, of being very suppressed and blocked. What made it worse is that people went, ‘It’s a woman Prime Minister. That’s a good thing, isn’t it?’


TRACEY EMIN How did I get here today? The Enterprise Allowance: thank you, Margaret Thatcher. It was fucking brilliant. You set up your own business and got a guaranteed income for a year. You only got about four quid a week more, but you didn’t have the humiliation of signing on and you were able to work. It was a question of whether it was worth working. Life on the Enterprise Allowance was so much better than life on the dole. The majority of us were really grateful for every little bit we were given from the government.


FIONA CARTLEDGE The whole era was changing. People were buying their council flats and starting businesses. I went on a ‘start your own business’ course funded by the government. Not everything Thatcher did was bad.


JOHN MAJOR Geoffrey Howe was the architect of the Enterprise Allowance when he was Chancellor. It was for individuals, in order to encourage self-employment and to give people the opportunity – if they had the ability and the determination – to try to do something on their own. Success is economically good for our country: Ian McKellen’s skill as an actor or Tracey Emin’s as an artist, and so on. It’s not only the great captains of industry or the politicians, or the big companies that build our national success. It’s also the aggregate importance of individual effort that adds to the diversity, the culture of our country, and thus our national economic well-being.


ALAN McGEE I was on the Enterprise Allowance. I was twenty-two and I borrowed £1,000 off the NatWest Bank to meet the government requirement and prove I had backing, and then they gave me my £40 a week. I had a successful club night and out of that Creation Records was formed.


IRVINE WELSH One of the biggest humiliations for me, coming from the left and a socialistic tradition, was realising that rather than being one of the ones who would go down, I was one of the cunts who would thrive under Thatcherism.


TRACEY EMIN A lot of people really liked Thatcher, otherwise she wouldn’t have stayed in power for so long. It was a really difficult time, but whatever Margaret Thatcher was or wasn’t, she obviously did some things right. But being an artist means, actually, you’re not that qualified for many things. So you have to do a menial job. There were no jobs. It wasn’t ‘I don’t really fancy going for that job’ or ‘I think I deserve something better.’ I’m talking as a human being trying to get any fucking job that I was reasonably qualified for; every waitress job, a million people would go for it. All of those jobs were taken. Lots of the main industries were closing down, factories closed down, shipyards closed down, pit mines. Technology was taking over. Suddenly you had hundreds of thousands of people unemployed. It was a very depressing time.


IRVINE WELSH Noel Gallagher said that the dole was basically a training ground for musicians. It was true. I started to make my rudimentary steps towards being a writer by writing songs, which came from sitting around on the dole with guys who were like-minded. I was unemployed for a long time when Thatcher came to power. You were in a country that based its whole economic prosperity on its house prices and capital. It was a one-trick pony. The whole social and economic infrastructure suffered. If you’ve not got money in your pocket you’ve got no choice whatsoever.


CHRIS SMITH Thatcherism did huge damage to the industrial and economic welfare of many communities by decimating whole areas of the country and huge parts of the population. I hated a huge amount of what Margaret Thatcher stood for and what she did. But she made the political weather. She made a fundamental change in the political psyche of the nation, and she was a commanding figure because of that.


VIRGINIA BOTTOMLEY I think she should have stepped down after ten years. She became inflexible. All bosses do. When people have been there too long they start to believe their own propaganda. The arteries harden and they lose their flexibility and innovation. I was at the House of Commons the day she resigned. I obviously supported her as a minister in her government, but in my heart I felt her time was over. People who knew her knew she’d run out of road. I so wish she could have gone with dignity.


JOHN MAJOR I wasn’t around Westminster during her resignation. Many months before events began to unfold, I had booked into hospital for wisdom-tooth treatment.


TOBY YOUNG I was sympathetic to Margaret Thatcher. She had done great things for the country. It was pretty ruthless and disloyal of the Conservative Party to unceremoniously dump her after all she had achieved. I didn’t like to see her being defenestrated in that way, and as a consequence I didn’t have a very high opinion of John Major.


SHERYL GARRATT It’s hard to describe how grey Britain felt. Thatcher had gone and then you had John Major. Do you remember his grey Spitting Image puppet with his grey wife eating their grey peas? It felt like nothing was ever going to change.


STEVE COOGAN I was at Zoe Ball’s house with John Thomson on the night of the 1992 general election, and we all thought that Labour was going to win it. The results started coming in and very soon the party fizzled out. The reality of a fourth Conservative term in office was so profoundly depressing.


JOHN MAJOR We received half-a-million more votes than any other party in history. It was extraordinary. It should have given us a majority of seventy or eighty, which would have changed the history of the 1992–97 Parliament. Instead, it gave us a measly majority of twenty-one, of whom thirty were unsound on every issue.


VIRGINIA BOTTOMLEY The ’92 election was wonderful, wasn’t it? Thrilling. By then I was very loyal to John Major; liked him, admired him, a really decent, clever, wonderful man. Because he hadn’t been to university, people underestimated the level of his intellect. He had a real feel for people who don’t come from elites.


OLIVER PEYTON People didn’t see John Major as a bad person. He was a legacy Prime Minister. He won an election, but he was a bridge out of the old-fashioned Conservative Party.


STEVE COOGAN Major was clearly a compromised candidate, and as so often happens, the least worse option ends up with the job; one I guess he wasn’t really expecting to get. But I didn’t find personally anything objectionable about him. I didn’t have the contempt for him for having destroyed the fabric of Britain where people have a sense of fair play, decency and the better side of our nature.


JOHN MAJOR In my 1993 conference speech I introduced the concept of Back to Basics: ‘Do you know, the truth is, much as things have changed on the surface, underneath we’re still the same people. The old values – neighbourliness, decency, courtesy – they’re still alive, they’re still the best of Britain. They haven’t changed, and yet somehow people feel embarrassed by them . . . we shouldn’t be. It is time to return to those old core values, time to get back to basics, to self-discipline and respect for the law, to consideration for others, to accepting a responsibility for yourself and your family, and not shuffling off on other people and the state.’


SHERYL GARRATT In retrospect, John Major seemed a fairly decent man. But his sense of decency felt planted in the 1950s: that kind of Back to Basics morality that he was trying to peddle. It was like, ‘Really?’ It was like the sixties never happened.


MEERA SYAL John Major: go figure.




THE SECOND SUMMER OF LOVE


Ecstasy. Rave


FIONA CARTLEDGE If you want to understand the spirit of the nineties you have to go back to the late-eighties financial crash. So many scenes are driven by economics. Interest rates went up and suddenly loads of people were losing their jobs and houses. People were losing everything. ‘My company’s just shut down … my company’s just gone bankrupt.’ People would go to an acid-house club, and think, I could do a club. It was like punk: the whole three-chord thing and form a band. Insurance clerks suddenly became DJs. It was like, ‘I’ve got nothing to lose.’ I know someone who had a mortgage and posted back the keys to their house. They were like, ‘I can’t do this anymore. I want to live in the acid-house world. I want to go out every night.’ The Thatcherite dream was breaking down and you were meeting all these different people, and that really affected how you thought about things.


CHARLIE PARSONS Rave and Ecstasy and the Second Summer of Love all fed into the cultural change. We didn’t have any relationship with our parents’ generation; we saw things in sunshine rather than in gloom, and felt positive about ourselves and wanted more fun.


FIONA CARTLEDGE How did acid house influence creative culture? The number one thing: it broke down barriers between people.


BRETT ANDERSON Suddenly you had all these people in clubs hugging each other. There was a real movement, a real sense that those tribes of people and their pursuit of unruly good times – it was exciting. It had the same note of rebellion that great pop movements have had in the past, like fifties rock ’n’ roll and punk, where they’re genuinely standing up to the establishment. Ecstasy culture lay the foundations for what the nineties became.


OLIVER PEYTON The demise of terrace violence in football coincides with an increase in young kids going to raves and discovering Ecstasy and hugging each other instead of beating the shit out of each other.


JEREMY DELLER It was the first mass mobilisation of people since the miners’ strike, in terms of people doing something themselves. But instead of being a picket line, it was a party. Also, getting to a party was quite complicated, like it was for pickets travelling across Britain trying to find a way into a county and avoid the police. You had to find out where things were happening because no one really had mobile phones. It was word of mouth. The locations were kept secret. You’d get there and the police were waiting for you.


FIONA CARTLEDGE It was cat and mouse. Raves were being shut down all the time. The police would snatch the sound systems, but the promoters would have a replacement system hidden. They were outwitting the police with army manoeuvres.


JARVIS COCKER I always preferred the cloak and dagger parties that were out in weird places. Getting there was half the excitement. And the fact it wasn’t totally legal and people making their own entertainment, which was an important part of it. They used to run buses from Soho Square to the raves. We got on this coach and started driving, and we noticed everybody started getting more friendly towards the end of the journey. Obviously some people had dropped their Es to get in the zone before they got there. We got in the queue and then took our tablets; it was one of those moments when it all synced in right and we were peaking just as we got in. Then you’re in this big aircraft hangar and there’s a big wheel. ‘What the fuck!’ It was like adult Disneyland.


JEREMY DELLER Raves were like people’s ideal version of the world, everyone getting on with each other and enjoying themselves. You can’t underestimate the stress of living under Conservative rule – it was eight, nine, ten years into rule by a single party, by one person. It was a virtual dictatorship and incredibly dispiriting, and seeing people on TV every day who you shared no values with whatsoever saying horrible things about people. A lot of those young people had seen their parents lose their jobs, factories closing down, the mines closing down. So this event, this mobilisation, this music just seemed absolutely like an explosive, orgasmic release after years of tension and unpleasantness.


JARVIS COCKER It was the thrill of the chase. You’d have to meet somebody at a service station and he’d give you the next stage of the journey. I used to do some part-time work in the sorting office off Oxford Street when I was at college, and I’d talk to guys there who went on the raves. One was going, ‘You know what, I’d sell my best mate to get there.’ People would get so excited that they’d fuck off all their friends just to find this place, yet, when you got there, there was this mass friendliness. I always thought, Well, even if it is chemically induced, if you had such a great time when you’re open and there aren’t any barriers then surely that’s got to percolate into everyday life? That you’re going to realise it would be better to live life like that, maybe just cut down on the E use.


ALAN McGEE The drug culture connected up a lot of people from a lot of different backgrounds. That was the most amazing thing about it. The whole musical landscape became muddied. I was on Granada Tonight and Tony Wilson1 asked me, ‘Why’ve you moved to Manchester, Alan?’ I said, ‘A better class of drugs, Tony.’ E made me feel complete. It opened me up in a great way. The upside was that it made you feel part of something. The downside was that it fucked people up on a long-term basis.


JEREMY DELLER It was rough and ready and grassroots. People were, in a way, putting two fingers up because it was on the fringes of legality. It’s those words around it, ‘community’ and ‘rebellion’, it gave it a political edge. It showed people there was a different way to enjoying yourself that was less controlled and corporate. Where they have someone playing really great loud music on a big sound system and you are dancing to it, and it just carries on and on and you’re getting into this trance-like state. The spirit and atmosphere was one of freedom and not caring.


SHERYL GARRATT The feeling of being in a field, everybody dancing with each other, lasers going into the sky, and then the sun comes up and the DJ drops some tune that you all love, and everyone goes, ‘WHOOSH!’ We all had those feelings, and then we went back to our day jobs wanting to replicate those experiences.


IRVINE WELSH After punk rock there was the horrible void of commercial pop music and Thatcherism, and everybody got so bored of chasing money and trying to get by and staying in. Then acid house exploded, and everyone was going out again and having fun and going into fields and setting up club nights. It was the most energising scene. Even though in the nineties a lot of people really suffered economically, compared to the eighties it was seen as a golden decade. In Ecstasy, the character Heather says, ‘It was like we were all together in our own world, a world far away from fear and hate.’


FIONA CARTLEDGE What had the eighties been like? It was small elite clubs where scenesters dressed up to the nines in very expensive black designer clothing. It was Yohji Yamamoto, Jean Paul Gaultier, Azzedine Alaïa, Vivienne Westwood, Comme des Garçons. It was going to Browns or Jones and spending £800 on a jacket; from a fashion point of view incredible, but not dance clothes. Everyone would be eyeing everyone up and trying to network, and as soon as someone more important came in they’d be looking over their shoulder. To be part of the inner circles you had to be super trendy or super good-looking or a model. Acid house came along and broke all that down. Suddenly the hippest thing you could wear was a £20 baggy T-shirt. It was a fantastic release.


FRAN CUTLER You dressed down. It was anti-fashion. It was Kickers, dungarees and a fucking awful T-shirt.


FIONA CARTLEDGE I first went to Shoom2 wearing tight jeans, a Jean Paul Gaultier cropped leather jacket and a cowboy hat. Everything just stuck to me. It was awful. The next time I went I wore baggy trousers and a baggy T-shirt. That was the only way you could survive until five in the morning in a club as hot as that. The atmosphere was like no other club. It was transformational. When you walked in you couldn’t see the tips of your fingers, there was so much dry ice. You didn’t know who was who. And the music was so loud. You were just plunged into this incredible dance experience and you’d lose yourself. And with the dancing the barriers came down. People just made friends with the person dancing next to them. Rave was quite Labourite in a lot of ways: black and white and gay and straight mixing. It was democratic.


NOEL GALLAGHER I was at the Haçienda from its early days and at all the big raves over the northwest, before they were called raves. It was like nothing else I’ve experienced. In some ways it was better than fucking being in Oasis. It gives me shivers when I think about it. That’s all wrapped up in being young and not being famous and just being carefree and high on Ecstasy and dancing in a field at fucking two in the afternoon.


SIMON FOWLER The first time I took E was in a recording studio. It was fucking amazing; exactly what you think drugs are like as a kid. Incredible euphoria. The second time was at a club and I thought I was going to die. I had to be taken home and I never touched it again.


JARVIS COCKER What blew my mind when I first went to a rave was the inclusivity of it. I’d always been looking for that. I’d been going to nightclubs in Sheffield since the age of sixteen or seventeen, two or three times a week. It was my main social activity. But going to raves was the first time that it really felt like how you’d maybe imagined it when you were a little kid. How great it would be to dance all night and make friends with all these people.


FIONA CARTLEDGE The famous story is three DJs – Danny Rampling, Paul Oakenfold and Nicky Holloway – all went to Ibiza, heard Alfredo DJ at the open-air club Amnesia, playing pop and rock and reggae and film scores mixed in with house, techno and acid, with people dancing wildly, and decided to recreate it. And, of course, being Britain, it didn’t quite translate like it did in Ibiza, so it went into little pokey clubs in south London.


SHERYL GARRATT When you talk to people about their first clubbing or Ecstasy experience, they would say it felt like all the walls were coming down. All the barriers had gone. It was total abandon. People were going ape. Arms up in the air, hugs, sweaty, no one bothering how they looked. You’d see some girl come in with an immaculate trouser suit, and then you’d catch sight of her two hours later on the dance floor wearing somebody else’s underpants. It was almost like talking to people who are born again. The thing you felt more than anything is that everybody welcomed each other. There was none of that, ‘Are you staring at my girlfriend?’


IRVINE WELSH When Ecstasy came into working-class communities it changed a lot of the narratives. Beforehand, men and women didn’t really mix. It was like sexual apartheid. When I grew up the girls would be in the lounge bar and the guys would be in the public bar. You’d meet in the disco. You’d sit with your mates drinking. And the girls would be with their mates dancing round handbags. The last dance, everybody would pile on. When I started taking Ecstasy, all these women I’d known for ages but not known at all because they were just the girlfriends or the wife of your mates, I suddenly realised that they were much more fucking interesting than their partners. I got a proper relationship with women for the first time. Everything was breaking down.


FIONA CARTLEDGE When you create a scene you’re creating a different way of seeing, a different way of being. In Britain there are a lot of social barriers generally, and clubs break that down. It was a cross-pollination of people from the creative world to ordinary people who look good or know how to dress well. It’s a very democratic way of meeting people when they’re young and still open and they’ve got loads of time to hang out.


BRETT ANDERSON Didn’t the government bring in a law about banning people gathering in the same space? When these things are taken to the extreme, where the government feel as though they need to impose legislation to deal with youth culture, you know that they’re worried.


IRVINE WELSH The Criminal Justice Bill legislated against music that was ‘characterised by the emission of a succession of repetitive beats’. The struggle wasn’t between the left and right tradition. It was about people and freedom. It was authoritarian versus freedom and the increasing repressiveness of the state.


JOHN MAJOR What was the thinking behind the Criminal Justice Bill? I haven’t the faintest idea. You would have to ask the then Home Secretary, Michael Howard. There is a belief that every aspect of government is overseen in detail by the Prime Minister. This is not true. So, I’m sorry, I simply don’t know.


IRVINE WELSH I’ve always believed the best revenge against the government is living well. People had a duty to go clubbing. If you’re enjoying yourself and you’re getting the most out of life, it doesn’t matter what your economic circumstances are. As long as you’re having fun and you’re having a good time, it’s offensive to people who have power.


FIONA CARTLEDGE Acid house started to peter out when the government introduced the Criminal Justice Bill. Clubs had to go indoors again and the atmosphere changed. It’s how everything starts: a few people who’ve got a certain mindset, getting together and producing stuff, then it gets bigger and bigger, and then it becomes numbers and filling stadiums. The agents moved in: ‘You’re getting £400. The next gig I’ll get you £1,500.’ The underground became corporatised.


SHERYL GARRATT There was a weird contradiction in the rave era, where you had people like Paul Staines, who was an extreme right-wing libertarian, involved with Tony Colston-Hayter. They were natural Conservatives doing these big raves and then being legislated against. Tony ended up chaining himself to Jonathan Ross on live TV, ‘a protest on behalf of the Freedom to Party campaign’. They were fighting for the right to make money. It wasn’t all coming from a left-wing place. It was quite funny watching these entrepreneurial people making a fortune and then seeing the Conservative government against them.


FIONA CARTLEDGE The money end of rave was quite Thatcherite. It was about starting your own business and being entrepreneurial. A lot of the DJs came from estates where their parents had been able to buy their council houses.


SHERYL GARRATT If you look at the culture of one-nighter clubs and warehouse parties that sprung up in London around that time, they were not things Thatcher would have approved of in any way, shape or form, but they were people finding ways of making a living from the stuff they loved. The acid-house boom gave people the inspiration, the permission, the contacts to suddenly set up in business themselves: setting up little records shops, clothes shops, launching fanzines, doing market stalls, club nights, making T-shirts or booking coaches to take people to the raves. There was a huge upsurge of enterprise. And a lot of it funded by selling pills at clubs; that’s how a lot of people got the seed capital.


MATTHEW WRIGHT I went to a few of the big rave gatherings and they were horrible – just take your money. If rave was about love, there wasn’t much left. We’d moved from chasing around in cars from the fuzz, to small little dos, and then the bigger rip-off dos. The last big rave I went to was at Kilburn Bus Garage, New Year’s Eve, about ’92. At three o’clock in the morning the drugs had worn off, and I was stone-cold sober and surrounded by gibbering, gurning idiots. I just thought, I don’t want to do this anymore. I want to hear some guitars. Enter Britpop!


1  Co-founder of Factory Records.


2  On 5 December 1987, Danny Rampling launched Shoom in the basement of a fitness centre in Southwark. It has since come to be recognised as the birthplace of British rave.




LONDON BABES


Fashion. Sign of the Times.
Kate Moss. Stylists


SHERYL GARRATT To me, the nineties started in 1988. It was the end of the era of the Wag Club1 and sucking lemons and looking cool. It was replaced by looking sweaty and boys growing their hair long. There was a huge aesthetic shift, which was partly inspired by rave. The Face had done its hundredth issue and Nick Logan had thought about closing the magazine down. I fought really hard. I was like, ‘No, something’s starting here and we should be doing it.’ We needed a new aesthetic. We needed to shift to something that was more reflective of dancing all night in fields in dungarees.


FIONA CARTLEDGE The British fashion industry wasn’t taken seriously at all at the beginning of the nineties. London Fashion Week was tiny. It had been hit by the recession. It was down to the core designers – Paul Smith, Vivienne Westwood, Margaret Howell – and run by a very old-fashioned elite. As a protest, we stormed it. We called it Fashion Terrorism and we had plastic guns. It was fantastic.


JEREMY DELLER We turned up at the Natural History Museum in a double-decker bus painted like a zebra with a leopard-print interior, and we were running around doing all these stunts.


FIONA CARTLEDGE We got all these models dressed up in our clothes and we did a fashion show in the street. I was playing the Chemical Brothers on a cassette recorder really loud. It was absolute chaos, and then Naomi Campbell arrived in a chauffeur-driven car and one of my staff jumped on the vehicle pointing a gun, going, ‘Arghhh!’ She freaked out and drove off. We were sent a bill for £300 for damaging the car.


JO LEVIN The industry was in a bubble and very insular: they mixed with each other, talked to each other, looked at each other’s work. They didn’t think outside the box. It’s the same with politicians; if you’re just looking at each other …


FIONA CARTLEDGE In December 1993, Isabella Blow and Steven Meisel did a big shoot for Vogue, which became known as the London Babes shoot, with Plum Sykes and Stella Tennant and one of Alexander McQueen’s first dresses. Up to that point, Vogue was aimed at middle-aged rich woman and only hired things from big names, big houses. Isabella wanted to show how fashion was changing; she liked the juxtaposition of aristocratic women wearing £40 dresses. It was quite punk in a way. She was the first person to take the street into Vogue. I went to the bank to ask for a loan and I showed the manager the shoot. He said, ‘So you’ve got clothes in Vogue, Miss Cartledge. So what?’ This is before the money came into fashion – it was still seen as something your wife did to amuse herself. I managed to get a small loan and I opened a shop in Covent Garden.


JEREMY DELLER Fiona’s a very important character. She would get people to work together and make things happen.


FIONA CARTLEDGE I had had an epiphany, of a sort, in Shoom, and then opened a shop that reflected the energy and vibrancy of what I saw out at night. It was a scene shop.


KATIE GRAND I remember Toni Tambourine and Björk at the launch of Sign of the Times, and Jeremy Deller because he used to work in the shop. They were friends of ours. Fiona would say, ‘Borrow whatever you want.’ That was the thing, not that we ever really asked, but we always thought everyone would say no to us.


FIONA CARTLEDGE Katie was hustling for business for Dazed & Confused and said, ‘Would you like a photo shoot for the opening of your shop?’ I said, ‘Yes.’ She said, ‘I’ll get Rankin to do it.’ I think I paid £600. That was their first shoot together.


KATIE GRAND I’d take anything: in fluoro or angora or mohair or a silver skirt or feather boas. We had the same thing of, ‘We’re the new kids in town, so let’s hang out together.’


FIONA CARTLEDGE The shop was aimed at the club crowd, but suddenly the most incredible people passed through the door: Alexander McQueen, Stella McCartney, Hussein Chalayan. Take That came in and we treated them like normal people: ‘Here’s a box. We need some help. Come on, carry it down the stairs.’ They loved it!


SHERYL GARRATT There were always people hanging out there. It was a party shop and a little hub for our culture in the middle of expensive, designer Covent Garden. There was all this cross-pollination going on. That’s what people meant by ‘the barriers coming down’. Whereas before you wouldn’t have got past the velvet rope, suddenly all those things were accessible to everyone: people were going to illegal warehouse parties, getting into mainstream clubs, going to high-fashion shops, fashion people dancing in grungy fields.


FIONA CARTLEDGE ‘It’s got to be a big label’, ‘You have to buy the season’, ‘You have to buy this many pieces’ – all that was bollocks. I had an open-door policy, which is a reason why the shop got famous pretty quickly. I hadn’t been to fashion college, so I was just like, ‘Oh, that looks good, let’s have it,’ or, ‘That’s really ahead of the curve.’ If I went out to a club and saw someone wearing a great outfit, I’d say, ‘Would you make some for the shop?’ It meant that people who didn’t have the right background in fashion suddenly had an in.


JEREMY DELLER All that generation from St Martins came. Katy England would come in and borrow clothes for shoots. All those stylists, they were just out of college and doing little shoots for this, that and the other. There was a lot happening. I started selling a few T-shirts with phrases on the front, ‘My Booze Hell’ and ‘My Drugs Shame’. Robbie Williams bought one.


FIONA CARTLEDGE Jeremy’s T-shirts were one of the best sellers. I’ve got a picture of Richey Edwards from Manic Street Preachers wearing ‘Your Parents Fuck You Up’ in Select magazine. It was fashion meeting art meeting music. Here was a real energy, where people wanted to show what was happening in the clubs and put it in art or the fashion world. All of us were going to clubs, waking up in the morning, and thinking, Let’s put that into my day world. In a way, that’s what McQueen was doing in his shows – taking all these ideas and putting them on the catwalk. Rifat Özbek was the first person to put the acid-house look on the catwalk and to take it into the fashion world, when he did the all-white collection in 1990. He did all these big crystal necklaces and flowing white clothes. You could see it in The Face, who were very good at reflecting all of that.


JEREMY DELLER Sign of the Times had themed parties, which were really hedonistic. There was this feeling of abandon. People dressing up and making a real effort. It was like a fancy-dress version of rave.


SHERYL GARRATT Sign of the Times parties were great. They were one of those events that was a bridge from the fashion set to the acid-house set. There would be drag queens, fashion people, eighties people, nineties people, a really good mix of music. For people who had been sweaty T-shirt ravers, it introduced them to a dressier idea of fashion and perhaps a more creative idea of how you could dress and be. Different places had different kinds of cross-pollination. You’d go to Clink Street and see West Ham top boys sitting down on the stairs with Spurs top boys, sitting down with Arsenal top boys, all having a laugh. These were people who would have been literally killing each other two years before.


FIONA CARTLEDGE We had a fashion show at the Hanover Grand. It was a mad party. The theme of the night was West Side Story. The line-up was insane: Jon Cooper AKA Jon Pleased Wimmin, the Chemical Brothers, DJ Harvey, Shadow People. It was the most mixed up, messed up DJ line-up. It created a really fun atmosphere. Drag queens, straight boys, celebrities, people in bands turned up. It was an incredible mix of people. Tricky from Massive Attack. Alexander McQueen with Andrew Groves [Jimmy Jumble]. It was a complete mash-up. Alan McGee brought Liam Gallagher and the boys. I was a bit of a girl in those days, always dressing in quite fancy dresses with high heels, and Liam launched at me and gave me a quick snog. I ran off and was sick in the toilets because I’d eaten something funny beforehand.


LORENZO AGIUS I used to hang out with a lot of people because you were just on the scene doing things. You’d go to a party. ‘Oh, who’s that?’ ‘It’s Liam Gallagher.’ ‘Who’s he?’ ‘He’s in a band called Oasis.’ Six months later they were massive.


KATIE GRAND I felt like what we were doing was very incestuous. Björk was hanging out with us. Jarvis, Kylie, Elastica. We would have pop stars hanging out in the office or going to sleep in the studio. That’s how I met Steve from Pulp. He turned up one day, saying, ‘I left a tie with you.’ I said, ‘I don’t think you did, but it’s nice to see you.’ Then he passed out on the sofa. And we were hanging out with more fashion types. Basically, all people I’d been at St Martins with: Lee McQueen, Hussein Chalayan, Antonio Berardi. That’s why we worked together. Stella McCartney was in the year below me. She had all that coverage because she’d used Naomi and Kate for her college show. It was amazing. Rankin was the first person to photograph her collection.


SHERYL GARRATT There were all these new young photographers like Corinne Day and David Sims, and stylists like Melanie Ward. They didn’t have any money or contacts at fashion labels. They couldn’t phone up and get the latest designer labels biked over to them because nobody had ever heard of them. Model agencies wouldn’t give them the top models because these were new, untried kids. Instead, they tested out with people they met on the street or very young models who came into the agency, like Kate Moss. They were buying clothes in second-hand shops or using their own because nobody would give them the designer outfits.


KATIE GRAND We had an office on Brewer Street and Corinne Day lived upstairs. She was dating Mark Szaszy who was the first one to do the videos of Oasis. We’d always fall into knowing about happening people: it wasn’t through destiny; it was chance and geography.


SHERYL GARRATT Phil [Bicker] waved a Polaroid at me, and said, ‘We’ve got this girl.’ I was like, ‘Okay.’ He said, ‘She’s quite young. I think we should use her as the face of The Face.’ I was like, ‘Great idea.’ That was Kate Moss. We’d used Kate before in a shoot for Italia 90, but it wasn’t our highest moment. Mark [Lebon] was only given about ten minutes and a load of football shirts. Kate was everything a supermodel shouldn’t be. All credit to Sarah Doukas for spotting her. That’s exactly what fashion needed at that point. Kate was the coolest girl in the world. She was representing brands and magazine covers all over the world, and epitomised everything that was great about Britain in the nineties. It opened the floodgates. You didn’t have to be such a conventional beauty to have a modelling career.


KATIE GRAND Kate was the poster girl. She was incredibly infectious and charming, which is why you wanted to keep working with her. She was hilarious and didn’t really have an off button. She just threw all the rules out of the window.


SHERYL GARRATT When she made a record [‘Some Velvet Morning’] nobody blinked or thought it was foolish. I wrote about her once for French Vogue, and one of the photographers said, ‘When you work with Kate you always ask her what she’s listening to, what she’s reading, what art she’s seeing because you know six months later everybody else will be talking about it.’ She’s one of those people who are a lightning rod. If you gave her ten paintings or records, she’d go, ‘I like that one,’ and it’ll end up being really cool six months later.


JO LEVIN I did an extraordinary shoot with Kate for GQ that all went wrong. It was the Mad Hatter’s Tea Party. We had Kate as the White Rabbit, Jade Jagger as the Cheshire Cat, Elizabeth Jagger as Alice, Philip Treacy as the Mad Hatter, Paul Simonon as the gardener and Anita Pallenberg as the Queen of Hearts. It ended up in a fight because Dan Macmillan, the writer, at some point had been dating all three girls. Cakes were being chucked everywhere; jam all over my expensive clothes.


JEREMY DELLER Kate Moss was emblematic of that time: the youth, the beauty, the hopefulness, the fresh face, the glamour, the confidence, the optimism.


IRVINE WELSH She was iconic and had the look of the whole era. It’s difficult to talk about a look without getting a bit pretentious, but there was something very hopeful when you saw a picture of Kate or met her face to face. She wasn’t a traditional Amazonian figure. I wasn’t a traditional writer. Damien Hirst wasn’t what you think of as a traditional artist. Everybody was a misfit to some extent. There was a shared energy. A shared sensibility.


SHERYL GARRATT In the summer of ’88 all the acid house clubs were calling it the ‘summer of love’. Then in ’89, when the huge summer raves started with 25,000 people dancing in fields, everybody called it the Second Summer of Love. Then we tied up the whole Manchester, London, Stone Roses link as the ‘third summer of love’. There was a thought that the Stone Roses at Spike Island was going to be our Woodstock. This was going to be some kind of peak experience, but it was such an anti-climax. It didn’t feel like the thing that should be on a front cover. We tried various things but none of them felt right. Eventually, Phil Bicker put the Indian headdress shot of Kate on the cover, cut the feather out, and put it over the masthead. I was like, ‘That’s perfect!’


JO GOLLINGS Kate with the Indian headdress and a pair of manly sandals with her bandy legs was pinnacle. You’d never seen anything like it. It was so free and understated. She wasn’t wearing any clothes. They literally wrote what perfume she had on.


KATIE GRAND That Face cover changed the world. That’s how I felt about it. It was the idea of wearing Birkenstock for fashion when it was just such an ugly shoe. You couldn’t look at those pictures of Kate on the beach and not think, This is so different.


SHERYL GARRATT The way Corinne shot her was so fresh and natural it brought out all of Kate’s personality. Corinne just got a warmth into her black and white. She used to observe people. She’d talk to them and take photos for hours. She was always trying to capture the essence of the person. What came across was Kate: her mischief, her gorgeousness. It wasn’t contrived.


KATIE GRAND I was working on a placement at Katharine Hamnett when the Third Summer of Love issue came out with Kate on the cover. I met Melanie Ward, who had styled the shoot, and I was like, ‘Oh my God, you’re a superstar.’ I didn’t really know what a stylist did and she explained it to me – it was a better education than St Martins – and you got paid £36 for three hours; sometimes you could do two shows in a day and get £72. It was really fun. Melanie was the first person to do a nice pinstripe trouser and put it with a Stan Smith trainer. The idea of wearing trainers as fashion in my head went as far as Melanie Griffiths in Working Girl on the Staten Island ferry. I went to Ibiza that summer and wore a swimming costume with Adidas trainers.


SHERYL GARRATT You can’t talk about Corinne Day without mentioning Melanie Ward. Her aesthetic was so important. And David Sims, who was doing very similar things, in a different way. There was a bunch of young photographers who were reacting against what they saw as the artifice: the polish, the shoulder pads and the airbrushing. Everything moves in cycles. Everything’s a reaction against something else. The eighties had been so glossy and glamorous and perfect, so this imperfect beauty, this flawed, gawky, awkward but very natural beauty was what the new photographers were exploring.


PAT HOLLEY It was a new way of thinking: the idea of Kate Moss nude and just being this innocent, young, fresh-faced thing on the most important magazine in the country.


SHERYL GARRATT Kate was sixteen when the pictures were published, and she got teased something rotten at school for being flat-chested. I wasn’t bothered about her age or her being bare-breasted. Kate could stand up for herself. There’s something about the gaze in photography. Kate is looking at the camera. She looks in control. She doesn’t look like, ‘Come and fuck me.’ It’s a girl running down the beach laughing on a cold day in Camber Sands. It was about freedom and joy and celebration.


JO LEVIN It was a big change. That’s what happens in fashion. You go from the beautiful to the perfect, then you want to deconstruct. It’s like when skirts get really short. There’s only one way they’re going to come down again. The proportion changes. If there’s a lot of embellishment, it’s like, ‘Where are you going to go next?’ You have to strip it back. The Kate Moss thing was a reaction, ‘Let’s be dirty and grungy and thrift’.


CARLA POWER There was a British twist on grunge with the Corinne Day pictures. The pictures that she took of Kate Moss for Vogue with the Christmas tree lights and her looking scrappy like she’d just fallen out of bed. It was the opposite of Linda Evangelista telling Vogue in 1990, ‘We don’t wake up for less than $10,000 a day.’


SHERYL GARRATT The aesthetic was very much, ‘We’ve been up all night at a rave.’ That became a new movement in fashion. There were a lot of shots after that by this new generation of photographers, of models with their hair all over their face and standing awkwardly.


KATIE GRAND I remember Corinne’s picture of a pair of bloody knickers in 1994 coming in and rolling my eyes, ‘Oh, God.’ There’s such brilliant footage of Andy King, who was head of advertising, taking that picture to somewhere like Daz Automatic, saying, ‘I think you could get really involved with the magazine. Look at these bloody knickers. This is perfect for Daz.’ You have no notion of how naïve everyone was. It was like, ‘Yeah, let’s take a Corrine Day picture to Daz Automatic and see if we can get three grand out of them.’


CARLA POWER A lot of woman were very upset at Corinne Day’s infantilisation of Kate Moss, but I didn’t take it too much to heart any more than Eva Herzigová’s advert for Wonderbra, saying, ‘Hello boys’, with her tits hanging out.


KATIE GRAND The first famous model we ever worked at Dazed with was Helena Christensen for the third anniversary special edition. For the shoot she was just wearing leopard pants, but I was like, ‘We can’t have Helena Christensen topless because she’d said, “If my nipples are showing, please don’t use it.”’ Rankin had the idea to put a grey strip across her boobs that said ‘INSTANT WIN SCRATCH AND SEE’.


SHERYL GARRATT Showing topless women is about the gaze and control. I felt really comfortable putting Naomi Campbell naked on the cover of The Face wearing nothing but a pair of Converse All Stars because I wanted to make the point that a black model could sell copies. Secondly, it was taken by Ellen von Unwerth, a really great female photographer, and Naomi was looking right at the camera in a way that left you in no doubt whatsoever who was in control. It wasn’t, ‘Oh, look at me boys. Come and get me.’ Don’t get me wrong, Naomi looked sexy as hell. But there’s something about the way you look at the camera that makes you an active participant in that or not. If you wanted me to write a set of rules why one photo is okay and why another is not, I can’t tell you. But nine out of ten women would point to the same one if you asked them which one made them feel uncomfortable.


KATIE GRAND I was dealing with characters at Dazed who were very anti-fashion. When I first met them they didn’t want fashion in the magazine. They didn’t like the idea of stylists. They didn’t like the idea of other photographers. Jefferson [Hack] was like, ‘We don’t believe in fashion. Unless you’ve got a concept it’s not going in the magazine.’ And Rankin would be, ‘If I don’t like the idea then I’m not shooting it and it’s not going in the magazine.’ Rankin lived with me and we were doing the magazine out of my kitchen. The situation made me indispensable. In the end they had to give me this fashion-director job. It was their nod to, ‘All right, then. Suppose you’d better do some fashion.’


FIONA CARTLEDGE It was shocking how raw Rankin’s pictures were. Dazed & Confused deliberately wanted things to look raw and more natural. All of us were rejecting the perfection of the eighties. Rejecting Thatcherism. Rejecting artifice. None of this pretence or ‘I’m more important than you’. Bros were one of the first big bands to have a stylist. Then Dazed & Confused came along. Katie Grand and Katy England. They were the beginning of the superstar stylists.


KATIE GRAND I would turn up literally with what I thought we were going to shoot in a carrier bag. I’d be like, ‘Rankin, shall we shoot Kate naked?’ and just take a hat and a pair of boots, a suede neckerchief and bits of black velvet ribbon to make a suspender belt. When we did Kylie in LA I turned up to the shoot with stuff packed in this bag of Hussein Chalayan paper clothes. I remember Kylie looking at me like, ‘Is that it?’ Another stylist would arrive with twenty racks, four assistants. Rankin didn’t even have an assistant. I changed the film for him. If we were shooting for a sixteen-page section I’d take sixteen outfits. There was never any discussion of ‘do you like this?’ It was always like, ‘Put this on.’ I’d never worked with a designer or on a show, so I never thought in proportion of, ‘That’s the hair. That’s the shoe. Whatever you put in between needs to make sense.’


FIONA CARTLEDGE In a way, the nineties was breeding a whole load of new jobs that had never existed before. If you’d said to someone in the late eighties, ‘I’m going to be a stylist,’ people would have laughed. ‘It doesn’t exist! What’s a stylist? How do you make money doing that?’ All of these jobs were new. Even an artist like Damien Hirst, to be an international British contemporary artist was laughable. To be an international British designer was laughable. Vivienne Westwood still wasn’t being properly funded. There weren’t any big global designers from Britain until they went over to Paris and took over the houses. All of this happened in the nineties. It was like there was a Brit creative takeover.


SHERYL GARRATT Even though the eighties was supposed to be the designer decade, that wasn’t really until the nineties. Labels that had only had maybe one shop in London, four in New York, one in LA were opening branches all over the world. If you were a man and saw someone in a really sharp shirt, you’d say, ‘Where did you get that from?’ And they’d name a place in Soho.


FIONA CARTLEDGE People in London wanted to dress up again. You can only wear baggy T-shirts and look like a crazy hippy for so long. Designer clothing came back, and people started wearing John Richmond’s Destroy label and Michiko Koshino.


PAT HOLLEY Suddenly something started happening, you could really sense it – people who wanted a good time and to look good. We were peacocks. Britpop was a time for men to dress up again and be effeminate. Get out of the plaid shirts and ripped jeans, get out of sweaty shirts, take care of your hair and wear some nice neckwear. It was the idea of androgyny and loucheness and sexiness; a chance to show off and put on some make-up.


STEVE LAMACQ Britpop dressing up was a reaction to grunge. Pop music is all about one scene dresses down, one scene dresses up: Teddy boys dressed up, punks dress down; if the punks dressed down then the new romantics dressed up.


FIONA CARTLEDGE There was punk influence that came in about ’92 as a reaction to the hippy influence, which had been really big in the house scene, floaty dresses and floaty everything. Fashion switches like that. Polar opposites. It’s all going one way then it all goes the other way. Suddenly kids were bringing in these punky clothes to us. That’s where the Union Jack influence came from. We were getting jumpers with safety pins and knitted webbed jumpers. But also there was a bit of a mod revival with Blur and Oasis. Fashion and music were cross-pollinating the whole time in that period. You’d get a band wearing moddy clothes and then the designers would start making moddy clothes. Then you put them in a shop and the clubbers start wearing mod clothes. That’s how it went. Fashion wasn’t just coming from St Martins. It was coming from bands.


PAT HOLLEY We would mix things up and pass styles between Blur and Pulp. There’d be a moment when we’d have a band in a tracksuit top and a tie and a jacket. It was the idea of mixing visual metaphors and messages.


SIMON FOWLER It was a vaguely sixties look, but we’d always dressed like that. If you think of how incredibly stylised the sixties fashion was. The bands in ’66, the Small Faces, the Kinks, the dandy look. It was a mod thing.


JO LEVIN The connection to the sixties is always important: that slick, sharp tailoring, think of Mick Jagger, Elton John. A lot of rock guys take a military jacket and chuck it with a pair of jeans and look cool. It’s just that mixing. It all comes from the military. Every guy needs a good, sharp suit. There was a moment when every musician wanted to be dressed like Paul Smith. He took that classic sixties English look but give it a twist. He would take a tattersall check shirt and dye it orange, or a chef’s blue-and-white-check trousers and dye them a different colour.


ALAN McGEE I always liked Paul Smith clothes. I got the Elle Stylish Entrepreneur of the Year Award in 1995/96. I had about twenty of his suits. I liked the cleanness and mod cut of it. I reminded Noel of this recently. ‘Do you remember when I came down to hear Morning Glory and you said I was a mod? I went, “No, I’m a punk.” You went, “No, you’re a mod.” I went, “I was never a fucking mod. I was always a punk.”’


JO GOLLINGS The year zero for men’s styling was Roxy Music. That was our starting point: all glam; very satiny and tight.


PHILL SAVIDGE The Skinnys2 were a very glamorous couple and used to go to parties dressed as Ken and Barbie. They would style our bands. It was shabby chic; stuff you would buy in charity shops.


JO GOLLINGS The ironic thing was we’d go into clubs dressed up, but the styling we did was anti-style. We were called the anti-stylists. We wanted bands to appear cool so that they’re not trying.


PAT HOLLEY We were influencers. Record labels would say, ‘We’ve got a new band. They sound okay but visually they look shit. Will you come in and help us?’ We would come in and say, ‘This is your village. This is your castle. You’re going to look at these influences and dress like this.’ Bands didn’t have a clue.


KATIE GRAND More often than not you’d be in these situations with people who just didn’t want you to be there. It would be that thing of, ‘I don’t want a stylist.’ You’d be a bit like, ‘Well, someone booked me … fine … I’ll go and sit in the corner all afternoon … really, don’t worry about me.’


BRETT ANDERSON I did an ill-advised Face shoot around the time of ‘The Wild Ones’ with my top off. I was heavily made-up and trying to look like Bryan Ferry. I don’t know what the fuck I was thinking. I was disappearing into some mental hinterland.


JO GOLLINGS Bands didn’t want to be bothered with stylists. They were making the music. They loved their £5 horrible leather jackets with horrible collars and thought they looked amazing.


JARVIS COCKER There were places that you got old clothes: the Laurence Corner place was an army surplus shop at the back of Euston Station that used to have unworn jeans and cords with incredibly small, 24-inch waists. People would injure themselves trying to wear these clothes. It was a made-up look, but the fashion thing latched on to it.


BRETT ANDERSON I was on the dole so I couldn’t afford decent clothes, and I didn’t want to dress like everyone else. The only way you can do that is to go to junk shops and buy second-hand clothes. The fact that we ended up in Oxfam jackets was something that was born from poverty. When ‘The Drowners’ came out there was a little Suede-mania thing. I’d go into the crowd and people would rip my shirt and pull it off, and I’d emerge with a bare chest. I went on tour with one pair of socks, one pair of trousers and one top, so I had to go out to junk shops and get a new shirt for the next night. I ended up getting crappy chiffon blouses that I knew wouldn’t last beyond the first couple of songs and could rip easily. The stylists came along, and they saw us dressed in shabby clothes and thought, Oh, that’s a look!


PAT HOLLEY If you saw Jarvis walking down the street, it was Jarvis. If you saw Brett, he would be wearing the same clothes. This is what we instilled in the bands. Once we got you looking like this, ‘You wear this all the time. DO NOT step out of character. So if people catch you in the street you will be that person. You don’t suddenly go back to wearing Day-Glo T-shirts.’ Our mantra was, ‘You’re not part of the audience.’ Then, Oasis wandered up in their anoraks and looked exactly like the people they were singing down to.


SIMON FOWLER Oasis’s look was on the whole off the street. They didn’t really have much of a look other than what everybody else wore. They looked like their mates.


NOEL GALLAGHER Adidas was my thing and fucking shitloads of it, probably because I was getting it for free. Fuck knows where I shopped for clothes. I never cared what I looked like. It was never a big thing for me. Liam, maybe. A pair of shoes is a pair of fucking shoes. Paul Weller thinks a pair of shoes can change the world. As long as you don’t get your feet wet I truly couldn’t give a fuck. I never thought I was fashionable in any fucking sense, neither musically nor sartorially. A lot of the stuff we did, it was not thought out at all. I do say this to a lot to people, particularly Oasis fans when I meet them, ‘You know what the first line of “Supersonic” is? “I need to be myself, I can’t be no one else”, so what are you walking around dressed like that fucking idiot for? Be yourself. It’s not about being like somebody else.’ I idolised the Jam, but I’ve never looked like Paul Weller in my fucking life.
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