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At the start of the decade, arena rock and hair metal still ruled all. But in the far
reaches of the Pacific Northwest, something was stirring.

ew decades don'tjust spring into life. Slates aren’t wiped

clean overnight, stopwatches aren’t suddenlyreset. There’s

always a carry-over from the end ofthe previous 10 years-

culturally, stylistically and especially musically.

Yetmore than 30 years on, it seems like the 1990s started

with its own mini-Big Bang. Sure, the glam metal scene
which had dominated the second halfofthe 80s still ruled radio and MTV,
and New York and Los Angeles were still the twin hubs of the music
industry. Ifyou were a band who wanted to be rich and famous, you had
to look and sound like this. Anyone else couldjust forget about it.

But the winds o fchange were blowing strong. A new wave o fbands
were silently marshalling to displace the old order. Chiefamong these
were San Francisco’s Faith No More and LA’ Jane’s Addiction. The former
were abunch ofweirdos, misfits and oddballs playing an unlikely hybrid
ofmetal, funk, post-punk, hip-hop and anything else they could get their
grubby hands on, whose unpigeonholeable third album, 1989’s The Real
Thing, sounded like the new decade had arrived a full year early. The latter
were fully-fledged rock’n'roll bohemians whose second album, 1990’s
dazzling Ritual de lo Habitual, sounded and looked like it had beamed in
from another dimension. Together yet separately, they were inadvertently
paving the way for the rest ofthe decade.

Yetthe most significant change was happening at the top of America’s
Western seaboard. Seattle was most famous for its prodigious rainfall and
being the birthplace ofboth Starbucks coffee andJimi Hendrix. But in the
late 80s a tiny upstart label called Sub Pop had become the epicentre ofa
new underground movement. Bands such as Soundgarden, Green River,
Melvins and alittle-known trio named Nirvanawere unknowingly
sowing the seeds for a brand new movement that smashed together punk,

metal and garage rock, and would eventually be christened ‘grunge’.

By 1990, the small tremors emanating from the Pacific Northwest were
becoming detectable throughoutthe rest ofthe USA and across the
Atlantic in Europe. Major labels had begun to take notice, releasing
landmark albums by the likes of Soundgarden and Mother Love Bone
(whose singer, AndrewWood, tragically died ofa heroin overdose before
his career had even got started). Yetitwould be abunch o fex-glam
rockers named Alice In Chains (singerLayne Staley, pictured left) who became
the firsthand from Seattle to gatecrash the mainstream, thanks to their
breakout single Man In The Box and debut album Facelift- the latter the first
grunge album to sell 500,000 copies in the US.

By the end ofthe year, the entire music industry had pivoted away from
glam metal and its gnarlier, uglier cousin thrash metal and decamped
wholesale to Seattle, where they were hoovering up any band with a
goatee and a wardrobe full ofplaid shirts- among them Nirvanaand
Mookie Blaylock. Within 12 months, the latter had renamed themselves
Pearljam and both were on their way to becoming two ofthe defining
bands of the decade.

Ofcourse, pop’s barricades weren't quite ready to falljust yet. The
biggest selling artists ofthe year included MC Hammer, Michael Bolton,
New Kids On The Block and world-renowned mime artists Milli Vanilli.
Even arenarock’s old guard were hanging in there, thanks to the likes of
AC/DC, Scorpions and Poison while outliers such as funk-metallers
Living Colour and 70s obsessives The Black Crowes proved hard rock
wasn't quite spent. But it was abrand new strain ofbands wielding
thrilling new sounds and mould-breaking attitudes were about to serve
notice on the world that change was coming. And 1990 was the year that
change would begin. O



On October 22,1990, a new group from Seattle called Mookie Blaylock rose out of the ashes of
tragedy to play their very first gig. Within months they'd changed their name to Pearl Jam and
embarked on ajourney that saw them become one of the most famous bands of the decade.

»» . Words: Niall Doherty Photos: Lance Mercer mmm
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PEARLJAM

hen Eddie Vedder watches

amusicdocumentary, it's

never the early years or

height ofsuccess that he’s

interested in; he doesn’t
want to see The Beatles at the Cavern Club, or The
Who at the Marquee. The PearlJam frontman is
curious aboutthe period way, way after all that;
he wants to know what his favourite bands were
doing 20 years down the line- when there’s some
scar tissue, when they’ve made it big and worked
out where to go next, the risky left turns, the
break-ups, the reunions. That’s what Vedder
wants to dig into.

His own band turn 30 this
year. PearlJam’s debutsingle
Alive, an astonishing first
release by any stretch ofthe
imagination, came out inJuly
1991. Theirfirst aloum, Ten,
followed a month later. Who
could have known what
would happen back then?
Not Vedder, nor guitarists
Stone Gossard and Mike
McCready, bassist Jeff Ament
and then-drummer Dave
Krusen. At that point Pearl
Jam werejustanother very promising rock band
from the American Northwest - aregion teeming
with very promising rock bands. Itdidn’t take
them long to get ahead ofthe pack, though, and
now it's difficult to imagine anyone else like them.
They are one ofakind.

Since that first release in
the summerof'91, there has
been success stretching way
pastwhat any ofthem
could have dreamed of.
PearlJam have sold more
than 85 million albums,
their songs going far
beyond what something
puttogether from some
wood and strings and a man
singing over the top has any
right to do. Their music hasbecome

Dean lam feremy
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“The minute we
started rehearsing,
I was like: ‘Wow,
this is a band that
I'd play at home
on my stereo.

Jeff Ament

a pillarofrock culture. There has been pain, too,
and death, tragedy fallouts, political wrangling
and drummers - quite afew drummers, actually.
But throughoutit all, Eddie Vedder has held on to
the panoramic perspective with which he viewed
his heroes: what did they do next?

“Musicain’ta swimming pool, it’san ocean,”the
singersaidin 2011. Vedderwas sitting opposite me
at PearlJam HQ, on the outskirts of Seattle. He was
working hisway through abox of American Spirit
cigarettes and reflecting on the imminent release of
the Pearljam Twenty film. “Music is not contained,”
he continued, “it moves. Eventhe business of music
and digital, it’s always moving
and the tides are changing. It’s
more interesting now to see
how aband navigates an
open field ofmusic.”

All the looking back
required for Cameron
Crowe’s career-spanning
documentary had the
nostalgia-wary frontman
feeling uneasy. His band
were about to enter their
third decade, and Vedder
wanted to face forwards
again. He was more
interested, he explained, in what Radiohead or
Guided By Voices frontman Bob Pollard were

doing than in gazing back to rock’n’roll’s Big Bang.

He wanted to know what the future looked like.
In 2021, PearlJam are still huge. They feel more
important than ever too. It'snot justin the
fact that they still put out great new
records (although their output has
slowed somewhat), or even in their
euphoric, communal live shows. Pearl
Jam seem to go beyond that. Their
very existence feels like a reassuring
thing. “We’re into long-term
relationships in this group,”
Vedder explained, “in our
personal lives, with each other
as bandmates, and with the
audience. That’s along-term =
relationship right there.”

eattle, 1990. The city’stight-knit music

scene is still reeling from the death ofone its

favourite and most flamboyant adopted
sons, Mother Love Bone frontman Andrew Wood.
Stone Gossard, one of his devastated bandmates,
is dealing with the loss in the only way he knows
how: making more music. He hasjoined up with
his friend and fellow guitarist Mike McCready and
the two are holed up at Gossard’s parents’ house,
fleshing out early versions ofthe songs that would
become Alive and Even Flow. The former is
a leftover from Mother Love Bone. Originally
titled Dollar Short, the glam-rockers had even
played itat a show in Portland, Oregon but never
got round to recording it. “When Andy passed
away we hadn’t done anything with that song,”
Gossard recalled in 2013. “It stayed in my pile of
demos. | liked the way it had this nice minor/
major shiftin it.”

Preparing to get the songs down on tape,
1McCready persuaded Gossard to enlist his Mother

Love Bone bandmate Jeff Ament on bass, and
Soundgarden’s Matt Cameron offered his services
on drums. They emerged with asetof
instrumentals titled the ‘Stone Gossard demos’,
and set out to find a vocalist. There wasn't exactly
alocal shortage- Seattle was in the midstofan
‘everybody’s in aband’boom, and Gossard and
Ament’s stock was high after their work in Mother
Love Bone and grunge prototype rockers Green
River. But singers were tried out and not invited



“We turned down every kind of merchandise
you can think of. I got a call from Calvin
Klein, wanting Eddie to be in an ad.”

Manager Kelly Curtis

back. The problem was not finding a vocalist, it
was finding a vocalist whose voice they liked.

Twelve hundred miles south, in the warmer
climes of San Diego, Eddie Vedder was at a creative
loose end. Hisband Bad Radio had recently split
up, and he was beginning to wonder ifthat ship
had sailed. “l gave myselfa timeline," he said in
2011."I don'tthink I ever would've sold my guitar
-as Pete Townshend would say, never spend your
guitar oryour pen - butlwould be resigned to
being the assistant manager ofa drug store.”

As fate would have it, Vedder’s career in the
local chemist was not to be. Gossard’s demo
landed in his lap after a mutual friend, former
Red Hot Chili Peppers drummerJack Irons, told
Gossard and Ament to send a copy to the surfer-
dude singer he’d become pals with.

Vedder liked what he heard. He went surfing
with the songs lodged in his head, and wrote
the lyrics as he rode the waves. He got home,
spent afew hours laying down his vocals, and
sent the tape back. These days he finds the

flippancy with which it happened
a little terrifying to look back on. “It
changed our livesin infinite ways, it
changed everything. Itwas the best
five hours l ever spent,” he said.

Hearing something promising in
the raw, yearning vocal over a trilogy
oftracks- Alive, Once and Footsteps
- that Vedder had now rechristened
the ‘Momma-Son’demo, Ament and
Gossard got him up to Seatde for
rehearsals. In adingy practice room
known as Galleria Potatohead by its patrons,
Ament knew immediately that they were on to
something. “The minute we started rehearsing,
and Ed started singing - which was within an
hourofhim landing in Seatde - was the first time
1 was like: “Wow, this is aband that I'd play at
home on my stereo,” he told Spin magazine in
2001. “What he was writing about was the space
Stone and | werein.We'djust lostone ofour
friends, to a dark and evil addiction, and he was

putting that feeling to words. It’s like when you
read abook and it’s describing something you've
feltall your life.” McCready remembers Vedder
staying in the rehearsal room, staying up all night
writing lyrics. “We’d show up and there was
another song,”he said. “I'd never been in a situation
whereitclicks.”

The group, who now also included recently
added drummer Dave Krusen, wrote and
rehearsed for six days straight. On the J>
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seventh they played their first gig, at Seattle's Off
Ramp Cafe. Itwas October 22,1990, and they
called themselves Mookie Blaylock, after the
New Jersey Nets basketball player. Their set
lasted for 40 minutes and eight songs. Five of
the songs would appear on PearlJam’s debut
album, Ten.

Their first week set a tone for
quick progress that would become
ahallmarkofthe group’s early
days. Over the next few months
the quintet honed their lithe rock
anthems playing a series of shows
in Seattle that won over locals as
well as attracting admirers from
furtherafield. On the eve of
signing with Epic Records, and perhaps sensing
something big on the horizon that a basketball
player might take exception at being forever
associated with, Mookie Blaylock changed their
name. Over the coming
years Vedder would spin
an entertaining yam about
how their new moniker
came from his grandma
‘Pearl’shome-made peyote
jam’ but the tmth was
a little more mundane:

‘Pearl’ was suggested by
Amentat arehearsal. Not

long after, some ofthe

band had gone to see Neil
Young at Nassau Coliseum,
New York, and discussed
afterwards how every song had
turned into an extended jam,
and - boom! Pearl... Jam. They
had their name.

12 OASSICROCKMAGAZINE.COM

their debut album at London Bridge Studios

in Seattle’s Shoreline neighbourhood.
McCready remembers Gossard and Ament,
already seasoned studio hands, taking the lead.
"Me and Eddie were along for the ride at that
time.” An earlyversion ofAlive that captured the

I n March 1991, Pearl Jam began recording

“Vitalogy was the first record where Ed
was the guy making the final decisions.
Itwas a real difficult record for me.”

Stone Gossard

track’s expansive sway was already in the bag, but
other tracks took a little more work - Even Flow
took more than 30 takes. Vedder, still new to
Seattle, threw himselfinto making the record in
order to distract himselffrom the
unfamiliar surroundings. “ltwas my first
chance to make areal record,”he said in
2001, “and I was pretty damn focused. | was
in a new town, so that batch ofsongs
replaced my friends and family.”
Titled Ten, in anod to the shirt
number worn by Blaylock, Pearl
Jam’s debut album was released on
August 27,1991. Itis now rightly
regarded as one ofthe greatest debut
albums ever. But its success was
aslow-burn, taking until halfway
through 1992 for the spark to
ignite. By that point, a period of
intense touring, both at home and
in Europe, had showcased their 1
exhilarating live show and attracted

an ever-growing diehard crowd. Then MTV put
the promotional clip for)eremy, a song about

a school student who shot himselfin front ofthe
class, on heavy rotation, and PearlJam were almost
instantly lifted to adizzying altitude ofsuccess.
Vedder, in particular, started to feel light-headed at
theirnew surroundings.

“When Jeremy happened, Sony
Music CEO Tommy Mottola was
saying: ‘You have to release Black,
the band’s manager Kelly Curtis
said in 2001. “And the band was
saying: 'No. Thisisbig enough.’
We turned down inaugurals, TV
specials, stadium tours, every
kind ofmerchandise you can
think of. I got a call from Calvin Klein, wanting
Eddie to be in an ad. | was proud of the band,
proud oftheirstance.”

Not everyone felt compelled to applaud,
however. Some oftheir hometown peers had
begun to air their grievances with Seattle’s newest
success story. Kurt Cobain claimed that PearlJam
were “pioneering a corporate, alternative
and cock-rock fusion”, igniting a feud that would
eventually be settled with a slow-dance between
Cobain and Vedderat the 1992 MTV Video
Music Awards.

When Vedder looked back to that initial burst
ofsuccess in 2011, he said it was all about just
getting through it intact. “l knew itwasn't
graceful, the way we were handling it,” he said.
“At the same time, it’s like being graceful in an
alley fight. You're just trying to get out ofthere
alive. We held tight to each other and held tight
to music. We were always thinking about not
the next record, but what would it sound like
in fiverecords.” J>



"l can see my house from here."”
Vedder (and basketball players)
with Pearl Jam headlining Drop
In The Park in Seattle in '92.
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he image on the cover of PearlJam’s
I second album, Vs, is an angora goat on

a farm in Hamilton, Montana, with its face
pressed through a wire fence. Ament explained
that the image represented how the band had
come to feel like slaves. Grunge had become
a worldwide success, and a ‘thing’,and fashion
magazines and retailers had taken note. Everyone
wanted a piece ofthe pie. Led by a resolute Vedder,
PearlJam started to back away. “The whole scene
was heavily co-opted, things were
changing around us,” he said.
“They started selling whatever
people were wearing in the
Northwest, corduroyJackets going
for thousands ofdollars. I was living
in abasement ora one-bedroom
flat. It was all very small. But around
us itwas getting insane.”

Gossard says Vedder pushed forwards on the
idea that getting bigger wasn't going to make any
ofthem happier. “At that time, everybody was
trying to figure out what PearlJam was to them,”
said the guitarist. “Ed was trying to come to grips
that hed started as this shy, quietguy and was now
this guy that everybody recognised on the street.”

Unfortunately, in some ways, for all concerned,
Vs. made PearlJam huge. The
band had decided not to
make any accompanying
music videos, do minimal
press, and even went as far
as giving away abonus live
cassette ofthe track Animal
in the UK so that the single
release of Gowas ineligible
for chart inclusion. Butthe
tactics did little to dampen
the album’simpact. A searing.

Vs

I X
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vital record that mixed furious, urgent rock with
acoustic balladry, it cut through their promotional
silence and sat at the top of the Billboard 200 chart
for five weeks, and set a record for the most copies
ofan album sold during its first week.

Its success only seemed to ramp up growing
tensions in the band. Things came to a head while
they toured Vs. at the same time as dealing with
the shock of Kurt Cobain’s death and writing and
recording their next record, Vitalogy.

Eddie Vedder

‘Vitalogy was the first record where Ed was the
guy making the final decisions,” Gossard told Spin
in 2001. “It was areal difficult record for me,
because Iwas having to give up a lot ofcontrol.”

Despite the internal wranglings, Vitalogy
featured some ofthe band’s finest moments: the
fragile beauty ofNothingman: Last Exit’s stripped-
down stomp; the gothic march ofImmortality; the

way Better Man morphs from hushed

slo-mo ditty into a defiant anthem. The

strength ofthe music couldn't paper over

all the cracks, though. Drummer Dave
Abbruzzese, who'd played on
Vs. and most ofVitalogy, was
fired and replaced with former
Jack Irons, the manwho’d
helped them find Vedderin the
first place. There were now
other, external, pressuresto <
deal with too.

“1 felt that with more popularity
we were going to be crushed, our
heads were going to pop like grapes.l

Shocked by the service charges being added to
the prices oftickets for their shows, the band
had gone to war with ticketing giant Ticketmaster.
In 1994 they testified to US congress that
Ticketmaster were operating as amonopoly in the
live music industry, and followed up by cancelling
arun of shows that were meant to take in
Ticketmaster-controlled venues. When it came to
the US tour to support Vitalogy in 1995, they
booked their own venues instead.

“We got to see up close how
things work in this country,” Vedder
said in 2011. “We got to be crushed
by a corporate giant right up close.”
He reflected that while it hadn't
killed PearlJam, it had certainly
robbed them of their idealism.

“We thought and believed - and
probably still do - that we were
fighting the good fight.”He looked back on that
1995 tour with exasperation. “We spent more time
on where to put the portaloos than when it came
to doing the set-list.” he sighed. “You couldn't
think straight for link fences and barricades and
safety issues and how many roads in, how many
roads out, parking. Thatbecame part ofsetting up
live shows. And then those were what the reviews
were about! Itwas ‘ifthey’d done it with
Ticketmaster, there wouldn be this hassle’. We
had to bring the focus back to music and playing.”

For the rest ofthe 90s, PearlJam did exactly that.
They got their head down, played music, toured
alot and rarely got involved with the any ofthe
rigmarole around it.

Code album iswhen PearlJam really went off-
road. It was heralded by a single, Who YouAre,
thatdidn't sound like a single at all, a loose, hazy

I f Vitalogy put the indicator on, then 1996’s No

g



track built around Arabic-flavoured melodies and
Jack Irons’s textured drum rolls. PearlJam were
still alive, all right, but they sounded nothing like
their 1991 selves. No Code built on Vitalogy's
formula (the formulabeing that there was no
formula) ofdelicate introspection, snarling
heavier numbers and peculiar experimentation.
Pearl Jam were saying that they still wanted to be
abig, important band, but their version ofa big,
importantband.

Vedder's retreat from the frontline had more to
do with an aversion to commercial success. The
frontman had been plagued by a stalker, and
chronicled the experience in No Code’s punky
Lukin. He found himselfafraid to leave the house,
and eventually moved. Fame was not for him, he
decided. “I felt that with more popularity, we were
going to be crushed, our heads were going to pop
like grapes,”he told Rolling Stone's Brian Hiatt in
2006. To Vedder, the term ‘No Code’meant ‘Do
Not Resuscitate’. If this was to be the way that Pearl
Jam went down, he thought, then they were going
to doiton their ownterms.

JeffAment calls this era of Pearl Jam their “black-
hole period”. The band made some solid records,
each with tracks that would light up their set-lists
for yearsto come - Given ToFly and Do The Evolution
on 1998’s Yield, O fThe Girl, Insignificance and
Grievance on 2000°s Binaural - but sales had dipped
and some members struggled to gettheir heads
round the group’s uncertain status. “No matter
what, you’re going to have atime when some
people are going to lose interest in you,” Gossard
said in 2001. “We could still sell out live, which
took outsome ofthe ego sting. But there was
definitely a sense ofus not delivering the goods
in the way that the masses expected from us."

Guitarist Mike McCready felt the same, worried
that PearlJam had taken too much ofa step back
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Mike McCready, Jeff Ament,
Matt Cameron and Stone
Gossard at the Barclays Center,
Brooklyn, October 18, 2013.

and had blown their chance to be the generation-
defining group he feltthey could be. It wasn't until
he looked back years later that he realised they
took the long way round because that was the
only route that would work. “Maybe we alienated
some fans throughout the years, which | feel bad
for, but it made us survive as
aband,” he said in 2006.

As anew millennium
was ushered in, things
seemed to have settled
down for Pearl Jam.
A balance had been
achieved, a sense that
they could still
connect on abig scale
without compromising
any oftheir hardened
morals. New drummer
Matt Cameron, who was also
their old drummer, summed it
up best when he said: “Pearl
Jam are kind of in a special
league. Punk-rock arena
rock is the way they
approach it.” But the
year 2000 would be one
ofthe worstin the
band’s history.

learl Jam were
amonth into
the tour to
support Binaural
when they arrived in
Denmark to headline
the Orange Stage at the
country’sfamous Roskilde
festival, 19 miles outside of

“No matter what,
you’re going to have
atime when some
people are going to
lose interest in you.”

Stone Gossard

Copenhagen, onJune 30,2000. On that windy,
rain-drenched evening, a huge crowd had
gathered to see the band. Vedder had already
asked the crowd to take a step back and make
space. Then disaster struck. There was a crush,
and nine people died. It was a tragedy that
changed everything.

“The hardest moment
was the day ofand the day
after Roskilde,”Vedder
told mein 2011. “You
couldn'tgo thirty seconds
without thinking about it.
After aweek you could
maybe go aminute
without thinking about it.
After amonth you could
maybe go three minutes...
You were constantly

broughtback there.”
Vedder recalled staying at Sonic
Youth’s Kim Gordon and Thurston
Moore’s house soon after, and the
then-couple’s young daughter
helping him deal with the pain.
“She was six or seven at the
time,” he said. “She was such
abrightlight. She didnt
know about Roskilde, and
Iwasn’tgonna explain it to
her. She’d do adrawing for
me, or we'd play ping-pong.
She'll never know what
acool thing that was."
Vedder will remain forever
grateful to the friendswho
reached out at that point. “lwas in
a fuckin’ fetal position the day after,” he
said. “l got a call from Pete Townshend, J>
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Roger Daltrey, and talked to Tom Waits later. They
were important phone calls, and god bless them
for staying on the phone, because | was pretty
despondent.” At one point he said to Townshend:
“Why did this happen to us?”“Because you can
take it,” Townshend said. “It made me think we
could,”Vedder reflected, “and that he had faith in
us that we could.”

Some members of Pearl Jam, particularly
Gossard, wondered ifthe band could continue
after such a horrific incident. Vedder thinks they
became closerthan ever as a group because ofit.
“We hadn’tthought about this with our name,”he,
said, “but the pearl is the little organism that has
taken the shit, taken the bad stuff, and turned it
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‘Maybe we alienated some fans throughout
the years, which I feel bad for, but
it made us survive as aband/’
Mike McCready

into something beautiful. Maybe that’s.
partofwhat weve been able to do.”
After the band had completed the

Binaural tour, Vedder disappeared for
ayear. “l had to liveamong nature,”he explained.
“l went almost nine days without saying a word at
one point. | did asolitary process that | felt like
I had to go through. I felt like any kind of
avoidance would’ve come back to hauntme and
there would have been deeper issues, ready to
strike at any time.” After a period ofdeep soul-
searching, Vedder came home. The next day, Pearl
Jam began work on Riot Act.

gedy at Roskilde diverted the course
fPearlJam’s career, and their next record
eta blueprint from which their ‘second

ct' emerged. Gone was the inward-looking

Riot Act was outwardly facing. Released in 2002, it
arrived with an emotional, joyous single in | Am
Mine, and they even made avideo to go with it.
Riot Actand their 2006 self-tided eighth album
suggested PearlJam were back in the midst of
a creative purple patch. The release of Backspacer in
2009 confirmed it. Produced by Brendan O'Brien,
itwas their best since the early 90s, a perfect blend
1o0fsingalong anthems and intricate deep cuts. For
Vedder, it was a record that made all the emotional
hurdles worth it. After years where it felt that Pearl
Jam had become asortofcultband - admittedly,
a pretty big cultband - now they were huge again,
playing some of their biggest ever shows. It was
their firstalbum to top the US chart since No Code.
‘Backspacerwas a really good record,” Vedder
said in 2011. “We were all happy with the way it
came out, and we reached a certain amount of

ontemplation ofthose mid-to-late-90s recordspeople and they were good songs to play live.”He
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MAIN: DANNY CLINCH/PRESS;-INS ft AIAMY

had finally grasped how to appreciate mainstream
success. “l thinkyou can enjoy it for a day, and get
back to work the next,” he said. “l wish I'd known
a little earlier that it’s more about the process of
getting to where you’re aiming to go, cos it’s not
about the destination, it’s about the journey.”

In the same way that Riot Act energised Pearl
Jam in their second decade, Backspacer seemed to
give them the confidence to take time in their
third. There have been only two records since
then: 2013’ Lightning Bolt and last year’s Gigaton.
They take amoment these days, working on other
projects and coming together when it feels right.

“I think we went into this with the idea that we
wanted to be brothers in a band,” Gossard told
Sirius XM in an interview ahead o fLightning Bolt's
release. “And part ofwhat we were attracted to is
thatbeing in aband is like acommitment you
kind of have to make. It’sbuilt into our DNA and
it’s carried us through a lot oftimes where it’s
been more difficult.”

They are still aband leading by example. They
were one ofthe first to pull their tour dates when
the pandemic hit last year, as the US government
dithered about how to respond. “We wanted to be.
responsible,” Gossard told Tidal. “You live and
fight another day. Trying to get in ten shows before
atour was cancelled didn’t make much sense to

We’'ve always looked out for one another.
We want to make each other proud.
We’re a f**king rock band!”

us.” Gossard felt proud that the band
were in a position to take a stance,
but he's itching to get back out there.
“Having not been able to play for so
long, we're never going to look at

a live show the same way again.”

efore we finish, how about
, aquick tourofPearl Jam's
HQ? It’s a nondescript,
two-storey warehouse that sits on
acornerin the industrial district of
Seattle, a few miles from Sea-Tac
airport. But inside there's nothing nondescript
aboutit. Downstairs there’sthe Ten Club, a hive
ofactivity, dispatching merchandise orders to
fans across the globe. Walk through that and you
enter avast room filled with row upon row of
flight cases, a perfectly ordered
ecosystem of Pearl Jam inventory.
In the odd space that
isn’t taken up by
aguitar oradrum kit,
there are parts of Pearl
Jam stage props from
over the ages. Against
awall sitthe giant
letters from the cover
ofTen- ARLJAM.
“I think Ed and Stone
have the Pand E,”our
guide George (who also has
aproperjob asVedder’s
guitar tech) explained. Head
through there, past the
rehearsal space, up the stairs L1
- not the ones that lead to
the band's management offices, the
other ones - and you come to the
comfy lounge area. This is where
Veddergreeted me in 2011.

Eddie Vedder

He was in friendly charismatic form that day,
dressed how you imagine he always dresses -like
aman who might on the off-chance have to embark
on an impromptu hike. There was no doubt he’d
earned the right to be comfortable in his own
skin. "Before it felt like we were five little boats all
tied together,” he said, “and now it feels like it’s one
bigboatand we're all on it, and we take turns at
the wheel and we take turns in the engine room
and we have a good understand ofbeing crew
members and captains and sharing the load.”

He thought that, with hindsight, the band were
galvanised by those early years. “On that level,
when people start dying,” he said - “and it wasn't
just Kurt, there was Stefanie from 7 Year Bitch,
Layne years later- itbrings you together."

The loss of Chris Cornell, an early mentor to
Vedder, in 2017 would have been another huge

blow. But PearlJam keep finding
new ways to cope, to overcome
and inspire. Walking around
their base, their own little world
all housed under one roof, makes
you realise that they’d achieved
what they set out to do. This
place was exacdy the sortof
thing they were aiming forwhen
they were turning down pant
commercials in 1991.

“We've always looked out for one
another,”Vedder concluded. “We want to
make each other proud - 1want them to

be proud oftheir guy, and I'm
proud of mine. Itshouldn’t be
that hard. We’re afucking rock
band!”They’re into long-term
relationships, in their personal
lives, with each other as
bandmates and with their
crowd. That’s how Pearl Jam
keep turning the page. ©
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THE STORY BEHIND THE SONG

Jane's Addiction

Been Caught Stealing

How a song that started with the accidental sound of a barking dog
turned LA's weirdest band into the godfathers of alternative rock.

Words: DaveEvertey

he voice which introduces the
song that invented the 1990s
wasn't ahuman one. It belonged
to Annie, a dog picked up from a
rescue centre by Jane’s Addiction
singer Perry Farrell. It was Annie’s
rhythmicbarking that ushered in Been
Caught Stealing, the track that would give
the alt-rock visionaries their biggest hit yet.

“She was quite needy, so Ibrought her
down to the studio that day rather than
leave her at home,” Farrell told Classic Rock
in 2000. “I'm singing in the booth with the
headphones on and Annie gets all excited
and starts going, ‘Ruff! Ruff! Ruff’ The fact
that she ended up on the track was just
pure coincidence.”

Coincidence or not, itwas the perfect
opening hook for the song that sparked
the alt-rock revolution. Been Caught Stealing
and parent album Ritual de loHabitual
brought the left-field into the mainstream,
positioning Jane’s Addiction as pied pipers
for awave ofbands that followed.

Jane’s were formed in Los Angeles in
1985 by Farrell, guitarist Dave Navarro,
bassist Eric Avery and drummer Stephen
Perkins. Glam metal was cresting, but the
music they made was aworld away from
that scene’s Aquanet-choked frothiness.
Farrell and his bandmates didn’tjust walk
on the darker side oflife, they lived it.

Amazingly, that wasn’t enough to
putoffmajor label Warner Bros,who
signed them on the back of 1987’ self-
titled live debut album, released through
independent label Triple X. The follow-
up, 1988’s electrifying Nothing's Shocking,
sounded like nothing else around, drawing
on everything from 60s psychedelia to 70s
hard rock to early 80s British post-punk.

But with Ritual de lo Habitual, Jane’s
Addiction’s musical ambitions jumped a
level. The album was broadly divided into
two halves. The first side ofthe original
LPwas filled with short, terse rock songs,
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“There was something romantic
about splitting up when we did.
Butwe were Killing each other.”
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albeit filtered through the band’s unique
prism, while the more expansive second
side found them taking their sound into
places few other bands were going.

Been Caught Stealing, with its dog-bark
introduction, closed side one ofthe record.
Written by Farrell and Eric Avery, it put
acharacteristically sideways spin on the
funk rock sound that the likes ofthe Red
Hot Chili Peppers andJane’s themselves
had helped pioneer, while the opening
line- ‘I"vebeen caught stealing, once, when
I wasfive' - was rooted in reality.

“There was a candy store on the corner
by my house in Queens, and I would go
there all the time,” Farrell told Rolling Stone.
“I thought | was pretty good at stealing,
but aguy caught me stone cold while I was
taking a Pennsy Pinky [akids’sports ball
made out of pink rubber], Iguess Igotin
trouble, but that was the only time l ever
got caught stealing.”

The song’s lyrics found Farrell and his
girlfriend embarking on a shoplifting
spree, picking up skirts and razors and
laughing as they added them to a pile
ofstolen goods. The singer batted away
suggestions that he was encouraging
kleptomania- or that he was preaching
much ofanything in any ofhis songs.

“l didn't get into this to make sermons or
setup structures forothers to liveby,” he
told BAM in 1990. “My intent has nothing
to do with teaching. It’s to amuse myselfon
this completely boring planet.”

While the song sounded breezy, sessions
forthe album at Hollywood’s Track Record
studio were anything but. The band’s drug
use was part oftheir mythology - Farrell,
Navarro and Avery were all enthusiastic
heroin users. But by the time ofRitual,
their chemical proclivities were beginning
to drive them apart.

“Eric, Perryand | were all dealing with
the same demons at different times and
not talking to each other about it, which
was really weird,” Dave Navarro told
Rolling Stone magazine. “So in certain ways,
there was this level ofsecrecy and being at
odds with each other, and in other ways,
there was this sense ofunderstanding and

unspoken knowledge. All of which really
made for abizarre dynamic.”

Somehow, that dynamic worked. Ritual
de lo Habitual was released in August
1990, and Been Caught Stealing followed in
November. It was accompanied by a video
directed by Farrell’s then-girlfriend Casey
Niccoli in which an array ofweird and
wonderful characters acted out the song’s
lyrics in amini-market in LA’s Culver City.
The clip wentinto heavy rotation on MTV,
helping propel the single to No.34 in the
Billboard chart and

Been Caught Stealing wasn'tjustJane’s
Addiction’s biggest hit to that point, it was
awatershed moment for the burgeoning
alternative rock movement. R.E.M had
risen from the college rock underground
to become mainstream darlings and
Faith No More had bagged their own
breakthrough hitwith rap-metal anthem
Epic earlier in 1990. But Jane’s Addiction
were something different: a full-on
unfurling of rock’s freak flag.

Their status as cultural figureheads was
rubber-stamped the following year when
Farrell conceived groundbreaking festival-
come-travelling circus Lollapalooza.
Headlined by Jane’s Addiction and
featuring Nine Inch Nails, Living Colour,
the Rollins Band and more, itacted as a
lightning rod for the alternative nation.

It also proved to be Jane’s swansong. The
cracks which appeared during the album
sessions had become an unbridgeable
chasm. On August 28,1991, the inaugural
Lollapalooza festival came to an end, and
so didJane’s Addiction.

“There was something romantic about
splitting up when we did,” Farrell told Q
in 2018. “But we couldn’t have gone on
anyway. We were killing each other.”

It may have been over forJane’s
Addiction, at least until areunion later
in the decade, but their success had
uncorked the bottle and the genie was
out. In September 1991, less than a month
afterJane’s played their final date, Nirvana
released Nevermind and the steady drip
ofchange became a torrent. The 1990s
were truly underway. ©
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Jane's Addiction in 1991:
(I-r) Eric Avery, Perry
Farrell, Stephen Perkins,
Dave Navarro.
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Itwas the year of blockbuster albums from Metallica, Guns N' Roses, the Red Hot
Chili Peppers and a little-known trio from Seattle called Nirvana.

f90s rock had abanneryear, 1991 was it. It had begun with

Operation Desert Storm and the first GulfWar, butano less

significant carpet bombing took place several months later. In the

space ofjust seven weeks between the middle August and the

beginning ofOctober, abarrage ofalbums were released that

wouldn'tjust become the biggest selling records ofthe year, they'd
go onto shape the decade and beyond.

Those records were Metallica’s self-titled fifth album (aka the Black
Album), Nirvana's Nevermind, Guns N' Roses’ Use Your lllusion | and 11, Pearl
Jam’s Ten, the Red Hot Chili Peppers' BloodSugarSexMagik and
Soundgarden’s Badmotoijinger, and together they amounted to the greatest
run in rock history since the golden days ofthe early 70s.

Things were in dire need ofa shake-up. Old fashioned hard rock was
clinging tenaciously onto its cultural perch. Baby boomer favourites Van
Halen, Bryan Adams, Ozzy Osbourne, and Scorpions were all over the
charts. Boston funk rockers Extreme struck big with saccharine acoustic
ballad More Than Words, while New Jersey hair farmers Skid Row muscled
theirway to Number One in the US with their second album, Slave To The
Grind. The biggest single o fthe yearwas Queen’s 1976 hit Bohemian
Rhapsody, reissued in the wake offrontman Freddie Mercury's death. The
more things changed, it seemed, the more things stayed the same.

Things were about to be upended on multiple fronts. Metallica and
especially Guns N’Roses were already well-established big hitters, with
some serious major label weight behind them by the time they released
theiralbums, and no one was surprised when they hitbig. The Red Hot
Chili Peppers, likewise, had been building a following since the middle of
the previous decade, overcoming drug addiction and the death o fformer

guitarist Hillel Slovak en route to becoming funk rock superstars.

But the simmering grunge scene was about to boil over. PearlJam,
Soundgarden and Chicago newcomers The Smashing Pumpkins were in
the vanguard ofthis new movement, but it was the second album from a
trio ofsurly, sarcastic 20-somethings that truly put both grunge and
Seattle on the map.

Few people would have backed Nirvanato become one ofthe biggest
bands ofthe decade, even afterjumping from Sub Pop to major label
DGC Records. Buttheir first single for their new paymasters, aslab of
sarcastic, anthemic perfection tided Smells Like Teen Spirit, unexpectedly
attached itself, limpet-like, to MTV and radio. In its inescapable wake,
parent album Nevermind rocketed up the charts around the world
following its release on September 24,1991.

It’seasy to forget in hindsight that a lot happened in either side o fthat
white-hot streak. Alt-rock was clawing its way onto the radar o fthe
mainstream, with the inaugural Lollapalooza festival kicking offin July
and swiftlybecoming a surprise success story courtesy ofadiverse line-
up that featuredJane’s Addiction, Siouxsie and The Banshees, Living
Colour, Ice-T and more. Interesting things were happening on metal’s far
fringes too, from Brazilian heroes Sepultura dropping theirbreakthrough
album Ariseto agroup of church-burning malcontents in Norway laying
the foundations for the black metal scene.

But all that would pale next to the upheaval that occurred during those
seven glorious weeks in late summer and early Fall, Come the end ofthe
year, Metallica had swept all before them in terms ofalbum sales, but
Nirvana were the flag around which a new generation of musicians and
fans alike were rallying. Change had come, and notamomenttoo soon. ©
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METALUCA

“Waddya mean I’ll have to re-lea

rn to

play drums?!" But for the Black Album

Lars spent weeks doing just that.
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t'ssome time in 1988, almost midnight UK time, and
Metallica drummer Lars Ulrich is on the phone from
San Francisco. It’s his first appointment ofthe day in
promoting Metallica’s new album,... AndJustice For
All. But there’s a problem with that famously voluble
Danish mouth. In fact I can barely make out what he’s
saying.

“Man, I've got terrible toothache... ”Lars mumbles.

“You what?”

"No joke, I've got to get to a dentist. I'll call you back.”

Yeah, right. Except he does. Two hours later, with me
slumped red-eyed by the phone, Lars rings back.

"Hey, it’s Lars.

Except it sounded more like, “Hey, id Lards...”

A Frisco mouth mechanic had slammed in some
novocaine, drilled a few holes and sent him home with a
gobful ofblood and cotton wool. And the first thing Lars does
is... ring back to talk about his new album.

The pointbeing that Lars Ulrich isa singularly determined
man. He may notbe - and certainlywasn’tthen - the greatest
drummer ever to pick up sticks. He may not be the guy you’'d
choose to gettrapped in alift with. But if you need somebody

forwhole-hearted, one-eyed and over-arching devotion to the
Metallica cause, then Lars Ulrich’syour man. Heis agiver of
the fabled 110 per cent- bad teeth or no bad teeth.

The, frankly, uneven .. .AndJustice For All record that Lars
was so keen to talk about was abig record. Big enough for
most bands to kill for. It reached No.6 on the US Billboard Hot
100 and soldmore than sixmillion copies worldwide. But
despite the tangible signs ofsuccess - fast cars, flash houses -
and the rhetoric of their interviews, Metallica knew that
... Justice... was not really good enough at all.

“After listening to the .. .Justice... album itwas pretty
apparent that we needed some guidance,”James Hetfield later
admitted wryly. It was "obvious," he said, who'd produced the
record. The guitar and drum parts were disastrously high in
the mix. “I’'m not knocking it. It was right at the time. But the
drums are really loud and the guitars are really loud. That’ll be
me and Lars, then.”

Metallica and their management team at Q Prime - Peter
Mensch and CliffBernstein - realised that the inherent
problem with .. Justice... was that the band had attracted a
wide new fanbase. Ifthey presented them next with a record
that replicated its nine-minute songs, its dusty sound, the law



ofdiminishing returns would apply. If Metallica were to
advance and go global they needed to shape up. Now.

Afteranine-month break in 1989, Metallica played nine
shows in Europe to knock offthe rust. The last ofthose was in
Glasgow. Backstage afterwards, Lars and James made plans to
meet in San Francisco in two weeks to start work on the new
album. Lars handed James a cassette they called The RiffTape.
The Riff Tape did exactly what it said on the box. It was a
collection of riffs thatJames, guitarist Kirk Hammett and
bassist Jason Newsted had made during the 240-odd nights of
the.. Justice... tour. Its contents would form the basis of
Metallica’s next studio album.

Two weeks later,James found himselfmaking the 30-
minute drive each day to Ulrich’s house in San Francisco,
where Lars had installed alittle eight-track demo studio to the
property cut into the side of one ofthe city’s famous hills.

The first riffon The RiffTape was one that Hammett had
come up with. “I tried to write the heaviest thing I could think
of,”Hammett said later. “l was all fired up.” He certainly was.
The riffin question would become the basis ofwhat remains
theband’s most famous song, Enter Sandman.

Larsand James worked until they had seven songs in rough
demo form. Some, like Hammett’s riff, had neither lyrics nor a
title, some had titles, some had titles and the odd lyric. Hetfield
would improvise vocal melodies by mixing snatches of song
titles and ideas with ‘Ooooh’sand ‘Wooaaah’s.

"The way it works,” Lars explained, “isJames and I sit with a
big list of song titles and throw them at each other. We might
pick one that will work with a specific guitar part. Others that
don't catch straight away wejust leave on the list."

With the songs on the tape demoed, things were about to
change more radically.

“They had to make an out-of-the-box decision on how to
make the next record,”said CliffBernstein, reiterating Q
Prime’s beliefthat Metallica simply had to go big with this one.
“They had been used to doing things a certain way.”

“We'd neverreally liked the mixing o n .. Justice. .., Master
O fPuppetsor Ride The Lightning,” Ulrich said at the time. “So
we were thinking: ‘Who can we get in to do the mixing?’We
felt it was time to make a record with a huge, big, fat low end.
And the best-sounding record like that in the last couple of
years was [Motley Criie’s] Dr Feelgood. So we told our
manager:XCall this guy and see if he wants to mix the record.”

his guy’was Bob Rock, a former small-time
musician who had since hit itbig as a producer.
1 His speciality was rambunctious pop-rock which
1 sounded fantastic pumping from acar radio. He'd
turned the trickfor Bon Jovi and Aerosmith, and had made
Motley Criie sound like the world’s greatest bar band. Rock
was a fastidious perfectionist whose ear for music was alot
more finely tuned than some ofhis work suggested.

He was close friends with Bon Jovi guitarist Richie
Sambora. While Bon Jovi were on asabbatical, Sambora had
approached him with aviewto producing asolo album he
had written. Rock was loathe to let a friend down, but he was
intrigued by the Metallica proposal.

He’d booked avacation with his family, and took offon a
driving tour ofthe Grand Canyon still torn between the two
projects. As he drove along he came across a Native American
kid by the side ofthe road, miles from anywhere. Rock was

"WE'RE METALLICA. NO
ONE PRODUCES US; NO ONE
FUCKS WITH OUR SHIT AND
TELLS US WHAT TO DO."

LARS ULRICH

amazed to see that he was wearing a Metallica T-shirt. Later he
pulled into a desert filling station; a Metallica tune was on the
radio. “Metallica were never on the radio,” he recalled. “These
were like signs | couldn’t ignore.”

Rock got back to Q Prime and said that he wasn't interested
in mixing the Metallicaalbum. He wanted to produce it.

“Ofcourse, we said: ‘We're Metallica. No one produces us;
no one fucks with our shit and tells us what to do,”” noted
Lars. “But slowly, over the next few days, we thought maybe
we should let our guard down and at least talk to the guy. Like,
ifhis name really is Bob Rock, how bad can he be?”

James and Lars flew to Canadato meet with Bob Rock at his
home in Vancouver. Lars: "We're sitting there saying: ‘Well,
Bob, we think that we've made some good albums, but this is
three years later and we wantto make a record that is really
bouncy, really lively,just has alotofgroove to it.”

“We told him that live we have this great vibe, and
that’s what we wanted to do in the studio. He was
brutally honest with us. He said he'd seen us play a
bunch oftimes and, ‘You guys have not captured
what’slive on record yet.”We're like: ‘Excuse me?

Who the fuck are you?

“But he basically said the same thing as we
had," Ulrich rationalised, "and we thought that
maybe we shouldn’tbe so stubborn, and maybe
see where the fuck this would bring us.”

Hetfield and Ulrich’s reactions to Rock pretty
much reflected how the big wide world saw their
union, too. “Some people thought Bob would
make us sound too commercial,” said Hetfield.

“You know: ‘Oh, Bob works with Bon Jovi, Bob
works with Motley Criie.”Butif Flemming
Rasmussen [Metallica’s producer to that point]
worked on a Bon Jovi record, would Bon Jovi all ofa
sudden sound like Metallica? We chose Bob because
we were impressed with his crisp, full-sounding
production on The Cult’s Sonic Temple album

and on Motley Criie’s Dr. Feelgood.

“We wanted to create a different record and
offer something new to our audience,” Kirk
Hammett agreed, once the decision was
announced. “A lot ofbands putout the
same record three or four times, and
we didn’t want to fall into that
rut. “The truth is, in the past
we may havebeen guilty of
putting out the same running
order - you know, start out with a>

METALLIC?

Above: Lars, Bob Rock and
James in a rare moment of
joviality during their months
of "hell" holed up together
in the studio.

Below: Kirk Hammett, the
man who wrote the riff that
was the basis of Enter
Sandman.
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"I DON'T THINK WE NEED
TO JUSTIFY OURSELVES
AT ALL WE RE DOING
OUR SHIT OUR WAY."
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JAMES HETFIELD

fast song, then the title track, then aballad. Other than that,
though, we've really tried to create something different every
time. And on Metallica we definitely made a conscious effort
to alter and expand the band’s basic elements.”

Bob Rock liked to work in his native Vancouver. In fact he
had never worked anywhere else. When you're Bob Rock,
they come to you. Metallica didnt. “We really didn’t want to
do it in Vancouver,”said Ulrich, “and he’d never made a record
outside ofVancouver; everyone comes to him. For awhile |
didn’t think it was going to work out.”

They compromised on One On One studios, afine,
unflashy complexin North Hollywood, West Hollywood’s
ugly cousin. Settling in for the duration, Metallica and Rock
tried to make ithome, sprucing it up with all the usual
timekilling junk: pool tables, girlie mags, basketball hoops,
pinball, punchbags - “for fucking tension,”said Ulrich.

He needed it, too. For Bob Rock and Metallica, One On One
was a torture chamber, pure and simple. Like agolfcoach
rebuilding a pupil’s swing, Rock set to work on Metallica. He
began by having the band play the songs through together,
creating agroove and afeel. The method ran directly opposite
to Metallica’s usual working practices. “The whole first three
months of pre-production were very difficult. They were
suspicious,”noted Rock.

Lars suffered the most. The new groove and feel had to
originate from him. As adrummer, he had built his technique
around complexfills and flourishes, embellishing already long
and involved tunes. “l used to be concerned with the timing
and lengths ofasong when we were writing them. But this
time I didn'teven want to think about it. Before, it was always
about not fucking up; it was never about letting the music
carry you someplace. We spent a lot of years trying to prove to
ourselves and to everyone out there that we can play our
instruments -y ou know, listen to this big drum fill I'm doing."
Rock and Ulrich each wanted simplicity. Not for its own sake,
but to highlight the purity and power ofthe songs that they
were refining. Ulrich, though, had trained for years to produce
the exact opposite.

The band shot some home-video footage ofthe early
months in pre-production. Some of it features Lars, fingers
up, sweat sticking his hair to his face, losing his rag as pushes
him through innumerable rehearsals, countless Lars had to
re-learn alot of technique as he adapted his style the
requirements of the sessions. Even when he had nailed
essential purity that he and Rock were searching perfectionist
producer was still insisting ofupwards oftakes for every song.

Atthe same time, Rock was fighting the band’s reluctance
relinquish all their past habits - and also their natural
tendencies to bait him, to test his worth.

In interviews for the ClassicAlbum DVD series, Lars noted:
“In retrospect, the nine months we spent in this room were
pure hell. We werejust really reluctant. The door was open
just enough for Bob to open it more and pull us through. It
became about avibe and a moment.”

The die was cast, though. There would be no turning back.
The alternative, as Lars knew, was not worth considering.
Metallica must grow, or whither on the vine. *>
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ock began by making
suggestions.

Hundreds ofthem,
some good, some
mad. At first the band were
inclined to blow them off, but
slowly he began to make an
impression on them. The first
shift was really a mental leap,
especially for Lars and James.
“Our reaction to his
proposal was initially
negative," confessed Lars. "But
when the first few songs
started to develop we realised
that the shit we were doing
was a little more open-
minded. In the past our stubbornness had been one ofour
shortcomings, as well as one ofthe reasons for our success.”

Lars also took heart from the songs they had written. Rock
wasn'ttrying to impose anything that the band felt wholly
alienated by, he was concerned more with showing them the
boundaries of possibility.

“All 12 songs are ours," said Lars. “They were written before
we went into pre-production, but Bob was great at helping us
build up the whole sound. Everybody put their ideas more on
the table. Last time itwas: This ismy drum sound and fuck
you!’Bob's forte was that he was able to drag good
performances out ofus, especially the vocals.

“In the past, certain things were sacred. We had the
almighty Metallica guitar riffand nothing could mess with it.
Bob would say: ‘You've already played that riff 92 times. |
think people have it in their heads now.’ So he'd put shiton
top ofitto giveittexture. And that’s been foreign to us. The
main idea was to keep an open mind. A lot ofgreat things on
the record came from not saying no.”

Hetfield, too, was unequivocal: “l don’t think we need to
justify ourselves atall. We're doing our shit our way. The
integrity is there and we still get to see all our shit from start to
finish. Weve got the best people working for us now, people
who respect our integrity, and if outside people supply us with
good ideas for Metallica then why not listen to them?”

Along with the external pressures, the contradictory forces
ofwanting change but rejecting its methods, and all ofthe
quirky personality clashes and coded alliances within the
band, Bob Rock was dealing with some other weird stuff, too.
Lars liked to work at night. James Hetfield preferred the
daytime so that he could go outside, “take a few breaks, feel

some sun.” So Rock ended up there at all hours. “24- 7,
burning the midnight oil,”says James.

The Black Album was, above all, to be I letfield’s album. “It
just got a little too easy to keep writing lyrics like the .. .Justice
shit,” he said. “It’s too easy to watch the news and write a
fucking tune about what you saw. Writing shit from within is
alot harder than writing the political shit, but once it’s out it
feels alot easier to putyourweight behind it, especially live.”

“When the song isgreat and you add a lyric that takes it to
another level, there’s no better feeling. There’s a big satisfaction
in that. But 1don’t know, it’s a proud kind offeel: ‘Here’s my
baby; look at my kid.’

“I'm not the kind ofguy who'll sit down and read novels or
poetry and | don’t write nice little poems. The only way is to
go inward and to be alittle bit more universal, things that
touch everyone.”

James did, especially with songs like Nothing Else Matters
and W herever | May Roam, which were concerned with the
brotherhood ofthe band on the road, and The God That
Failed, a particularly personal song about his childhood. The
soundscapes that the band and Rock were creating, though
lush and broad, had the new simplicity that they’d been
aiming for. “The simplicity ofthe songs left it wide open for
the vocals to take over,”said James. “For me that was a first.”

Ten years later, Hetfield said of Rock: “l wouldn'tbe where |
am today without his willingness to open my mind and push
me further into different singing styles and moods.”

Rock in turn appreciates the breakthroughs Hetfield made:
“There's a real human quality to the album. James took a huge
leap. The album stands as a very personal album.”

ith Rock getting the performances he wanted

from Metallica, they were beginning to grasp

what was possible. It was becoming apparent that

the Black Album would be something special.
There was one more major breakthrough to come: Metallica
would cut aballad. Their first. Itwould be abig one. With a
symphony orchestra.

James was on the phone to afriend one evening, and was
messing around on his acoustic guitar at the same time. He hit
on a little melody picked out on the bass strings, and hung up
quickly when he realised what he was doing. “l had no
intentions ofit being a Metallica song, it was a personal song
forme," he said. “l didn't even think they’d like it. It was just
me writing for me.”

The tune was called Nothing Else Matters. Lars Ulrich: “It
was a song you couldn't putborders around. So when Bob
suggested the orchestra, Iwas open to it.”

With Nothing Else Matters, Metallica had transgressed
every boundary they'd set for themselves, and every one set by
the media and public expectation. They had proven that
heavy, powerful music could come through more than one
medium. They’'d added anew dynamic to their music and
opened their appeal beyond genre. They’d cracked it. It wasn't
until they’d fleshed out the 12 tunes that they realised how far
from their thrash roots they had progressed.

“I'm sure we're gonnaget a lot ofpeople saying we're selling
out,”said Lars,”but I've heard that shit from Ride The
Lightning on. People were already going: ‘Boo, sell out’back
then. One side ofme wants to sit there and defend it- just cos
they’re short songs doesnt mean they’re any more accessible

"I RESENTED BOB ROCK. WE
DIDN'T SPEAK FOR A YEAR
AFTER THAT RECORD WAS
MADE. ITWAS UGLY, NASTY."
LARS ULRICH



-and the other side says I don’t give a fuck.”

Hetfleld, for his part, never even considered the style ofthe
music he was making: “I never had the big picture ofthis
album that Lars did. To me itwasjust abunch ofgood songs.”

What weighed on Hetfleld, and on the restofthe band and
Bob Rock, was the weight oftime. They had been in the studio
for nine months. Their skin was turning grey. They had cabin
fever. “We've seen four other bands come through and do
their albums,”said Hetfleld, “and some ofthose guys have
already gone on tour.”

Rock remained utterly fastidious as the album neared
completion. Everything was ‘big and weighty”. He would
spend five hours patching a perfectly pitched note into a
Hammett solo. He would push Ulrich through 40 takes for
“the magical verses and choruses”, then cut them together
“into one magical track."

“Seven months in the studio with Metallica tends to change
aman. And Bob’s been changed,” laughed James. “He’sgot a
few more grey hairs, a few more wrinkles, he grew a tumour,
and has some sore knuckles from hitting the studio walls.”

Final mixes were done in New York. Enter Sandman took
10 days. As time ground Rock, Ulrich and Hetfleld down,
Holier Than Thou was mixed in one last, desperate session.
That was ironic. Lars and James had feltthat Holier Than
Thou would probably be the first single to be released from
the record when they had completed the initial demos at
Lars's eighttrack home studio. By contrast, Enter Sandman
didn’t even have aname at that stage.

Itwas an example ofthe record's natural evolution. Rock
had first described Sad But True as a “Kashmir forthe 90s”, yet
itwould be the grandeur of Nothing Else Matters and The
Unforgiven that filled that role. In dispelling the public’s
preconceptions ofwhat Metallica might achieve, they had
dispelled their own as well.

Ten years later, Lars Ulrich spoke with a
wonderful candour about the sessions that
changed his life. “l resented Bob Rock,” he
said. “Me and Bob Rock didn't speak for, like,
the firstyear after that record was made. It
was ugly, nasty. I'd never made arecord
that took that long to make. Then
something strange happened a year or
two after that and we became friends.

Now I can't imagine making an album
without him.”

The rest ofthe band understood, too.
As did Bob Rock: “Youjust can't argue
with the songs,” he said.

Lars: “There were definitely alot of
planets aligning.”

James: “Itwas a long, slow build. It
feltgood to get the recognition.”

Lars: “To have one record like that in
your career, it’s truly amazing.”

Bob Rock: “When 1listen to tapes
now, | hear the hours and the
time and the conflict.”

Metallica had made their
‘out-of-thebox’ decision,
and it paid off. They
became the cliched rock
juggernaut, touring
endlessly. When they
did call ahalta couple
ofyears later, they
were made-
commercially,
artistically financially.

Because ofthe Black
Album, life for
Metallicawould never
be the same again. ©

The Black Album was very
much James Hetfleld's
album.

METALLIC?

METALL CA
METALLICA

Making it nearly destroyed
them, but it turned them
into global superstars.

WORDS; PHILIP WILDING

: time 0f 1988's ...And Justice For All,

Metallica had taken their expansive,

heavily arranged sound to an almost

unnatural conclusion; ‘convoluted' doesn't
quite describe the way the band were now sounding. And
although songs like One and Harvester Of Sorrow grew
out of this increasingly sophisticated and creative regime,
other material broke up on impact. It was dense and
unwieldy, and not helped by a bone-dry production that
drove Jason Newsted’s bass all but out of the mix and
even had Lars Ulrich wondering out loud some
years later: "Why did we want a drum sound like
matchboxes being hit?"

At the start of the 90s, Metallica went back to basics.
They shocked fans (easily shocked fans, admittedly) by
employing former Motley Crue producer Bob Rock to
work on what would be their fifth album. Self titled, but
dubbed the 'Black' album, its artwork frew comparisons
with Spinal Tap. That, of course, was until people heard it.
Rich and brooding and dark it might have been, but it was
almost always about the songs first. Even someone at
their record company must have noticed as the band
launched the album with a listening party for 10,000
people at Madison Square Garden.

Several days later, at midnight, record stores across
America opened their doors to an eager audience who
propelled the album to the top of the US chart where it

stayed for a month. A three-year long world tour later,

and it had sold in excess of 15 million copies. It had the
kind of shelf life that managed to sustain five singles
(in the US), and in Nothing Else Matters a song you
could dance to with your girlfriend. The album
was so dazzling that no one even felt betrayed
when James Hetfield started crooning at them.
It became a high point of a live set usually
designed to bludgeon an audience.
Every great band takes the true artistic high
ground once, and the Black
Album was the momsent
when Metallica fourid their
footing.
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ALEDNEER TV

Nirvana's Nevermind album
toppled Guns N' Roses' Use
Your Illusion Il from the top of
the US chart. We look back at
the album that simultaneously
introduced 90s grunge and
sounded the death knell for
80s 'hair metal'.

JONHOTTEN

ack in 2002, not long after the 10th
anniversary of the release of
Nevermind, Dave Grohl and Krist
Novoselic, the surviving members
of Nirvana, were interviewed by
Rolling Stone. As they spoke, the era
of Guns N’ Roses, Sunset Strip and
style-over-content had become a
faded holiday snapshot; now

the industry love-buzz was all about rock’n’roll

again: the Strokes, White Stripes and the rest

of the new wave of trashy, disposable good-time

music. Hedonism was back on top, and the

rain and doom of Kurt’s day seemed like a long,

long time ago.

Rolling Stone writer David Fricke, who had
conducted some of the best-known interviews
with Nirvana in the early 90s (despite Kurt’s view
that “Rolling Stone sucks, has always sucked, and
still sucks. Having us on the cover isn’t going to
make Rolling Stone any cooler”) asked Dave Grohl
whether he felt that Nevermind had an impact on
the music he was hearing today.

“That would be far too egotistical,” Grohl said.
“I'm proud that | was a part of that band, that | had
an opportunity to mean so much to so many
people. When the Foo Fighters play shows, kids
will walk up - kids from new bands who are huge,
who are 22, the same age | was when we did
Nevermind - and they tell me that I was a great
influence on them. And all it does is make me feel
old, like Neil Young or something.”

Charles R Cross, Cobain’s biographer and the
former editor of Seattle music paper The Rocket,
concurs: “I feel Kurt’s songs will be remembered
long past the celebrity of his fame and his brief
place on the pop charts. I think the songs he wrote
were so full of emotion and risk, that they will
mean something to future generations. I've been
surprised by how many young readers this book
has had, and I think we are already seeing a new
generation discover Kurt and Nirvana.”

More has been written about Kurt Cobain’s
suicide than about his greatest record. We know
far more about the last years of his life than we do
about almost every other star of similar stature.
WeVe read his suicide note, seen his dead body,
watched his wife grieve, heard about his drug
addiction. We've read the many books, seen the
documentaries. We know where he bought the
gun, where he bought his last hit, and we've
retraced his last steps. We know pretty much all
we’re ever going to know about his death. Only
now, with the desire for information having been
sated, are thoughts turning back to his musical
legacy, and what it will mean over the next 10
years. Kurt tried hard to escape from the impact of
Nevermind, tried hard to play it down, to deny its
greatness and even to disparage it, but it remains
the centrepiece of his career.
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It’s hard to believe it’s such a revolutionary
record - for people in the band, around the band,
in the world,” Krist Novoselic told David Fricke.
“There’s a lot of power in the record, but it wasn't a
Sgt. Pepper with symphony orchestras, it was just a
rock’n’roll record. It could have come out in the
1970s or 1980s. Maybe that’s part of its big success.
You can chase after this idea or that concept, but
this was stripped down, with a lot of feeling. That’s
the magic right there. There was no pretension.”

Nevermind was such an unlikely hit that even as
the band were making it- aware that they were
signed to a major label in Geffen, and that they
had some quite spectacular songs - they found it
impossible to conceive that it could be such a
thing. “It didn’t seem possible,” Grohl contended.
“The charts were filled with fucking Mariah Carey
and Michael Bolton. It seemed like we were about
to make another pass through the underground.”

Before the band began the sessions with Butch
Vig in April 1990 for what was planned as the
band’s second full album for Seattle’s Sub Pop
label, there was nothing in Nirvana’s recent history
that suggested superstardom. Their first record,
Bleach, cost precisely $606.15 (less than £400) to
make. It was nothing more than a minor hit fora
hip little label. And if Cobain had any of the
glorious pop sensibilities of Nevermind in his early
writing, he was quick to bury them under the
feedback and angst.

The band went through a two-year period of
upheaval. They undertook their first domestic and
international tours. Kurt dated and then broke up
with Tobi Vail of the band Bikini Kill. Nirvana
brought in a second guitarist, Jason Everman, who
quickly left and joined Soundgarden. Nirvana’s
drummer, Chad Channing, also left, and Kurt and
Krist found it very hard to replace him. Their
original drummer, Dale Crover, helped out on a
seven-date tour of the West Coast; Mudhoney’s
Dan Peters played on the Sliver single.

Sub Pop were going broke. Cheques for $100
were bouncing. “We decided to cut out the middle
man,”said Kurt, as Sub Pop looked into
distribution details with a couple of major labels. “I
felt guilty because | wanted to be on their label
still, because they’re people who share similar
thoughts. | kind of felt like the enemy at the time.
But there was nothing that they could do to change
my mind. It was just too risky.”

Butch Vig was an all-around nice guy who was
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“| was trying to write the ultimate pop song.
| was basically trying to rip off the Pixies.

| have to admit it.”

KURT COBAIN ON SMELLS LIKE TEEN SPIRIT

something ofa veteran of the US underground
punk scene. He'd worked with Killdozer, Tad and
a pre-fame Smashing Pumpkins. Sub Pop’s
Jonathan Poneman sent Nirvana to him to record
demos, saying: “These guys are going to be bigger
than the Beatles.”

When they went into Smart Studios in Madison,
Wisconsin, Vig quickly picked up on the tensions
between Kurt and Krist and Chad Channing. Krist
told Vig he wanted the band to sound heavy. Kurt
told him: “We want to sound slower and heavier
than Black Sabbath. Turn off the treble.”

Vig could do that, but he was also a self-
confessed “pop geek” When he heard the seven

songs Kurt brought along he quickly saw that Kurt
had finally absorbed his love of Cheap Trick and
The Beatles into his punk rock agenda.

“Ithink of them as pop songs,” Kurt said. “There
aren’t songs as wild and heavy as Paper Cuts or
Sifting [from Nirvana’s Bleach]. That’sjust too
boring. I'd rather have a good hook.”

Ofthe seven songs they recorded, five ended up
on Nevermind. The version of Polly they cut went on
after aremix, others changed slightly: Breed was
then titled Imodium, Stay Away was called Pay To
Play; In Bloom and Lithium were worked over.

The sessions were bootlegged quite extensively,
and by late May 1990 Nirvana had come to
the attention of most of the major labels. Sliver
was released as a stop-gap, and they parted
company with Chad Channing.

Krist phoned Butch Vig and asked him if he’d be
interested in producing an album for a major label.
Vig said sure. By September they’d hooked up with
Dave Grohl. Kurt called Butch Vig and told him:
“I've found the greatest drummer in the world.”

“Kurt was kind ofa drummer himself,” Dave
Grohl told Rolling Stone. “When he would play
guitar or write songs, ifyou ever looked at his
jaw he would be moving his jaw back and forth,
like he was playing the drums with his teeth.

He heard in his head what he wanted from a
rhythm, and that’s a hard thing to articulate. |
think one of the reasons they wanted me was that |
sang back-up vocals.”

Nirvanasigned to Geffen on April 30,1991,
with Krist Novoselic taking the major role as the
band member representing Nirvana’s interests.

“We weren’t even paying attention,” he told
David Fricke. “I'd be the one who’d talk to the
attorney: ‘How’s the deal going?’ Then one day we
signed all the papers - and ordered sandwiches.
We ate sandwiches and signed papers, and that



was it. We didn’t know what we were getting into.

We got all this money for an advance, and we spent

it all on studios, videos and taxes. But | remember
we were adamant about creative control. We got
that.”

“It was unbelievable,” Grohl says. “We went
from selling amp heads and Love Buzz singles for
food to having millions of dollars. | remember the
first time we got a 1,000-dollar check. We were so
excited. | went out and bought a BB gun and a
Nintendo —the things that | always wanted as a
kid.”

Nirvana kept a strong work ethic, though. They
drove 60 miles daily to rehearse in place in
Tacoma. Kurt worked and worked on the songs.
Krist remembers InBloom starting out “sounding
like a Bad Brains song”, but then becoming more
and more refined by Kurt’s persistence. On the day
that Kurt turned up with the opening riff to Smells
Like Teen Spirit, he made the band play it solidly for
an hour and half.

“l was trying to write the ultimate pop song,”
Kurt confessed. “l was basically trying to rip off
The Pixies. | have to admit it. When | heard The
Pixies for the first time, | connected with that band
so heavily I should have been in that band.

“We used their sense of dynamics, being soft
and quiet and then loud and hard... .Teen Spiritwas
such acliched riff. When | came up with the guitar
part, Krist looked at me and said: That is so
ridiculous.”

The band travelled to LA for the Nevermind
sessions, with Krist and his wife Shelley driving
down in their VW camper with all the band’s gear
in the back.

They stayed in an apartment block called the
Oakwood, where Kurt was soon receiving visits
from Courtney Love, singer with Hole. “l thought
she looked like Nancy Spungen [Sid Vicious’s
girlfriend],” he said, wickedly.

“l thought he’d got Dave Pirner damage, but way
cuter,” Courtney retorted, referring the pin-up
singer ofalt-rockers Soul Asylum.

The band recorded through May and June at
Sound City studios in Van Nuys, an unlovely
suburb. “It was really nice to find yourselfin a
totally warm, tropical climate,” Kurt said. “l don’t
think it would have turned out nearly as well if we
did it in Washington.”

They worked 10-hour days, breaking the

It’s hard to believe it’s such a revolutionary
record - for people in the band, around
the band, in the world”

KRIST NOVOSELIC ON NEVERMIND

IRMA

monotony by playing goofy covers of Alice
Cooper, Black Sabbath and Aerosmith. Kurt’s
vocals were so well-worked out that his takes
were incredibly consistent. Butch Vig was able to
mix and match to achieve the perfect result. The
only song that proved at all problematic was
Something In The Way, the melancholic album outro
that Kurtwrote just a week before recording.

Vig solved the problem by recording Cobain not
in the booth but on the studio sofa, with his nylon-
string acoustic guitar.

“It’s so strong,” Novoselic said of the finished
album, 10 years on. “There are no weak moments
in it. | don’t ever skip over a song. Each song has
something to say. We were well-rehearsed, we
went in and just knocked it out. It wasn't self-
conscious. It poured out."

Dave Grohl has his own favourite memory of
the sessions: “The only demos we'd done were on a
boom box - we were used to hearing it sound like
a shitty bootleg. All of a sudden you have Butch
Vig making it sound like Led Zeppelin IV. And as we
were mixing the album, Krist and Kurt and | would
take a tape ofthe songs and just drive around the
Hollywood Hills, listening to it. That was
something else.”

Nevermind was released on September 24,1991.
Throughout 1992 it was the most talked about and
most imitated record in the world. Grohl says that
he wishes they’d delayed six months before putting
the album out, and allowed it to grow more
organically. “From the time Nevermind came out to
the time that Kurt died is not even three years,”
Grohl said in Rolling Stone. “That’s not enough time
to get used to something that life-altering.”

Soon Kurt was resentful of the ubiquity of
Nevermind, and feeling almost cheated by its
success. He responded by decrying its sound and
denying its brilliance.

“There was that punk rock guilt,”says Grohl.
“Kurt felt, in some way, guilty that he had done
something that so many people had latched onto.”

Butch Vig told David Fricke: “There are
moments when | think about what that record did
to him. Maybe if he hadn’t had that success, he’d
still be around. It’s hard to know.” f
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Drugs, rifts, hirings, firings, general chaos and the sound of a band falling apart.

Slash, Duff McKagan, Steven Adler and more tell the story of GN'R's Use Your Illusion.
Words: Jon Hotten mPicture: George Chin

If / egot these gigs supporting the Rolling Stones. We're massive

1V / Stones fans, so that’s great forus. We get down there and the
1 1 / Stones each have their own limo, their own trailer, their own
il I lawyer - you know, Mick has one, Keith has one, Charlie has

, pl one... lIrememberturning around to lzzy and saying: ‘Man,

f 1 we’llneverbe like that.” O fcourse, six months later,
[ thatwas us.”

DuffMcKagan leans forward in his chairand uses both
hands to push his hair back from his forehead. Two decades
on, and he’s stillsomewhat bewildered by the
speed with which things unravelled for the five
original members ofGuns N’ Roses. The last to
leave, hanging on heroically until August
1997, he tries hard to reconcilethe memories uv
ofthose early years with the train wreck
thatwas to come.

“You know,”he says, “I'm still not sure
that I can tell you exactly what happened, 0
and lwas there.” V-

Fora few brief, bright months in 1991
- beginning on the 17th of September at
midnight, to be precise- Guns N’Roses
achieved that rare state: they were the biggestband
in the world. At that moment, Donald Trump wasina
limousine with five models, heading for Tower Records
in Manhattan, on his way to buy Use Your Illusion | and II, the
new albums that were, in a music industry first, being released
simultaneously. Stores in every major city were opening at 12
in order to sell them. Slash, who was burned out by their creation
and about to take a holiday in Tanzania, interrupted hisjourney to
the airport to stop offat Tower on Sunset Boulevard to watch the
records go on sale from behind the two-way mirror in theback ofthe
shop, the very same mirror from which store detectives had arrested
him for stealing cassettes ten years earlier.

“Itwas,”he says ruefully, “a magic little moment. Then I took off
and went to Africaand got away from it.  went out to the Maasi Mara
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for acouple ofweeks, and that’s about as far removed from ‘rock star’
asyou can get.’

When he returned, Use Your lllusion 1l had sold 770.000 copies and
was at No.l on the US Billboard chart, while Use Yourlllusion I had sold
another 685,000 and stood at number two.

“Yeah, we had overnight success,”says Alan Niven, the man who
managed Guns N’ Roses almost to that point. “Ittook us three years.
The momentum you try and create then creates its own momentum.
Ifyou’re Sisyphus and you're rolling the rock up the side of the

mountain it’s hard freaking work. Then you get the rock to
the peak ofthe mountain and suddenlythe damn thing rolls
away from you. Your labour turns into lost control."
His control was gone already. He had been
« fired by Guns N’Roses months before the albums
were released, fust as it would with Slash, Duff,
lzzy, Steven and Axl, success was about to
extract its price from Alan Niven.
“Itputmein areal black pitat one
point,”he admits. “Itdid all ofus. Look at
what happened. They never made another
meaningful record. Izzy was gone three
months after Iwas. Itjust devolved from that
point, because from then on, the shiftwas
between ayoung up-and-coming band to something
thatis more recognisable today, which is basically, it's AxI’s
band, and you can be sidemen for as long as | pay you.”

uns N’Roses had always been fuck-ups, itwas part oftheir appeal.
Tom Zutaut, the young A&R man who’d signed the band to
Geffen, was fighting not to have them dropped before theyd
even released an album. He’d almost had to beg Alan Niven
to take them on as they drifted towards self-immolation.
Niven had agreed, in partbecause “the situation was so fucked up
I couldn't make itworse”.
Niven's managerial strategy was based on the one that Peter
Mensch and CliffBumstein had used with Metallica, another ot
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uncompromising,

hard-sell ofa band;

underground at first,

and then maybe gold

with album number

two and iftheygot

really lucky, platinum

after that. “Nobody

knew it would explode

as itdid,”says Niven.

"Anyone who

says they did is certifiable.” He
planned to build a profile in the UK
to gain credibility in America.
When the band appeared at
Donington in 1987, they had sold
7,000 records. A week later, it was
75,000. By the Spring 0f 1988,
Appetite For Destruction had
irresistible momentum behind it,
and all bets and strategies were off. The results
ofselling millions and millions ofrecords were
disorientating, terrifying even.

“Idont want to speak on the otherguys’behalf,”
says Slash, ‘but | went from a gypsy troubadour-
type kid without anything, through touring with
Guns and all those experiences just basically living
on the road and never really living anywhere else,
and thenjust sort of thrown into superstardom and
not knowing how to handle that. Not having any
domestic skills for living at home. Just not knowing
which way to turn and not knowing whether I was
happy or not. And then pulling into a major drug
depression and having to get itall back together to
go in and make the second record and being
completely disjointed.”

“We allbought our houses and we all had our
friends, and our friends would be saying: “You're
the glue that holds the band together’,” nods Duff
McKagan. “And we're all getting that. You don’t
know what to think. It’s never happened to you
before. The record finally broke in the States a year
after everywhere else. AHofa sudden we came
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rack to LA, and everyone in the clubs,
they're all dressed like us. Imagine
coming back and you're acultural
phenomenon. People are dressing like
you. Your music is being played on the
radio all the time. You walk into a
grocery store and you're on the cover
ofRolling Stone, and
people see that magazine
cover and they seeyou
and they’re freaking out.
This is in the grocery store
I've alwaysgonein...”
Alan Niven didn’t need
to be astudentofrock’n'roll
history to understand what
would happen next. He
fought fires, and while he
did, hebought time with a
mini-aloum, GNTR: Lies.
“One ofthe things I'm
proud ofisthat at least none ofthe band members
died on my watch,” he says, his voice slower now.
“Thattook a lot ofeffort. The bottom line is, you
have to help them fight the battle, but only they can
win the war. Slash went cold turkey in my home
one time. I cleaned the vomit from his mouth,
made sure he got clean. Then as soon as he’s clean,
he calls a car and goes straight to his dealer. That
was the sort of thing you were dealing with.
Youd call Slash, say: ‘Come into the office, you've
gotan interview with Guitar Player magazine’.
There was no interview. He'd come in and you'd
stick him in a car, fly him offto Hawaii and put
him on agolfcourse where he couldn’t score. We’d
do thatsortofthing.

“l put Steven on aplane one nightto go to
Hawaii, and he’s sitting in first class yelling: ‘We're
all going to fucking die... the plane's going to
fucking crash...’ O fcourse, they invite Mr Adler to
exit the plane at that point, and so he’sback into LA
and he can get to his dealer and his dealer can get to
him and we're fucked all over again.”

ands exist as delicate ecosystems. Change in

one partcan affect others in unexpected and

unpredictable ways. As Steven Adler has argued

long and hard in recent years, GN'R and
Appetite For Destruction had something unique, a
rough magic that rose up from its constituent
parts. “The five ofus, we're brothers,”he says, even
now. “And what do brothers do? They fight.”

Guns N’Roses were fuck-ups, and the biggest
fuck-up in Guns N’ Roses was Steven. “He was
suffering the worst and couldn’t pullitback,” says
Duff, who remains in contact with the drummer.
“We had this unwritten sort ofcode - pullitback
when it'ssensible, when it'stime to record or time
to play ashow. Pull itback. Checkyourself. There
had been a few times where we’d check each other.
You know: ‘hey dude...’And that’s all you'd have
to say. Itwas a sort ofhonouramongst thieves. But
Steven wasn't able to pull it back time and time
again. The irony wasnt lost, even then. Slash and
1told him quite a few times: ‘Dude, it’s us talking to
you. Ifwe'retelling you you're getting too fucked up,
you're getting too fucked up. Look who's talking to
you. We're the guys that everyone else is worried
about, and we’re worried about you.’ It was really
heartbreaking. We warned him too many times.”

“It was totally regrettable,”says Slash. “But the
band finally got to the place where we wanted to
make arecord, which was a hard enough place to
getto... We're talking about the span ofabouta
year, which to us was like a lifetime, and Steven...
we could not get him back to front. We were
resigned to the fact that he wasnt going to be able to
doitin the time frame that we needed to getgoing,
because we might miss the bus. We might fall apart
again and take anotheryear to get it together.”

In the summerof 1990, the window seemed to
be open. Butevery time Adler went to the studio,
he blew it- too drunk, too stoned to function. The
band had a lawyer draw up a legal document
informing him thathe would be fired. They thought
itwould scare him but it had little effect. “All the
way up to getting Matt Sorum to play on the record.



we thoughtthat would get Steven back,” says Duff.
“Then we realised, it’sjust not going to happen. It’s
justnot. lwouldn't be being honestifl told you

I knew exactly the point.”

"In no way was it minor,” says Alan Niven.
“Firingamember ofaband isa pain in the ass. It
was incredibly painful and frustrating.

I'vegot to confess I'm still capable of
aflash ofred hot anger with
Steven atthat.”

Adler’sown recollections
ofthe momentare
fractured, perhaps
understandably given the
state he was in. “Man, |
was fucked up, and I have
never denied that, |
couldntreally deny it
because it was pretty fuckin'
obvious.. hesays.“Butl
wasn't the only one. |
remember one day Slash called me
to go to the studio and play CivilWar, |
think it was. I'd been given an opiate blocker
by a doctor. I still had opiates in my system and it
made me so sick. | must have tried, like, 20 times to
playit, but I couldn’t. | was very weak and I didnt
have my timing. Slash and Duffwere shouting at
me and telling me | was fucked up.

“lgot a call a few weeks after that and 1 had to go
to the office and there was all these stacks of papers,
contracts, for me to sign, and I realised that | was
being fired. Itended up with me havingto go to
courtto get my royalties and my writing credits."

[In 199 3, Adler was awarded a reported
$2.25m inan out-of-court settlement
for his contribution to the band
priorto Use Yourlllusion. He
does not have any writing
credits on UYI]. Adler was
sacked by Guns N’Roses
onJuly 11,1990
ostensibly for being
unable, through drink
and drugs, to fulfil his
duties. Yet for many
years, arumour has
circulated that itwas an
incident in which AxIRose’s
wife, Erin Everly, OD-ed at
Adler’s house that soured his
relationship with Axl. Ina 1992
interview, Rose claimed that Everlyhad been
found naked’,and was taken to the emergency
room. “l had to spend a night with herin an
intensive care unitbecause her heart had stopped,
thanks to Steven,”he said. “She was hysterical and
he shot her up with a speedball. She had never done
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jack shitas far as drugs go, and he shoots herup
with a mixture ofheroin and cocaine?”

Ina 2006 interview with the Metal Sludge
website, Adler denied giving Everly drugs, claiming
that he wasjamming in his house with Hanoi
Rocks guitarist Andy McCoy when McCoy’s wife
turned up with an already intoxicated Everly:

“l called the ambulance and saved her,” claimed
Adler, "[and] this bitch [McCoy’s wife] tells AxI
1 gave her heroin. He calls me up and says he’s
coming over with ashotgun to killme...’

“l kept myselffrom doing anything to him,” AxI
told DelJamesin 2. “l kept the man from being
killed by members of her family. I saved him from
having to go to court, because her motherwanted
him held responsible for his actions.”

‘Axl was fucking convinced that Erin had been
overdosed,”says Niven today. “Well that’s going to
go down well, isn't it? That really helped everybody.
Isitany surprise we got to the point thatwe had to
seriously consider getting someone else?”

With Steven Adlerwent that ecosystem. Other
drummers could drum, but they couldnt drum
like Steven. “Let me say this,” adds Niven. “Steven is
not the world’s best drummer by any stretch. Duff
even had to show him what to play sometimes. But
he had a quality thathe brought to the band that
anybody would acceptas being part o fthe magic.
He had such an enthusiasm for what he was doing.
Matt isacompetent drummerbut he can’t replicate
that. He has a great consistency but he also has a
heavy hand. He cannot match the feel that Steven
had. So did we want Steven to go? Fuckno.”

Izzy Stradlin, whose gloriously offhand guitar
playing itselflent such groove to the music ofGuns
N’Roses, also felt Adler’s absence diminished the
band: “[Itwas] a big musical difference,”he told
Musician in 1992. “The firsttime | realized what
Steve did for the band was when he broke his hand
in Michigan [in 1987]. Tried to punch through a
wall and busted his hand. So we had Fred Coury
come in from Cinderella for the Houston show.
Fred played technically good and steady, but the
songs sounded just awful. They were written with
Steve playing the drums and his sense of swing was
the push and pull that give the songs their feel.
When thatwas gone, it wasjust... unbelievable,
weird. Nothing worked..

Adler’s replacement, Matt Sorum, was no
stranger to alittle chemical enhancement himself,
as he told Mick Wall: “Here | was replacing the drug
addictdrummer, right? But he did heroin and I had
cocaine.” Nonetheless, Sorum had control of his
lifestyle. Itis only in the last two years that Steven
Adler has been able to acknowledge that he did not,
and that his failings had played arole in his dismissal.
It’s a process thatbegan with an appearance on an
American reality TV show. Celebrity Rehab With Dr
Drew, in 2008.

“Iblamed Slash and Duffand lzzy and AxI for
my downfall for a lot ofyears, but when I started
working with Dr Drew Pinsky, | learned that I got
to talk about these things and get them outofmy
system,” Adler says. “l needed to apologise to Slash
forblaming him for everything that happened to me.
Once | did that, it was like this huge weight lifted off
mybody... Now I can move on."

“Looking back,”says Slash. “ think thatlosing
Steven was one ofthe major components in the
disintegration ofthe original band, but I think
that was more Axl anyway Steven was just the tip
ofthe iceberg.” -
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ne thing that Guns N' Roses always had was

music. They may have been stoned, but they

were not standing still. Unlike many second

records, material was nota problem. November
Rain, perhaps the pivotal song on Use Your Illusion,
pre-dated Axl joining the band. A 20-minute
acoustic demo ofthe tune was recorded very early
on at Sound City in Los Angeles. Dont Crywas, Axl|
remembered, the first song the band ever wrote
together, a song about a girlfriend oflzzy’s: "l was
really attracted to her. They split and 1was sitting
outside the Roxy, and you know, | was like really in
love with this person, and she was realising this
wasn't going to work, she was telling me goodbye.
We wrote it in about five minutes.”

Alan Niven had insisted that some material from
the Appetite For Destruction sessions be held over:
included in that was You Could Be Ming, Back O ffBitch,
Bad Obsession and The Garden. In addition, Slash, 1zzy
and Duffwere all prolific, and fast, writers.

“It was so splintered and such a struggle but
I remember we finally got together afterjust a major
rollercoaster ride ofups and downs,”says Slash. “It
was at my house on Walnut Drive in the Laurel
Canyon hills. We compiled 30 fucking songs, more
than 30 songs, in one evening. Thatwas the one
time in all ofit that Iremember that the band felt
like itself. Just the guys like | was always used to
- lzzy, Duffand Axl. We managed to puta focus on
36 songs. That was the only group writing session
we had where we were all together in one room.
That was avery poignant moment. And the next
thing you know we were looking for drummers.

I remembered seeing Matt with The Cultand
thinking thathe was the only good drummer I'd
seen, and calling him and having him come down.
We started rehearsing this material and next thing
you know we’re in the studio. Getting the basic
tracks together so that we could play them front to
back actually happened really quickly. But that’sa
hell ofalot of material and it was an epicjourney.’

Slash had an 18-minute song, Coma, that he had
written: “while lwas completely stoned”. Duffhad
SoFineand Izzy had his usual raft ofdrop-dead cool
rock’n'roll songs: Pretty Tied Up, Double TalkinJive, You
Ain’t The First, 14Years and D ustN’Bones.

“And,” Slash remembers, “there were other songs
that Axl had, that | had never heard before. Songs
that he had written with West Arkeen, back in the
day.” Arkeen, a wild character ofthe sort you only
seemed to get back inthe 1980s who died ofan
overdose in 1997, had a co-credit on The Garden,
Bad Obsessionand Yesterdays, as well as Its So Easy
from Appetite For Destruction. Axis friend Del James
also received acredit on YeSerdays and The Garden.

“lwas good friends with West, but I never wrote
with him,”says Slash. “We hung outand jammed
acouple oftimesbut there was only a couple of
songs I was everaround where | was there with Axl
and we were all playing together. West and Axl and
Del and Duff, that was more what that was like.
Ididn’t mind. As long as the song was good and
I could do something with it. | remember Its So Easy
being one ofthose songs that when Ifirst heard in
itsoriginal form lwas like, whatever’,but then I got
to itand changed it to what it sounds more like
now. I remember The Garden being really good. But
no, I didn't mind too much. I was usually too
preoccupied doing whatever debauched shit | was
doing. Ifeverybody was busy doing that, nobody
was looking over my shoulder while 1was doing
what | was doing."
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Although the band’s existence was precarious,
their situation remained extraordinary. Appetite...
continued to sell in its millions, and die non-
appearance ofits follow-up gave Alan Niven
leverage to do things that had never been done
before. Success in the music business, like success
in most businesses, is built on having something
that someone else wants.

"I'm getting alot ofpressure from an individual
called David Geffen, saying: 'When am lgoing to
get my fucking record?”” says Niven. “His agenda
was that he wanted to release the record before
selling DGC so that he could benefit from the sale of
the record and then sell his company. Then when
you estimate that we were figuring Use Your lllusion
would probably do about a hundred million dollars
in worldwide commerce in the firstweek gross, you
can imagine there’s acertain amount ofpressure.
David does have his reputation.”

Regardless ofthat, Niven decided that he wanted
to renegotiate the band’s contract with Geffen. He'd
been told that the managements ofboth
Whitesnake and Aerosmith had tried their luck
after selling five million records each, and had been
turned down flat. David Geffen was notoriously
hard-nosed, but then so was Niven. The undelivered
Use Your Illusion was his weapon, his nuclear option.
Atadinner with Geffen’s label president Eddie
Rosenblatt, he pressed the button.

‘After I'd made sure that Eddie had had at least
halfadozen glasses ofwine, | leaned over to him
and said: ‘I hate to spoil the evening and don’t freak
outon me now, but you need to take a message to
David, and that is until you renegotiate there will

be no record’.” Niven got his deal. In return, he

Axl: in the shadow of the Mark
Kostabi image that adorned the
cover of Use Your Illlusion /.

delivered an elegant and lucrative solution to the
abundance of material that Guns N’ Roses had
written. Instead ofbeing a double album, the kind
ofbloated artistic and commercial proposition that
had stalled and even sunk careers, Use Your Illusion
would come as two single, standalone records,
released on the same day. It was a classic music
business masterstroke that allowed the band to
claim itas an altruistic gesture to their fans, while
providing not one buttwo revenue streams for
everyone involved.

“We had a huge cloud to get out from under and
that was the incredible sales of Appetite,” Niven says.
“Iwas very nervous ofasituation where we might
sell two million double albums, having sold at that
pointsomething like 12 million on Appetite. | had
ameeting with Rosenblatt, and he pushed a pencil
and apiece of paperat me and said, ‘Write down
what you think we're going to do’. Believe it or not,

I wrote down that I thought we'd do four million of
each single aloum, which meant we could say we’d
sold eight million albums. That, | thought, would

have a sense ofcontinuity as opposed to drop-off.”

What Niven and the band also gained was a sense
ofscale, an idea that Use Your lllusion was more than
justarecord (or rather two), it was an event, a
statement. It set an already singular band further
apart. Along with the changing line-up and the new
scope ofthe music, the band’s aesthetic was shifting
too. Out were late 80s stylings like skulls and bones
and guns and crucifixes, a visual language that
anchored the band to a certain time and place. In
came something far more worthy ofthem: art.

AxIRose had become enthused by Mark Kostabi,
acontroversial New Yorker who’d taken Andy

“There was a lot
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Former G
manager
Niven.

Warhol'’s idea
ofanart
factorytoa
new level,
opening a
studio called
Kostabi
World and
having teams of
‘assistants’ turn out thousands o f paintings.

“Axl really fell in love with his work,”says Niven.
“But the thing about Mark Kostabi was that he was
playing the artbullshitgame. He had other people
paintbasic backgrounds and then he stole images
from classic paintings and stuck them on the
backgrounds. Axl loved his conceit, loved what he
was doing and boughtthese paintings that he
wanted to use for the covers. And paid a fortune
forthem.”

The (Jsc Yourlllusion sleeves were based on a detail
from Raphael’s painting The School O fAthens, a
priceless Renaissance masterpiece that hangs in the
Vatican. It was completed in 1511, which, as Niven
swiftly realised, meant thatitwas out o fcopyright
by several centuries. “I'm looking at it and thinking,
‘Great-when itcomes to the merchandising, we
don’t have to pay Kostabi or anybody else a dime:
these things are in the public domain’," says Niven.
“Those images that Axl paid a huge fortune for, he
could have basically had for free. Italways made me
smile to think of Axl writing a huge cheque to this
guy Kostabi when he could have had Del James
paint similar backgrounds, cut out the same image,
stick iton and give Del a six pack.”

gh the final album credits acknowledge a
p ftwo years and seven recording studios,
pne Phe most remarkable elements of the
U [[usion set is the speed at which they
ded in theirbasic form.
“l was really happy with alot of the material and
I think we went in to do basic tracks and with a new
drummer we did 36 songs in 36 days, so we weren't
fucking around,”says Slash. “After the basic tracks
were done, I'd spend three weeks doing guitars,
which for 30 songs was actually pretty fast. | was
sometimes doing two songs in one day. But
everything hitabrick wallwhen itcame to doing
the synthesizer stuff, and I never agreed with doing
the synthesizer stuffanyway. Although I think
some ofitisbrilliant, it was part ofthe new way,
which was the beginning ofthe end. That was the

"When lIsaid |
wanted to meet
some porn stars,
this wasn't what |
had in mind..." AxI
and Ron Jeremy.

beginning ofthe whole process taking forever. It
was like a lot of days were not working, some days
itwas working, and most ofthe record was
finished. It didn't really need all the rest ofit.

That was the biggest disagreement for me.”

I1zzy Stradlin was also exiling himself, distanced
by the scale ofthe recording. “l did the basic tracks,
then he [Slash] did his tracks, like a month or two
by himself,”he said. “Then came Axis vocal parts.
Iwentback to Indiana...”

“Well AxI’s c1... perfectionist,” says D uffslowly.
“That’s what makes him great. The end product’s
great, but it gets maddening to workwith that
person. There’s no hashing out with them.
November Rain in particular, the song was torturing
him. He was happy he was finally finished with it.
Itwasn' really characteristic ofthe band.”

“Axl| had this vision he was going to create,”
Matt Sorum told MickWall. “We’d startat noon,
the workethic was cool. There was alot of
alcohol around, but the heroin thing had
definitely subsided atthat point- Slash had quit, 1zzy
had quit. We were dabbling in cocaine and partying
rituals... But itwas neverreally cool to do a lot of
drugsin front of AxI.”

But as the sessions became more drawn outand
splintered, “It was later nights,”says Sorum. “Wed
start at six or seven. Axl would want to do November
Rain and Dont Cry, his songs."

Hindsightis abeautiful thing. Itis tempting to
look back at the records through the prism ofthe
band’s impending devolution and see Axl Rose
taking control and exacting his revenge on the
world, living out all ofthe rock star fantasies he had
as aboy in Indiana. The truth was more complex.

“When he was younger, he played piano and
composed on piano,”says Alan Niven. “I'd lay a bet
that a record like EltonJohn's Goodbye Yellow Brick
Road and songs like Funeral For A Friend had a huge
impacton him. He aspired to that level, and
anybody who has a hero and aspires to match a
hero also in their heart hopes to exceed their hero
and validate their presence.”

So Use Your lllusion had November Rain and
Estranged; big, ambitious pieces with themes that
hinted at Rose’s obsessive nature: November Rain is
asong about “having to deal with unrequited love”,
he said. “Estranged is acknowledging it and being
there. And having to figure outwhat to fucking do,
it's like being catapulted out into the universe and
having no choice aboutitand having to figure out
what the fuck are you gonna do because the ->
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Use Your lllusion’s high-profile

guests on joining GN'R
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MICHAEL MONROE

HARMONICA & SAX, BAD OBSESSION

"The guys sent a rough mix of
a,, r Bad Obsession to me," recalls
T ,dm Monroe. "l thought it was
cool. It had a guide vocal, and it already had
Slash's guitar riff there - an unusual kinda
riff - and he was very specific; he wanted
that exact riff on the harp. The first day |
came in, Axl played me the song with Alice
Cooper [The Garden] and Live And Let Die,
blasting them in the studio. Iwas blown
away. And Coma: that was fucking amazing.
First time | heard that, 1 was, like, 'holy hell!’

"It was very cool: there was a grand piano
and candles all around us. Slash was pretty
much the musical director on Bad Obsession,
it seemed to me. He was in control and he
had a very clear idea what he wanted. The
harp riff, you had to bend the note like Slash
did on guitar, and that was a bit out of the
ordinary, and | had to work on that before |
got itdown. | remember thinking it was good
enough and Slash saying, 'please do it one
more time'. He was pushing me, which was
cool. Irespect that. It wasn't like pulling teeth.
“The vocal was just so Axl: the attitude.

7 called my mother, she'sjust a cunt nowl.
Ithought that lyric was so funny. Pretty
blatant, pretty ballsy - you can be sure they
won't play that on the radio, right?"

ALICE COOPER

VOCALS, THE GARDEN

"Axl, Slash and | had gotten to

know each really well when |

did the Constrictor album,” 1
says Alice. "So, when Axl called me one
night at 2am and asked me to come in right
then and do a vocal, |wasn't at all surprised.

"At the time, lwas on rock'n'roll time
myself, so |went straight down to the studio
- lonly lived round the corner - listened to
the song a couple of times and just did two
takes on the vocal part Axl wanted me to
do. It was as simple as that. All I did was ask
Axl and the producer Mike Clink what sort
of Alice they wanted on the vocals: sensitive
or threatening, and it went from there.

"I knew it was a really good song, and
GN'R were on such a high right then that
everything they did was of a very high
quality. The one thing | have to admit,
though, is that I didn't know what the song
was about at the time, and | still don’t. But |
love the mystery that brings!"

SHANNON HOON

1 VOCALS, YOUAIN'T THEFIRST &MORE
Mi ¢ "Shannon was great,” Mike
m Clink recalled in Greg Prato's
Fl Blind Melon bookA Devil On

One Shoulder And An Angel On The Other.
"He was this shy little kid. At that time, Blind
Melon didn't exist. When he did the vocals,
he had a really great, smooth, pretty voice. It
added a nice little texture to the songs. My
first impression was of him being this shy
little kid from Indiana, who was a friend of
Axis. He was very respectful of everybody's
space - he never got belligerent.”
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things you wanted and worked forjust
cannot happen.”

Yet theirgrandeur was counterpointed by
shorter, more violent tunes like Get In The Ring,
RightNextDoorToHell and Back O ffBitch, songs that
sought to settle explicit scores and that made no
secret ofthe depths of rage that fuelled their writer.
Itwas an area in which he already had form.

“Ithought they were tiresome, small-minded and
mean,”says Alan Niven. “I'd already been through
One In A Million with him. But with the meanness
and the vitriol - if you're going to applyit, apply it
to something big. He’'d make his attacks on his next-
door neighbour orjournalists, and I'm thinking,
Axl, thisis the scope ofyourworld?™

Rose addressed such accusations directly in 1992:
‘Back O ffBitchisa 10-year-old song,”he said. “I've
been doing a lot ofwork and found out I've had a lot
ofhatred forwomen. Basically, I've been rejected by
my mother since | was a baby. She’s picked my
stepfather over me ever since he was around and
watched me get beaten by him. She stood back
most ofthe time. Unless itgot too bad, and then
she’d come and hold you afterward. She wasn't
there for me. My grandmother had a problem with
men. I'vegone back and done the work and found
out | overheard my grandmagoing offon men
when Iwas four. And I've had problems with my
own masculinity because ofthat. So | wrote about
my feelings in the songs.”

Use Yourlllusion 1 and 11 became records that said
plenty about their time: they are indulgent, bloated
and created by men who weren't hearing the word
‘no’too often. And yet they are also unafraid and
unapologetic, and contain some ofthe best work
GN'R ever produced. Interestingly, too, they lend

40 CIASSICROCKMAGA2INE.COM

perspective to the band’s two other major releases: a
clear line can be drawn through them from Appetite
For Destruction to Chinese Demacracy.

Bitter, raunchy little rockers appear alongside
romantic ballads, 1zzy Stradlin’sloose and groovy
riffs sitwith Slash’s heroic piledrivers, AxI’s bleeding
heartis on his sleeve one minute and being
rammed down your throat the next.

“We knew we had to bury Appetite in some way,”
Rose told Hit Parader, soon after their release. “There
was no way to out-do thatalbum, and ifwe didn’t
out-do Appetite in one way or another it was going to
take away from our success and the amount of
power we had gained to do what we wanted. I've
never really looked at it as two separate albums.

I've always looked at it as an entire package. For
me it fits together perfectly for the 30 songs in a
row. Everything that we decided to record for
the album madeit.”

The records ran over one more bump in the
road before they were done. Bob Clearmountain
was hired to mix the tracks that Mike Clink had
engineered. “Basically Axl moves into the studio
with him, and God knows what that was like for
Bob,”says Niven. "Mr control freak breathing down
the back ofyour neck. Bob Clearmountain was one
ofmy heroes, but the mixes had no life and vitality.”

Tom Zutaut suggested that Bill Price, who had
almost produced Appetite For Destruction when the
band had planned to record itin London, should try
outfor thejob. Price delivered a “loud, in-your-face,
heavily compressed”mix ofRight Next Door To Hell
as an audition piece, and got the gig.

“Itwas avery long process,” Price recalled. “The
last halfa dozen songs were recorded, overdubbed,
vocal’ed and guitar’ed, what have you’ed, in random

recording studios dotted about America when they
had a day offbetween gigs because the tour had
already started. My mixing mode then switched
into flying around America with pocketfuls of
DATs, playing it to the band backstage.”

"I never sit down and listen to records once
they're finished, so it'sbeen so long since | heard
them,”says Slash. “In hindsight I can lookback and
think about things I disagreed with and this that
and the other, but at the time, I wasjust so gung-ho
to finally be productive and to have the whole band
in some sort ofstate ofharmony. But to this day
I have always thought that, for me as a guitar player,
itwas afun canvas to play on and I felt | played
really well on those records. | was enjoying myself.
Three weeks with Mike Clink playing guitars, that
was afucking blast.”

lan Niven can still remember the long, lost
weekend with Slash when he understood that
things had changed. That delicate ecosystem



that Steven Adler somehow had a part in
maintaining was gone. When abutterfly flaps its
wingson one sideoftheworld...

“We make choices every day. With Use Yourlllusion,
Slash made a choice and I totally understood it, and
to thisday | don't agree with it. One night,he and |
were sitting alone in his house up in Laurel Canyon
and he was reallybemoaning what he thought Axl
was doing to the band, and he was doing itin the
context ofthe material he was writing. He felt it
wasn't Guns N’Roses, he feltthat he was being
compromised by having to apply himselfto it. He felt
that one song o fthat kind ofepic style mightbe
appropriate, but so many? I looked athim and said:
‘You've got to express this'. And Slash looked at me
and he said: ‘Listen, my father [an artist who designed
album sleeves] has got acupboard full ofgold
records, and he hasn't got a pot to pissin.”And that’s
where he folded. From then on, Axl was in charge.”

Slash’s response is measured, guarded: “Well...”
he says slowly, "I think that AxI’s always been
difficult, butwe managed. Because ofthe five
individuals, and Alan, and Tom Zutaut, we
managed to make itwork. So you lose Steven, and
then the Alan thing... Ibacked Alan all the way up
to acertain point and then he did actually do
something that set me offand I said: ‘l can't fight for
you any more’. But thatwas a volatile situation that
was going to explode atsome point. Alan wasnt
going to take Axl’s shitand Axl could not stand
that, so it was a battle.

“I think in hindsight, although itwouldn’t have
been any fun, but all we could have done differently
wasjust to refuse Axl everything that he ever
wanted. | don’tthink it would have been very
productive, but all things considered, what we
ended up doing was going along with a lot o f stuff
justin order to be able to continue on, which builta
monster. All | can see happening is that nothing
would have happened, because it would have been
at a standstill. I think we probably would have
broken up alot sooner. But
I can’t support hiring Doug Goldstein as a manager.
I knew that he was a creep from day one."

As the records were being mixed by Bill Price,
Rose called Niven and told him that he could no
longer work with him. “It’s pretty plain when the
first thing that’s done after I'm fired is that the name
istaken away from the rest ofthe band members
[Rose demanded and gained legal ownership in the
early 90s],” says Niven. “That tells you an awful lot
right there. It was basically people taking control.
Axl had an enablerand offthey went. Doug
Goldstein was a security guy when Itook him on.
Well creditwhere credit is due, one ofthe things
that Doug was golden at was clean-up.

“Three months after I'm gone, 1zzy quietly packs
his bags, because it’s not the band any more, it’s not
the band that he could feelany more. The feel of
Izzy is something | profoundly connected to. For
me he wasthe heart- and let me choose my words
carefully-because he was not the heart and soul of
the band, but he was the heart o fthe soul.”

“Alan was somebody that I trusted, whereas
I knew Doug was somebody that played both sides
against the middle,”says Slash. “In other words, he's
telling me one thing, telling Axl another and
appeasing Axl all the time. And | was aware ofit,
but at the sametime, as long as shit was getting
done I was okay. As long as we kept booking tours
and Iwas sort ofkeptin the mix as faras the
mechanics, that’s how we managed to get from

1990 to 1990-whatever. We had the world record
for touring. Even when we lost 1zzy because we had
all those showsbooked, Iwas just like, ‘Let’s keep
going’. But when the tour was finally over and it
was time to get back to work, it was impossible,
because Izzy wasn't there, Steven wasn't there, and
itreally dawned on me- the harsh reality that Axl
and | had grown so far apartand we weren'treally
all that close to begin with.

“We’d grown so farapart, and to this day, there’s
no putting that back together.”

Rose, ofcourse, saw things differently. In one of
his rare utterances on the subject, he told Rolling
Stone: “It was a king-of-the-mountain thing. It’s an
old saying: ‘Dontbuy a car with your friends'. The
old band all wanted to hold the wheel and ended
up nearly driving the car over a cliff.”

uffMcKagan was making
one of his periodic trips to
London. Itwas
October 2010, and he was
in ahurry. He came in on the
red-eye and went straight to
his usual hotel, where the
manager had booked
outa meeting room for
him. He had threein a
row, all sober business
planning stuff, the boring
meetings that he’d learned
he had to take if he wanted life
to run smoothly. The Use Your
lllusion experience had taught him
that, and more. Before he'd even put
down his bags, the hotel manager said to him,
‘So you're playing tonight?’

“Am 1?7 he’'d replied absentmindedly, thinking to
himself: ‘Man, you know why I'm here, you booked
the meeting room for me,’and then he’d picked up
his key, taken the lift to his suite and put some music
on, loud enough to shake the jetlag. Next thing he
knew, there was an angry guy from the next suite
along at his door complaining and when he looked
up he realised that the angry guy at the door was
AxI Rose. They hadn’t played together for 13 years.

“Forme as agrown up man who looks at life the
way | do, it was meant to be,”says Duff. “We had a
grand old time. We went down to the gig together.
Iwas tired by that point. Iwas drinking Red Bull so
Iwas halfoutofmy mind. Nextthing Iknow I was
playing. Itwas odd when I looked out in the crowd.
I'm like: ‘Oh, I'm going to have to explain this in
every interview I do now.

‘AxI’s way ofrationalising things is sometimes
the mostgenius thing ever and I've always liked that
about him. Other things were maddening, and I'm
sure | maddened him. On the lllusions tour | could
have not gotten so fucked up all the time. Did
Iblame it on him for being late all the time? Yeah,
for the longest time. But you gotta start taking
responsibility foryourselfand that’s what | didn’t
do. I knew there were times | could have pulled up
and been areal voice ofreason, because | think
Iwas looked at as a voice ofreason I that band.

I didn’t know how to and 1didn’t do it, but at least in
my lifetime I have come to terms with it. | think the
path ofthat band happened the only way it could
have happened. It was fucked up from the
beginning, itwas beautiful and fucked up.”

DuffMcKagan remains the link between the
original five members ofthe band. Although he
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doesn't want to discuss his relationship with Axl,
such asitis [“that’s personal™], he enjoyed spending
time with him in London. A few months later, he
jammed with Steven Adler at the Borderline, an
event that, it’s safe to say, flew alittle more under
the radarthan the appearance with Guns N’ Roses.
And heis close to lzzy, too.

“He has a cool fuckin' life man,” Duff says.
“I'remember when he got sober, | was watching
him. Early 90s, while we were still on the road.
And the moment that he became at peace with
himself, was the moment | also recognised he’s
notgoing to be here very much longer. He’sa
great guy and a very positive influence in my
other life.”

The sales of Use Yourlllusion I and 1l stand today
atmore than 15 million copies, almost double the
estimate that Alan Niven made to Eddie Rosenblatt.

The subsequent tour, which stretched on
for years, grossed millions ofdollars
more. The price was less easy to
quantify. Alan Niven moved to
Arizonaand withdrew from
the music business until
very recently Izzy Stradlin
remains to all intents and
purposes, retired. It took
W AxIRose 17 years and
11 band members to
produce another Guns N’
Roses record. And Guns N’
Roses is still the name most
readily attached to the careers
of Slash and Duff.

“Ive wasted 20 years doing drugs,”
says Steven Adler, "but | have a new start now
and I'm taking itfor all it'sworth. My book showed
all my warts and scars. It’s something for me to
make amends to everybody, for all the bullshit

inmy life.”

“Most people go through life saying: 1 wonder
what it’s like to get to the apex o fyour occupation?””
says Alan Niven. ‘A lot o fpeople spend their lives
worrying about anonymity But when you get to
the apex, you find outit’s a fucking illusion, it
doesn’texist. And when your anonymity is
compromised, you find out its value. The toll came
later and when it did come it hit hard. | went
through the severest depressionyou can go into.”

“You know,” says Slash, “when I lookback on it,
itwas amonumental achievement. The first thing
Ithink ofwhen Ithink ofthose albums is that itwas
such awhirlwind ofshit was happening at that
particular time, but it was a huge accomplishment.
Ithink the Use Your lllusion records, ifyou know the
backstory, were very victorious.” He pauses, while
he thinks ofone more thing he wants to say. “After
all ofit, we came through. Don’t put too much of
anegative spinonit, man...”

“Thatrecord polarized people. I've come to
understand that, and I've come to be at peace with
the whole thing,”says Duffas he prepares to catch
yet another plane, this time back home to Seattle.
“l only figured this out ayear ago. When are you
guysgonnaget back together?”Well, none ofus
guys have said we're going to. lwonderifsome
people- notall- ifsome people think ifwe got
back together, they’d get their teenage years back?
Arethey asking us to getback together so that
they can get theiryouth back, even fora minute?
The title ofthe record, it’s fuckin’appropriate when
you thinkabout it...”©
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The oily rag had been lit and the Molotov Cocktails thrown - this was the
year when rock truly found its revolutionary spirit.

n 1992, it felt like Americawas about to go up in flames. A year
earlier, ablack motorist named Rodney King had been severely
beaten by four Los Angeles Police Department officers, prompting
widespread condemnation and outrage. When, on April 29,1992,
all four cops were acquitted by ajury, that outrage turned into fury
and LA exploded. The riot that followed lasted six days, left 63 dead
and caused more than $1 billion worth ofdamage. Fora moment, it
looked like the rest ofthe US was about to follow.

No band provided a better soundtrack to the chaos and fury sweeping
the nation than Rage Against The Machine. These radical rap-metal
revolutionaries had finished recording their debut album just before the
LA Riots erupted, but it could easily have been written while the flames
were burning outside the studio doors. Nor was its impact diluted when
itwas eventually released that November - fouryears of stifling
conservative rule under Republican President George HW Bush
ensured they still had plenty ofparaffin for the Molotov Cocktails they
were intent on lobbing at polite society. A brand new force had
introduced itself, and then some.

A year afterjane’s Addiction frontman Perry Farrell's groundbreaking
travelling festival-come-musical circus Lollapalooza made its debut, the
Alternative Nation had beaten down the doors ofthe mainstream. The
phenomenal success of Nirvana’s Nevermind blindsided pretty much
everybody, up to and including the members of Nirvana themselves, but it
provided the spark for an entire generation ofbands to completely
remodel the musical landscape. Suddenly an army o flike-minded bands
with loud guitars and angst to spare were following them to the top ofthe
charts: Pearl Jam, Alice In Chains, Stone Temple Pilots, Blind Melon, Soul
Asylum (who actually predated Nirvana by a few years, proving thatgood
things come to those who wait).

The UK even had its own anti-heroes in shape ofan unknown Oxford
band named Radiohead, who notched up asurprise worldwide hit with
Creep, allowing everyone from bedroom-dwelling misanthropes to sun-
kissed Californian kids to wallow in a pit o fself-loathing. That song soon
became an albatross that Thom Yorke and co spent the rest ofthe decade
trying shrug from around their neck.

This sense ofchange was infectious. Faith No More (pictured leji), the
band who had helped instigate this shift three years earlier with their
era-defining The Real Thing album, lived up to their reputation as dyed-in-
the-wool contrarians and released Angel Dust- arecord that was as
cantankerously challenging as it was brilliant. The likes of industrial
godfathers Ministry, B-movie-obsessed metallers White Zombie and
fearsomely funny alt-rock heroines L7 suddenly found themselves
plastered across MTV, radio and magazine covers - something that would
have been unthinkablejust a couple ofyears earlier. Grunge even made it
onto thebig screen, courtesy offormer Rolling Stone writer Cameron
Crowe’s Seattle-soundtracked rom-com Singles.

The old guard weren’tgoing quietly ofcourse. Stadium rock
behemoths DefLeppard partied like it was 1989 with the hyper-polished
Adrenalize aloum while trad metal warhorses Iron Maiden unleashed Fear
O fTheDark to a rabid response from theirfanbase. Yet neither lived up to
pastglories. The writing was on the wall, atleast temporarily - both knew
it,and so did many oftheir contemporaries. The seeds that had been sewn
over the past couple ofyears had bloomed.

This year ofchange ended with George Bush voted out o fthe White
House. His replacement was a Bill Clinton, a sax-toting 40-something
swiftly nicknamed The Rock’N’Roll President’. He might not have owned
any Nirvana or Pearl jam records, but he sure as hellknew who they were.
The revolutionwas in full swing. ©
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IN 1992, FOUR RAP-METAL REVOLUTIONARIES RELEASED AN ALBUM THAT WOULD
CHANGE HEAVY MUSIC FOREVER. WE TALK TO RAGE AGAINST THE MACHINE ABOUT THE

DEBUT THAI SPARKED A REVOLUTION

| twas early evening on Sunday, February
21, 1993 when the balloon went up. To
the majority of people listening to Radio
I's weekly chart rundown, the name Rage
AgainstThe Machine meant nothing. Why
would it? A brand new band mixing metal
. and hip hop like no one had done before,
| they'd yet to make an impact outside of
the nation's rockclubs orthe stereos ofthe more
clued-in metal fan.

And so, when presenter Bruno Brookes
cheerfully announced thattheir new single, Kilting
In The Name, had entered the charts at No.27 and
cued the song up, neither he nor several milLion
listeners knew what was about to happen.

The song started with a coiled guitar and tense
bassline, as some guy rapped aboutthe American
police force's inherent racism with
paLpabLevitrioLin hisvoice: 'Someof
those who workforces are the same
who bum crosses.'Then - boom! -
the whole thing suddenly erupted.

Over guitarsthat sounded Likea
thousand police sirens waiLing all
at once, the line 'Fuckyou | won't
do whatyou tellme/'blasted out
of radio speakers everywhere,

WORDS: DAVE EVERLEY

notjust once, nottwice, but!6times. And then,
suddenly, it reached its gloriousLy profane
crescendo with oneword hurled out with all the
anger and pain that could possibly be mustered:
‘MOTHERFUCKER!'

Understandably, the snafu prompted a deluge
ofcompLaints to the BBC from offended listeners.
Bruno Brookes, who was unaware that an unedited
version ofthe song had accidentally been aired,
was suspended for a week and almost lost hisjob.
In just three and a half minutes, a group of
political agitators from Los Angeles had
detonated a bomb live on the airwaves.

"We knew the band's politics were radical,” says
guitarist Tom Morello today. "And that the band's
musicwasa radical combination of styles. Butwe
didn'tthinkitwas going to matter, 'cos no one was
ever going to hearit."

But people did hearit, in their
millions. Rage Against The Machine
were aboutto starta four-man
revolution.

hisyear marks the 25th
Tanniversary of Rage AgainstThe
Machine's debut album. Even now,
a quarter of acentury after it expLoded

likea car bomb underthe hood of mainstream
culture, that record has lost none ofits power,
impact or provocative fervour. It was the sound of
Public Enemy yoked to Black Flag, of Dr Martin
Luther King and MalcoLm X setto a soundtrack of
cutting-edge metal.

Rage arrived as the gloriousLy shallow,
MTV-driven rock scene ofthe 1980s was flat on the
canvas with bluebirds fluttering around its head.
Laid out by the emergent grunge movement. In
America, a new generation of hip hop bands was
providing avital social commentary, marrying the
gritty reality ofthe streets with theviolent
glamour of a Hollywood crime blockbuster. AlLthis
was happening against a backdrop of gLobal
turmoil, racialtension and the threat of warin the
Middle East. In hindsight, theirtiming was
perfect.

In reality, it was purely accidental. Vocalist
Zack de la Rocha, guitarist Tom Morello, bassist
Timmy C (aka Tim Commerford) and drummer Brad
Wilk had been in various low-level LA bands,
including hardcore firebrands Inside Out (Zack)
and Lock Up (Tom, who played on their sole
album, the unfortunately titled Something Bitchin'
This Way Comes).

"1 had been in a band that had a record deal,| >m
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had already had my grab at the brass ring," says
Tom. "The band got dropped and | was 26 years
old, and | thoughtthatwasit. | thought,'IfI'm
not going to be a rock star, or make albums. I'm at
least going to play musicthat| believe in 100%."
And | was fortunate to meetthree people who felt
very similarly."

The four were broughttogether by various
mutual friends, though Zack and Tim had known
each other since childhood. Zack and Tom came
from similarly radical backgrounds - Zack was the
son of Mexican-American politicalartist Robertde
la Rocha,Tom wastheson ofawhite American
activist mother and a Kenyan diplomat father.
Growing up, both had experienced racism first
hand, and bonded over their hard-left political
views - views that would shape Rage from the off.

"1 wanted to ensure the protection ofthis
band's integrity/' said Zackin 1999. "Our words
had to be backed up by actions, because we're
dealing with this huge, monstrous pop culture
that has atendency to suck everything thatis
culturally resistanttoitintoitin orderto pacify it
and make it non-threatening.”

IronicallLy, fora band who would go on to
become one ofthe most successful ofthe 1990s,
Rage Against The Machine saw their very existence
as limiting what they could achieve.

"We began with zero commerciaLambition,”
says Tom." | didn'tthink we'd be able to book a gig
in a cLub, Letalone get a record deal. There was no
market for multi-racial, neo-Marxist rap-metalL
punk rock bands. Thatdidn't exist. So we made
thismusicthat wasjust 100% authentic, it was
100% whatWe felt like playing. We had no

.expectations.”

Still, it was clear to the members of Rage from
the startthat they were onto something unique.
Brad WilLkcan vividly recolLlectthe band's very first
rehearsal.

"Morethan anything, | rememberthis
connection and movement and momentum that
was happening in the room," he says.

Tom MorelLlo: visionary,
revolutionary, bloody
loves a basebaLl cap

WE nmM T THINK ANYONE
WOULD HEAR US"

TOM MORELLO DIDN'T FORESEE RAGE EXPLODING

"Something clicked. | played so well with Tim and
Tom, and then we had Zack, who was a bolt of
Lightning, flying off my kick drum and was in itfor
real. There was something really specialabout
what we were doing. We weren'tanalysing it or
putting our fingers onityet. It wasjust an intense
moment for us aLl. We saw the very beginning of
the potentiaLwe could have."
Like so many Californian bands before them,
Rage's first gig took place notata club butata
party, in Huntington Beach, in the
sprawling suburb of Orange County, south
ofLos Angeles.
"It was a party in a house, and the

place felt electric,” says Tim Commerford.

"A lot of our songs didn'teven have
vocals atthattime. In fact, we played a
version ofKillingIn The Namethat was
justthe music - he hadn't gotthevocals
done. You could feeLthe electricity. It
felt like holding on to a fucking live
wire. That's what it was: a Live wire. And
it keptgetting more and more live."
Collectively, Rage were fans of hip
hop, and Tom recalls the band's early
days being sound-tracked by the Likes
of Public Enemy and Cypress Hill. But
whiLe hip hop provided a big steer for

the band, it wasn'ttheir soleinfluence.

AlLfour had grown up on guitar music
ranging from 70s rock and 80s metal
to punk (see Guerilla Radio, page 42).

"Our histories run deep, that's why we were the
band we were," says Brad. "We didn'tjust Listen to
hip hop, we listened to all kinds ofthings, from
Black Sabbath to Led Zeppelin to MinorThreat and
the Sex Pistols. When we were getting together,
we agreed that we wanted our record to sound
somewhere between Ice Cube's AmeriKKKa's Most
Wanted and Led Zeppelin's Houses OfThe Holy."

In March, Rage embarked on their first proper
tour as openers for Public Enemy. Thanks to the
controversies whipped up by the US media around
'gangsta rap' acts such as NWAand Ice-T,
mainstream America had a poisonous - read:
virulentLy racist- relationship with hip hop, and
trouble was never far away. It was the perfect
environment for Rage Against The Machine.

"The tour was a needlessly controversial one,"
says Tom. "Atthe time, rap was considered a
dangerous endeavour, and the police sometimes
outnumbered the audience at these shows. They
tried to shutseveral down, filed injunctions -
none of which were successful, | mightadd. We
were pLaying these colleges, and the audience
would be 100% white fraternity boys and sorority
girls, passing through five levels of metal
detectors and pat-downs. | think the cops were
afraid that we were going to be bussing in Bloods
and Crips to the show. There was an air of
hysteria."

oday, the guitarist stiLl expresses
Tbafflementth atanyone at all would wantto

take a chance on Rage Against Their Machine
and their political message, letalone a corporate
record company. Buttheir 12-track demo tape
found its way into the hands of Michael Goldstone,
the Epic Records A&R hotshotwho'd previously
signed PearlJam.

"OuronLy goal was to make music for ourselves
and to make our own record - a cassette tape, an
elaborate demo tape ofthe 12 songs we had
written," says Tom. "Thatwas our entire goal. We
never thought we'd play a show. We never thought
we'd make a record.”

Garth Richardson was ayoung Canadian e



Rage Against The Machine (left
to right): Tom Morello, Zack de la
Rocha, Tim Commerford, Brad Wi lk
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studio engineer whose biggest credit came on an
album by hair metal B-listers White Lion. But he
was young and hungry, and when Epic asked his
boss, producer Michael Wagener, who should work
on the debut album by this hot new rap-metal
band they had signed, he was an obvious choice.
"| gotthe demo tape and went, 'HoLy shit.
There was nothing else like it," he recalLs. "I went
overto see them playin theirjam space. | think
they pLayed me four songs, and | was blown away,
to the pointwhere | couldn'ttaLk afterwards,
because my stutter was so bad. | was like, 'Are you
fucking kidding me - I'm going to be doing this
band?'lt wastheir power, and also whatZack was
saying. It was so fresh and so new."
Rage began recording their debut aloum with
Garth in March 1992. Seven ofthe 12
tracks from the demo tape, including
KillingIn The Name, Bomb Track and
Bulletin The Head, would appear on
thealbum.
"The songs were probably about
85 to 90% there," remembers Garth.
We made afew changes, mostly
Lyrically. LiteraLly, somebodyjust
had to capture them."”
To achieve this, the producer
broughtin afull concert PAsystem
to getthefuLlimpactofthe band's
live firepower. This was undiluted
Rage - though sometimes it
created unforeseen probLems.
"The problem is that sometimes
Zack's voice went," says Garth. "He
was working it so hard. The end of
Freedom, where he's screaming,
'Freedom!’, that'sjust onptake.
Every time he sang, he gave it his
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POLICE WERE DAUNTED BY RAGE'S HIP HOP CONNECTIONS

all. Anybodythat wanted him to hold back, he
was, like, ‘No, fuck off, leave me alone.™"

Given the incendiary lyrical subject matter,
there was surprisingly little input from Epic. They
seemed to Learn their lesson after suggesting the
band remove the line 'Nowyou're undercontrol’
from KillingIn The Name. "There was a big
conversation aboutthat," remembers Garth. "And
the bandjustsaid, 'Fuck you, that partstays.™

KillingIn The Name would be the song that broke

the band in the UK. For six months, it
soundtracked every rock club in the country, its
impassioned call-to-arms galvanising dancefloors
of people outto party. Yet, like so many ofthe
great songs, it came about by accident.

"I remember coming up with that riff," says
Tom. "l was giving guitar lessons at the time, and |
was teaching some Hollywood rock musician how
to do drop-D tuning. In the midst of showing him,
| came up with that riff. | said, 'HoLd on a second’,
and | recorded it on my little cassette recorderto

bring into the rehearsal the
next day, never realising
thatit would be the genesis
ofasong that would have
that lastingimpact.”-

riots erupted in Los
Angeles when four white
policemen were acquitted of
beating African-American
motorist Rodney King, despite
the assault being filmed bya
witness standing on his
balcony. For America,itwas
a moment of chaos. For
Rage Against The Machine,
who had already recorded their
debut album and would release
itin November, the timing

I n April 1992, a series of
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,[DEMO AND WENT,
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PRODUCER GARTH RICHARDSON WAS OVER
THE MOON WITH WHAT HE HEARD

was unfortunately convenient.

"All of those songs were written prior to the
Rodney King riots,” says Tom. "In some ways the
record was prescient, in that it sawthis maeLstrom
of racial strife and imperialist war on the horizon.
When the record hit, it was afertile field for us to
have the ear ofaudiences around the world."

Rage were proudly revolutionary - too
revolutionary for America, who were slow to catch
on. Britain was a different matter, as Bruno
Brookes' unfortunate Radio 1 mishap proved.

"The UKwasthefirst place peopLe losttheir
minds over this music,” says Tom. "One of the
principal reasons was thatthere were more lax
Lyrical censorship laws onyour MTV and radio. We
never edited the curse words out of songs, so
peoplein the United States couldn't even hear
them on MTV, they couldn't hear them on radio.
And secondly, people over there were surprised to
hear an American band that had a view of America
thatwas similar to Europe's view of America."

From thatsmalLlspark,a conflagration began to
spread, as word about Rage AgainstThe Machine
grew. Their snowballing success had the desired
effect, as a generation - or at Least sections of it
- began to wake up to the messages they were
delivering through the bullhorn oftheir songs.
Musically, too, they dragged the dormant
rap-metal movementthat had briefly flared upin
the late 1980s back out ofits stupor (in
Bakersfield, California, the members of a brand
new band named Korn were certainly paying
attention to what Rage were doing).

Plus, society was changing fastin the earlLy 90s.
While sexism, racism and homophobia were still
unfortunately prevalent, there was growing
opposition to such outdated outlooks. Rage
AgainstThe Machine took it several steps further,
crediting Black Panthers founder Huey Newton
and ProvisionaLIRA hunger striker Bobby Sands on
thecredits ListtotheiraLbum-a contentious
move on both sides ofthe Atlantic. The sleeve
itseLffeatured a 1963 picture of Vietnamese monk
Thich Quang Ducsetting himselfonfirein protest
of his government's oppression of Buddhism. It
was the ultimate visual representation of protest.

"My heroes were not guys in rock bands,"
says Tom. "They were revolutionaries who were
fighting to change the world. It Looked like we
were going to have an opportunity to getin that
arena. This was an incredible opportunity to
engage the planet- notjustwith our music, but
with ourideas.”

everyone by surprise, not least Rage Against

The Machine. They rapidly went from being
the outcasts ofthe HoLlywood scene to a Lightning
rod for the alt-rock movement. Rather than
blunting their political edge, success only
sharpened it - mostfamously in 1993, when they
took to the stage at a LoLLapalooza festival show in
Philadelphia naked, apart from gaffa tape over
theirmouths, as a protest against censorship.

The success of Rage Against The Machine took

Butthe pressure-cooker environmentthat
comes with being in a revolutionary left-wing
band eventuallLytookitstoLl. Tensions between
the band members grew, and Rage split up in 2000
afterjust three studio albums. They have
sporadically reformed since- most famouslyfora
one-offgig in London's Finsbury Park, after a
fan-led campaign saw a reissued KillingIn The
Name trounce the Simon Cowell-backed X-Factor
winnerJoe McElderrytothe 2009 Christmas No.l.
The members also embarked on their separate
careers, with Morello forming supergroup

rage against the\machine

"Our words had to be
backed up by actions":
Zack de la Rocha
fights the power.

Prophets Of Rage with members of Cypress Hill and
Public Enemy (there's stilL no sign of Zack de la
Rocha's Long-mooted solo album, though).

Nearly 30 years after it was released, however,
Rage's debut remains a landmark-the point where
rap and metal truly came togetherto deliver a
body-bLowtothe status quo.

"Human strife has not changed. Racism has not
changed. Things have actually gone backwards,"
says Garth Richardson. "Rage AgainstThe Machine
wrote an incredible record that was current - and
it will be time and time and time again.”
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U re
onwards, Stone Temple Pilots were richlike
no other band before or since. Even t h ey
became one of the great groups of th s, the

wounds from those attacks never fully healed.

n an episode ofone ofthe most popular TV
shows ofthe early 90s, there’s an exchange
that sums up the prevailing critical view of
Stone Temple Pilots when they firstcame
along. In it, those two unlikely arbiters of
cool, Beavis and Butt-head stare blank-eyed
outofthe screen as the video to STP's hit single
Plush plays. "Is this Pearl Jam?” cackles Beavis.

“Yeah, Eddie Vedder dyed his hair red,”
snorts Butt-head.

Beavis: “Waita minute. This isn't PearlJam.”

Butt-head: “Theyboth suck.”

Beavis: “Pearl Jam doesn’t suck. They're
from Seattle.”

In that briefconversation, those animated
sofa-dwellers with the single-digit 1Qs neady
summed up the reception the Los Angeles band
had received from sections of the mainstream
music press: they were copyists, opportunists,
bandwagon jumpers. They had the temerity to
signto amajor label without putting in the hours
on some godforsaken indie label than no one
but the hippest hipster knew about. Jesus, they
weren't even from the rightcity.

The vitriol heaped upon Stone Temple Pilots
was vastly out ofproportion to their supposed
crimes against cool. The band’s debut album,
Core, was simultaneously confident and pained,
anthemic and intimate. Sure, itslotted neatly into
prevailing trends, and yes, singer Scott Weiland’s
chameleonic baritone evoked both Eddie Vedder
and Kurt Cobain. But Stone Temple Pilots were
theirown men - and men ofthe people at that,
as the eight million people who bought Core
can testify.

Ifthere’s a band that Stone Temple Pilots should
be compared to, it’s Led Zeppelin. Not musically
- the surviving members of STP aren’t foolish
enough to draw a parallel there. But certainly both

bands were forced to endure an inordinate amount

ofshitbeing undeservedly dumped on them early
in their careers, and both eventually rose above it
with dignity and pride intact.

“We grew up listening to bands like Led
Zeppelin, who got heavy criticism,” says bassist
Robert DeLeo, a man with the slicked-back hair,
deep-set eyesand warm vocal tones ofa 1920s
stage hypnotist. “When you model yourself
on someone you admire, and you see they got
the slings and arrows too, itgives you a kind of

Words: Dave Everley

strength. The whole mentality of STP at all times
was: ‘Let’s write the best songs.’ That’s what it was
all about. It was honouring the craft o fthe song.”

This year Coreturns 25, and the craft DeLeo
talks about hasn’tjust stood the testoftime, it
has aged better than many of its contemporaries.
While the journey since taken by the band that
made it has been marked by breathless highs and
heartbreaking lows, the album that started it off
stands as a validation of everything Stone Temple
Pilots set out to achieve.

with $1,200 in his pocket and ambition in

his head. He and his elder brother Dean
had grown up on the other side of America in
small-town New Jersey, where they spent their
early years listening and playing along to Led
Zeppelin, T.Rexand Cheap Trick.

Itwas in LAthat Robert met a skinny suburban
kid named Scott Weiland. Cleveland-born
but raised in Orange Country, Weiland was
an all-American quarterback type with a wild
streak a mile wide. As a teen he’d dabbled with
marijuanaand cocaine and been sent to rehab
by his mum and stepdad for his troubles.

“Hewas acompletely different person back
then,”says Robert. “He was fresh out ofcollege,
kind ofon a fratboy, jock kind of
trip. He was very energetic, very
alpha male. But he definitely had
the gift ofsinging.”

Weiland and his best friend,
guitarist Corey Hickok, had aband
called Soi Distant, whose pretentious,
would-be European-sounding name
was matched by their pretentious,
would-be European-sounding music.
A chance encounter with Robert DeLeo prompted
them to ditch the Duran Duran and Ultravox
influences and form anewband, Swing. Soon the
trio werejoined by drummer Eric Kretz.

“We were into the more funky,James Brown-
meets-rock type of thing,” Kretz recalls. “The stuff
Robert and I were really trying to do was in that
Zeppelin,James Brown, Grand Funk Railroad vein,
with funky backbeats underneath the rock music.
The songs were a lot more silly.”

But every chain has a weak link, and Swing’s
was Corey Hickok. In 1989, Robert suggested the

Robert DelLeo moved to Los Angelesin 1984

band bring in his brother Dean as a replacement.
Dean was approaching 30 and living in San
Diego, where he ran a construction firm. But
he’d never given up the guitar, or the dream of
becoming amusician.

“lwas asked to play some solos early on, and
itwas pretty evident that they needed to make
achange,”says Dean. “l wasjust getting on with
my life, and they said: ‘Hey, man, why don'tyou
join the band?’ Corey was Scott’s best friend, and
Ithink itwas hard for him. But he knew that the
band had to grow and expand.”

Dean insisted the band change their name to
mark afresh start, and Swing became Mighty
Joe Young, after the black-and-white 1949 King
Kong knock-off. It wasn't the only thing that was
different. “When Dean joined the band,
the dynamics changed and the songwriting
changed," says Kretz. “We gota much more
hard rock type of sound. As far as the lyrics Scott
was coming up with, alot ofthejoking and
silliness went. And his vocal approach got a lot
heavier. He started channellingJim Morrison and
David Bowie.”

Lifein a struggling band in LA was tough.
Robert DeLeo earned a paltry wage working in
aguitar shop amid the hookers, drug dealers and
dreaming musicians on Sunset Strip. "Working

"WHEN YOU MODEL YOURSELF |
ON SOMEONE YOU ADMIRE, AND
YOU SEE THEY GOTTHE SLINGS
AND ARROWS TOO, IT GIVES YOU

I
I
I
A KIND OF STRENGTH." |
ROBERT DelEO |

atthe guitar shop and seeing some of these hair-

band guys come in was an education,” says Robert.

“Every one ofthose could play really great, but

itwas ablueprintofhow notto treat people.”
Hisjob putRobert on the front line ofthe

LA music scene, watching the changing ofthe

guard as it happened. The glam-metal groups

still ruled the streets, but there was a new breed

ofbands waiting in the wings, including Jane’s

Addiction and the Red Hot Chili Peppers. “It felt

like something was happening,”he says now.

“And it felt like we could be part ofit.” 1>
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While Robert was selling axes to soon-to-be-
has-beens, Wetland was working across the street
at a model agency, chauffeuring beautiful women
to assignments around town.

“Itwas greatbecause | would have an idea and
run over there real quick, or he’d have an idea
and run over to me,” says Robert. “Scott was very
focused; he was like a lion. He was very ambitious,
very passionate about all aspects of being in
aband. Lyrics and music and success - he wanted
itjust as much, ifnot more, as the three ofus.”

Weiland was undergoing a change. When
he and Kretz moved into a loftapartmentin
downtown Los Angeles, the drummer watched his
bandmate transforming before his eyes. “l saw him
delving alot more into the arts - poetry, strange
novels, watching really avant-garde movies," says
Kretz. “You gotta develop this 'tortured artist’
intellect, and you have to be able to express it
inyour own form. And that’s what he did.”

llywood in the early 90s wasn't a million
iles away from Hollywood throughout
he 80s. Money ruled everything. The Sunset
Strip clubs had a pay-to-play policy, which meant
aband had to bring in a few hundred people just
to cover the outlay. For Mighty Joe Young, that
was easier said than done.

“We were always on the outside,”says Kretz.
“You hear about these unsigned bands that have
this huge crowd base and have athousand people
at their shows. We were never that band.”

They managed to bag shows at venues with
names like Club Lingerie and The Coconut
Teaser, and 100 miles down the Pacific coast
in San Diego, where Dean DeLeo lived.

Itwas at along-forgotten East Hollywood dive
called Shamrocks where the future suddenly
opened up for them. They had recorded a demo
comprising a handful of songs that eventually
ended up on Core. The demo tape came to the
attention of Atlantic Records A&R man Tom
Carolan, who saw the band at Shamrock and
offered them a deal. He also suggested they find
anew name, as Mighty Joe Young was already
taken by an aging bluesman.

As akid, Weiland had been weirdly fascinated
by STP Oil Treatment, a lubricant used in motor
engines. He suggested they fita name around the
initials. One early suggestion, Shirley Temple’s
Pussy, was rejected for being too fratboyish. But
the next one stuck: Stone Temple Pilots were born.

Over the course ofa few months atthe end
011991 and into 92, STP recorded their debut
album with producer Brendan OBrien at Rumbo
Recorders in the San Fernando Valley. Some ofthe
songs that appeared on their demo were retooled
for the album. Newer tunes were added, among
them the stuttering Sex Type Thing, an anti-rape
song that found Weiland assuming the character
ofthe protagonist with barely concealed distaste
(something which the band's critics later seized
upon with misguided glee), and Plush, a vivid if
abstract dissection ofobsessive relationships partly
inspired by the story ofa murdered woman in San
Diego. According to the DeLeos and Kretz, the
sessions were abreeze.

“We all had the same vision at the
time,”says Robert DelLeo. “As you
can see from the history ofthe band,
that didn’t always last. But back then
there was a strong camaraderie
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and vision for what we were trying to
achieve with thatrecord.”

Released in September 1992, Core
was a confident debut. While it nodded
to the prevailing alternative rock trends
that had been shoved front and centre
by the success ofNirvana and Pearl
Jam, it also had a flavour ofits own, not least in
Dean DeLeo’s complex, textured guitar work.
Stone Temple Pilots knew they had a good record,
one that did justice to their illustrious forebears on
Atlantic.

“Since we’d signed to Atlantic Records, which
was one ofthe greatest labels in the world, I was
like: ‘If we fail and get dropped, there was no
coming back from getting dropped from the top,”
says Eric Kretz. “That was my biggest fear.”

His concerns proved unfounded. Thanks to help
from MTV, who pushed the videos for Sex Type
Thing and Plush, the album started to sell steadily.

It helped that they had a magnetic frontman

who embraced the limelight while so many of

his peers pushed it away. Unlike Kurt Cobain or
Eddie Vedder, Scott Weiland was
anatural-bom rock star.

“I've got to tell you that term, ‘rock

star’, I don’t care much for it,” says
Dean DelLeo. “But I never
really looked at Scott like that.

"WE ALL WANTED THE SAME

THING - TO MAKE AN INDELIBLE
MARK ON THE FACE OF MUSIC."

DEAN DelLEO

Ilooked at him like my brother. He was my
brother, and we were in this thing together. We all
wanted the same thing - to make an indelible mark
on the face of music.”

first national tour. Holed up in an RV with
an equipment track trailing them, they
criss-crossed America, stopping offat such
sweatboxes as Washington DC’s 9.30 Club, the
Phantasy Nightclub in Lakewood, Ohio, and
Club Downunder in Tallahassee, Florida. Not
every show was aringing success. At one gig in
Buffalo, New York, the band counted seven people
in the venue, aswell as themselves- including
the bartender and the bouncer. The next night,
in Toronto, the club they played was sold out.
Their mettle was tested early the following year
when they opened for thrash linchpins Megadeth.
Every night they would face down a front row who
would flip them the bird or simply turn their backs.
“Scott really had to start working the audience,”
says Kretz. “They hated him, they hated us, they

In November 1992, STP embarked on their



hated anybody who was opening for Megadeth.
We definitely earned our stripes on that tour.”

While Stone Temple Pilots were out on the road,
Corebegan to cook with gas. The success ofthe
Seattle bands had spawned a public appetite for
anything that sounded grungey, edgy, anthemic
and preferably all three, and STP fitted the bill.

“I'dont know ifyou could ever be prepared for
that rocket ride.”says Robert. "Our A&R guy,

Tom Carolan, said something I'll always remember:

‘You gotta fasten your seat belts.” He was right. We
were on the road for fourteen months. Notalotof
people can do that. But it’s the mental and emotional
side ofwhat occurs that plays with your soul.”
Ifanyone was playing with Stone Temple Pilots’
soul, it was the media. While the band had their
champions in the rock press on both sides ofthe
Atlantic, the mainstream media piled in on them.
The New York Times compared them unfavourably

to PearlJam and Nirvana; Rolling Stone voted them
the Worst New Band OfThe Year.

From being a cool little outfit doing their
own thing in the LA clubs, STP suddenly
became the press’swhipping boys. They were
accused ofeverything from cynical plagiarism
to the corporatization ofgrunge. The criticism
snowballed - itbecame aweird form ofschoolyard
bullying. Eric Kretz and Robert DeLeo lookback
on itall with the grace that only a quarter of
acentury’s distance can bring. "Sometimes you
just take the punishment,”says Kretz. “You just
say: ‘You know what? | can turn itaround to my
benefit.” And critics aren’t always right.”

“We weren't making records for them,” says
Robert DeLeo. “Most ofthose people didn't even
listen to our records. Theyjust kind of copycat
wrote what everyone else was writing."

Dean DeLeo is a different matter. The critical
kickings meted out to the band still rankle after
all this time. When the subject isbroughtup,
there’s a pause, and the conversational temperature
drops by several degrees.

“IVebeen making records for twenty-
five years,” he says eventually. “So I've

STONE TEMPLE PILOTS

Ifthe criticism hurt the band, it certainly didn't
hurt them commercially. By the end of 1993,

Core had topped three million sales. But diere were
darker clouds gathering on the horizon - ones that
would irrevocably change the band.

OnlJune 12,199 3, Stone Temple Pilots kicked
offtheir Bar-B-Q-Mitvah Tour, akind of mini-
Lollapalooza package tour also featuring Texan
loons Butthole Surfers, Oklahoma weird-beards
the Flaming Lips, funk pioneers Basehead and
cult punk heroes fIREHOSE.

“We told the promoters we wantto do shows
where shows haven't been done - like fishing
ponds and golfcourses,” says Kretz. “Lollapalooza
was out at the time, and they were trying to
do something different. We thought: ‘How do
we do something different? Well, fuck it, let’s
try to make something all our own.” And it was
quite a big party.”

For Scott Weiland, that party was
about to spiral out of control. In his
autobiography, 201 1’s Not Dead And
Not For Sale, the singer recalled his
fascination with heroin - or at least
its then-distant allure. “l associated
heroin with romance, glamour,
danger and rock’n'roll excess,”
he wrote. “More than that, | was

curious about the connection
between heroin and creativity.
At that point, | couldn't imagine
my life without at least dabbling
with the King O fDrugs.”
When the tour hit New York,
Weiland decided to take the plunge.
When other, unnamed musicians
clubbed together to buy some China
White heroin, he added his name
to the order. For that night's show,
Stone Temple Pilots decided to dress up as Kiss.
Before he hitthe stage in his Paul Stanley drag,
Weiland snorted heroin for the first time. “l was
undisturbed and unafraid,” he recalled. ‘A free-
floating man in a space without demons and
doubts. The show was beautiful. The high was
beautiful.”

No matter how he gussied it up in poetry,
aline had been crossed - one that the singer
would nevertruly come back across.

“The start of his heavy drug intake definitely
came towards the end of that tour,” says Kretz.
“Before that we were all heavy drinkers. I'd
watch him drink until he passed out. He didnt
doitall the time, butithappened. But that tour
changed things. He learned some bad habits,
and unfortunately they stayed with him."

y the time the campaign for Corewas over,
Bhe album was well on its way to selling
ight million copies. Success provided scant
armour against the brickbats ofthe press. Instead,
STP doubled down and channelled their anger,
frustration and songwriting craft into aglorious
follow-up, Purple. Like its predecessor, it sold in the

AAWIGETTY

"WE WERE ON THE CUSP OF
N EXCITING MOVEMENT IN
OCK'N'ROLL, AND WE WERE
ART OF IT. NO ONE CAN TAKE

HAT AWAY FROM US."

multimillions - and it silenced their critics.

But for Scott Weiland, success - and curiosity
- came at a cost. His on-off-on-again drug habit
would define his life over the next 20 years as
much as his music did. He fell into a tragically
predictable cycle of arrests, rehab and relapses,
while his relationship with his STP bandmates
ebbed and flowed, with singer and band £>

earned where | don’t need to entertain

a question like that. If Iwas asking you
questions, and you had a decade and a
halfunderyour belt, | wouldn'task that
kind ofquestion. You're asking me about
something that happened twenty-five
years ago. | wouldn'teven know how to
answer that.”

IC KRETZ
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"I DON'T MUCH CARE FOR THE TERM

'ROCK STAR'. | NEVER LOOKED AT SCOTT LIKE
THAT. | LOOKED AT HIM LIKE MY BROTHER."
DEAN DELEO

UiriJr1"-'

Weiland and Dean DeLeo at
STP's first London show, at the
Underworld on March 11, 1993.

splitting and reuniting multiple times over the
years, like amarried couple who couldn' live with
each otherbut couldn't live without each other too.
In December 2015, the inevitable happened.
Weiland was found dead in the bunk of his tour bus
before agigin Minnesota with his new band The
Wildabouts. A combination of drugs was found
in his system. The cause ofdeath was determined
to havebeen an accidental overdose ofcocaine,
MDA and alcohol. His formerbandmates in Stone
Temple Pilots released a statement paying tribute
to their fallen colleague: “You were gifted beyond
words. Part of that gift was part ofyour curse.”
“I'think about Scott a lot,” Robert DeLeo says
now. “Every single day. Every aspect of his character,
from the beginning ofthe band to the day he
passed. We went through a hell ofa lot together.”
More than 25 years on, Core stands in partasa
tribute to Weiland, but also as a marker of Stone
Temple Pilots’ tenacity. Other bands would have
crumbled in the face ofopprobrium, but STP
didn't just transcend it, they turned the tables on
their critics. Today, they should finally get the
respect they deserve.
“Man, we were just so young and hungry back
then,”says Eric Kretz. “We were fired up to make
a difference, we truly were. We were on the cusp of
an exciting movementinrockn’roll, and we were
partofit. No one can take thataway fromu s ©

"PEOPLE sTILLwant

to HEAR THESE SONGS"

Hpw Stone Temple Pilots rose from the ashes of tragedy once more.

On July 20, news broke that he was rehearsing next door. Jeff Gutt, formerly singer
Chester Bennington had been We all said hi and hugged. with Dry Cell and onetime
found dead in his Los Angeles | look back at that moment American Idol contestant.
home. Although he was best now and think: 'l would have The new line-up has made
known for fronting Linkin Park, never, ever had the thought two albums, 2017'sStone
Bennington had also stood in for that those two guys would Temple Pilots and 2020’s
Scott Weiland in Stone Temple no longer be with us." largely acoustic Perdido.
Pilots between 2013 and 2015, Bennington's death came "It was like | already
and he sang on their acclaimed ayear and a half after that of knew them,” Gutt told
High Rise EP. Scott Weiland. But despite Classic Rock in 2017.

"I remember we were having lost both their singers, "And | knew that | had
rehearsing for one of the last the surviving Pilots were what it took to do the
couple of shows we were unwilling to let go of the band's gig. Because I'm here
doing with Chester in 2015," legacy. "People still want to hear first for the band
says STP’s Robert Deleo. these songs,” says Robert. members, second for
"We were in a rehearsal room, in 2016, STP announced Scott and Chester, and
and Chris Cornell walked in - they had recruited vocalist third for me."
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Grunge's new superstars were already
becoming jaded with fame, but a legion of
bands were waiting to take their place.

ifty years from now, rock’n’roll historians will look back on
993 and think, ‘What the hell happened there?' The speeding
juggernaut ofthe Alternative Nation T-boned mainstream
ulture at maximum speed, leaving a trail ofcarnage and
insanity. Ifthat wasn't weird enough, arunning commentary
was provided by pairofcackling cartoon sofa-dwellers named
Beavis and Butt-head, who made theirbow on MTV that March.

In the real world, things seemed as normal as they ever were. The year’s
big singlewas Whimey Houston’s wedding dance favourite | Will Always
Love You,Jurassic Parkrevolutionised the big screen and weird-headed sci-fi
series TheX-Files debuted on TV. So far, so predictable.

Yet aparallel set ofevents were taking place atthe same time. Guns N’
Roses mammoth Use Yourlllusion tour came to alumbering close two -
and-a-halfyears after it started. It felt like curtain coming down on an
ancient, Aquanet-fugged era-even GN'R themselves would pretty much
disappear from the limelight for the rest ofthe decade, and when they did
return only Axl Rose was left standing.

Plenty of other bands were ready to fill the breach. Inevitably chief
among them were Nirvana, whose third album, In Utero- released that
September- was the sound ofaband violently pushing back against the
fame which had been thrust upon them. A couple of months later, they
played aset forMTV's Unplugged show, with the resultant album being
released in the wake o fKurt Cobain’s death the following year.Jadedness
was in the air- PearlJam’sblockbusting second album. Vs, was almost as
intent at dismantling the band’s own legend as In Uterowas for Nirvana.

But for alegion ofbands, this was an opportunity waiting to be seized.
Billy Corgan (pictured right) - always an outsider even among outsiders
- served up his first true masterpiece with The Smashing Pumpkins’
second album, Siamese Dream. LA alt-metallers Tool dropped their debut
full-length album, Undertow, taking a huge step on a path thatwould see
them becoming arguably the biggest cult band ofthe decade. Their
onetime touring buddies Rage Against The Machine cause arumpus
during a stop-offin Philadelphia on that year's Lollapalooza tour by
standing silently onstage for 15 minutes, stark naked apart from duct tape
across their mouths, as a protest against censorship group the PMRC.

Inthe UK, abunch ofdisgrunded indie rockers were reacting badly to
the perceived domination of American culture. The opening volleys of
what would come to be called Britpop were fired by Blurand Suede via
M odem Life Is Rubbish and their eponymous, Bowie-indebted debut
respectively. But the best British rock album ofthe year camefrom a
bunch ofscraggly, drug-fuelled fuck-ups called The Wildhearts, whose
Earth Vs The Wildhearts remains one the decade’s greatest under-the-radar
albums and a bona fide cult classic today.

This paint-splattered canvas ofa year was chaotic and hard to follow,
but that was the brilliant thing about it. Suddenly it seemed like anything
was possible. And so it proved. ©






When Tool formed and descended onto an unsuspecting Hollywood in 1993,
alternative music was about to be dragged into a whole new world of possibilities

WORDS: JON WIEDERHORN mADDITIONAL REPORTING: ELEANOR GOODMAN

he origins of Tool are as unusual
s the band’s music, and were

strangely dependent on the comedy

band GreenJello formed by

Hollywood resident Bill

Manspeakerin 1981. In the late
1980s, future Tool drummer Danny Carey had
moved from Kansas to LA and joined the band
Karmageddon, which included Green Jello
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guitarist Steven Shenar. Atthe time, Green
Jello had apool of50 members, and Steven
asked Bill if he could bring his other
bandmates tojam. Nine musicians metup at
Danny’s Hollywood rehearsal space. In no
time, Danny was playing with GreenJello, and
tipped Bill off abouta 6,600 square-foot
artist’s loft space nearby, which became the
band’shome base.

“l had awhole scene going there,” Bill said.
“Atthree o’clock in the morning there would
be 80 people at my house jamming, creating
costumes [for GreenJello] and being creative.
Anybody that needed a place to stay could stay,
so there were always 10 or 20 people living in
the house, and we just fed off each other and
played. I didn’t care if | had 20 guitar players,
14 bass players and seven drummers all



jamming. ‘Yeah, sure! Come along. Play!”
Soon after, Billmet future Tool guitarist
AdamJones, who had a good careerworking in
Hollywood on movie special effects, for films
including Predator 2, Terminator 2:Judgment Day
andlJurassic Park, and had no intention of
joining aband full-time. Adam, who was born
in Park Ridge, Illinois, started playing guitar
after he found an old acoustic lying around his
house, and in his teens he played in a couple of
no-name bandswith hisbrotherbefore
forming The Electric Sheep with future Rage
AgainstThe Machine guitarist Tom Morello.
According to Bill, Adam’s girlfriend at

“OUR MUSIC WAS ALL
ABOUT RELEASING THAT
PRIMAL SCREAM.”

MAYNARD JAMES KEENAN

the time worked in an office with his girlfriend.
Itwasn’t long before they were talking about
GreenJello,who wore numerous goofy
costumes on stage, including a cow, a pumpkin
and a lump of shit (known for obvious reasons
as Shitman). Intrigued, Adam’s girlfriend told
her co-worker that Adam worked on costume
effects. Attheir girlfriends’ suggestion, Adam
and Bill met to talk shop.

Around the same time, the guitarist met
MaynardJames Keenan through afriend the
singerwas dating. The two musicians bonded
aboutart, movies and music and soonbecame
good friends.

“One day, Maynard played me atape of ajoke
band that he was in. Iwent, ‘Maynard, you can
sing. You sing good.” So | kept bugging him to
startaband on the sidewith me, just for fun,”
Adam said in a 2008 interview. “Atthe time, |
just wanted to play music as an outlet. |
thought, ‘Here’s myjob working on special
effects for movies, and there’s my hobby
playing guitar.””

The songs Maynard played Adam were
by the band Children Of The Anachronistic
Dynasty, which he had formed in Michigan in
the mid-8os before he moved to LA. One of the
tracks was an earlyversion of Sober,
unrecognisable from the version that helped
break Tool. Hoping to convince Maynard to
jam with them, Adam brought him to Bill’s
loft, where he was introduced to the Green
Jello team. Although Adam and Maynard
didn’t start playing together right away,

Maynard, who was engaged by GreenlJello’s
scatological humour, joined the band as their
second singer.

“lwas very welcoming to everybody,” Bill
said. “Somebody needs help, you give them
food, you give them a place to live, you help
them out creatively and you become friends.
SolJim moves in, and hejoins GreenJello and
our little group ofartists and musicians. But
Jim’s alittle grumpy. When someone would
come to the house, | had to tell them first, ‘My
roommateJim is alittle grumpy. He doesn’t
mean any harm, he’s a good guy. If he says
something rude orweird justignore it. He’s a
good person.’ So,Jim joins usand is creative.
ThenlJim cut his hair, and decided his name
was going tobe Maynard.”

ynard had ablastbeing a part of
M anspeaker’s crazy art collective, but

tfirsthe wasreluctant to do
something more serious, which iswhy he
hadn’tyetjammed with Adam. As time went
by, however, he got tired ofworking on music
video sets all day for less than $50, so he
decided that his creativity mightbe better
applied in a professional band. And being new
to the city gave him adifferent insight than
thatof many local musicians.

“l'had just moved to LAin December '89 and
itwas strange for me. It felt different,”
Maynard explained. “It seems like kids that
grew up there are kind ofjaded because
they've seen lots of people come and go and )
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Tool performing at the Zoo Entertainment
party to celebrate their signing
Club Lingerie, Hollywood

people fail and people succeed. They can’t
really be excited and let that excitement push
them into some kind of success. Going around
with friends to clubs, | started noticing that
most of the people thatwere playing music
clearly were taking cues from A&R guys or
marketing people. I'm an opinionated guy, so |
kept expressing that opinion, and abunch of
people said to me, ‘Well, ifyou think you can
dobetter, go forit.””

When Maynard agreed to startjamming
with Adam, they recruited Maynard’s friend
Paul D’Amour, who had recently moved from
Seattle to LA, to play basswith them. Since
Maynard was already playingin GreenJello,
and recognised Danny’s acrobatic abilities, he
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“l1 LISTENED TO THEIR
DEMO NON-STOP

tried to get him to join them in Tool. Danny,
who was already playingwith numerousbands
at the time, declined the invitation, so they
flagged down a former drummer of Autograph
tojoin them on drums.

“The guy didn’t show up, and Danny filled in
because he felt sorry for us,” Adam recalled.
“Wewere laughing our asses off about it
afterward, because Danny said, ‘Well, I'll sitin
on the session, butthat’sit.” He satin, and
then he went, ‘Wow, we should jam again!’
Then he said we should jam acouple oftimes a
week. From that pointon he wasin.”

Itwasn’t long before Tool had a handful of
solid songs, which they eventually split
between 1992’s Opiate and 1993’s Undertow.
While Toolbecame more psychedelic and
lyrically profound in the late 90s, they were
initially motivated by being broke, living in a
smoggy, overcrowded city, hating their
neighbours and other pet peeves.

“My musical approach came from a lot of the
frustration of living in LAY Maynard said. “I
wasbusting ass trying to survive. Rentwas
high, and there was alot of weird hypocrisy in
this dog and pony show that happenswithin
the film and music industries, which | found
very awkward. A lot of the original pieceswere
inspired by that kind of energy. The music was
emotionally driven. Itwas all aboutemoting
and releasing that primal scream.”

AND HAD MY

MIND BLOWN.”

MATT MARSHALL, A&R

When they had enough songs written, Tool
started booking shows. Their first was at Bill’s
loft. His friend Kevin Coogan, who worked at
GreenlJello’slabel, Zoo Records, was there that
night, and wentto work raving about Tool. So
his colleague, A&R man Matt Marshall, agreed
to catch one of their shows a couple weeks
later, at avenue called Club Lingerie.

“ltwas one of their first gigs, so they went
on atone in the morning,” Matt recalled. “I
was so tired lalmostdidn’t stay. But luckily |
stuck around and saw them playing to about 10
people. And yeah, Iwas sort of shocked and
wondering, ‘Was ljust tired, or were they as
good as they appeared to be?’ | asked Kevin if
he could get a demo for me from Bill. Aday or
two later he showed up with that tape, ofa
demo they’d made, and | spent a few days
listening to it non-stop and having my mind
blown.”

olwere signed by Zoo Entertainment

after only their seventh gig. Clearly, there

was some luckinvolved, having met the
right people at the right time. But the band’s
approach to musicwas refreshing compared to
all the other groups that were trying to get
record deals by tapping into the alt-rock/
grunge market and the success of Nirvana.
Tool had a different kind of aesthetic; each
member had a distinct personality that helped



Paul D’Amour at the
Jello loft in Hollywood,
November 24,1991.

Adam Jones recording Tool's
debut EP, at Sound City
Studios in Van”luys, LA,

December 22, 1991 -

propel the band. Maynard was

heavily influenced by songwriters

like Joni Mitchell and Swans’

Michael Gira, both ofwhom

injected a lot of emotion and
heart-on-sleeve vulnerability into

their music. Danny was a highly

skilled drummer heavily

influenced by proggy players such

as Rush’s Neil Peart. Paul, who

came from the Midwest grunge scene, took a
guitarist’s approach to bass, giving the songs
amelodicanchor. Adam wasn’tjust a power-
chord riffer; he was also like a Surrealist
painterwho created dizzying pictureswith
sound, and didn’t pander to conventional ideas
of song structure.

“There wasjust no passion in the majority
ofthe bands thatwere playing around town in
Los Angeles,” Maynard said. “There was this
A&Rfeeding frenzy out there, and no onewas
really delivering live. Then there we were,
these four pretty pissed-off, relatively
talented - comparatively - musicians. And I'd
say we owed a lotto Nirvana. Nirvana opened
the door for most music guys around town
who were chasing their tails trying to find the
nextbigthing. They hear us,andwe don’t

sound like most of the other stuff going
on. So they don’t really get it, but they knew
that itwas different.”

Matt Marshall played the band’s demo for
the president of the label, Lou Maglia, who
was impressed. Soon after, the two of them
were on anightouttogether to watch LA
hopefuls Dumpster. When thatband finished
early, Lou agreed to go to see Tool at LAdive
bar Coconut Teaszer.

“The guys knew that there was a chance
he’d show up,” Matt said, “and they puton to
this day one of the most ridiculously incredible
sets I'dever see them play. Maynard was
super-intense, maniacal and all over the stage,
and the rest of the band were just as
phenomenal as they alwayswere. Louwas

“HEWOULD SPITIN THE MIC
AND HAD A BLOOD-CURDLING

SCREAM.”

SYLVIA MASSY, PRODUCER

Tmrmi

like, ‘Getthem to my office tomorrow!"”
Zoo Entertainment hired producer Sylvia

Massy to workwith the band on the Opiate

EP. Before they were scheduled to enter

Sound City studios in Van Nuys, California,

the band planned to play a New Year’s

show at Bill’s loft. Knowing itwould be awild
gig, they decided to set up professional
recording equipment.

“lI rented aremote truck with an API
console initand had itin the parking lot of
the loftbuilding,” Sylvia recalled. “We ran
cabling up through the upstairs window to get
into the main venue up there, and there was
ahuge party. GreenlJello headlined, but Tool
opened. Itwas a mob scene there, and
Maynard was on fire. He really engaged the
audience. His stature was like a troll, and he
would lean over and spitinto the mic, and his
shrieks, his screams, were blood-curdling and
really exciting. Yet he had kind of a soft,
feminine dynamic too, because his voice
could bevery softand he had a lotof control
over that. So two of the songswe recorded
at the show [Jerk-O ffand Cold And Ugly] were
used on Opiate.”

While Tool had written most of the songson
Undertow by the time they recorded Opiate,
they decided to enter the international music
scene with abang, notawhine. So they put
their loudest, most abrasive songs on Opiate
and saved the rest for later. “For some reason,
we felt like no one would take us seriously
unlesswe recorded only our most killer,
aggressive, in-your-face songs and put them
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Tool, 1993 (left to right): Adam
Jones, Maynard James Keenan,
Paul D'’Amour, Danny Carey.

“WE SMASHED OUR GUITARS
AND TORE THEM APART WITH
CHAINSAWS.”

MAYNARD JAMES KEENAN

out there at one time” Adam said. “And I think
that gotus typecast as a metal band right off
the bat. It’s kind of funny, because the song
Ithought was the least aggressive, Opiate, was
the more popularone on the record.”

Armed with Opiate, Tool headed out on their
first proper tour, and later opened some shows
for Henry Rollins. “We’d find ourselves in
some place like Akron, Ohio, playing avenue
that looks like it holds about 500 people, but
there are only five people there and those are
the guys that are gonna play after us,”
Maynard recalled. “Itwas very awkward, but
itdidn’t really matter to us, because we were
still getting to know each other. So being on
a stage like that, hearing what things sound
like in different venues, getting used to
travelling, Ithink thatwas avery important
step in our growth.”
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ealising that they needed to release a full
Ibum soon, to headline clubs and
ossibly receive more mainstream
attention, Tool headed back into the studio
with Sylvia Massy, this time splitting their
time between Sound City and the dirtier,
grimier Grandmaster Studios.

“Thatwas abit ofarugged place,” Sylvia
recalled. “Whenwewere recording at
Grandmaster it was raining, and the waterwas
pouringinto the tracking room so badly that
we had to stop recording because the sound
wasbleeding into the microphone. Itwas

mouldy and there were mice living in the walls.

Atone pointour monitors stopped working,
and itturned out mice had chewed through the
wire in the walls.”

Undertow may have been written mostly at
the same time as Opiate, but sonically there’s a

world of difference between the two. Opiate
was gritty and heavy, balancing crunch with a
atmosphere. On songs like Sober and Prison Sex,
Undertow did the opposite, allowing Maynard to
emote in away that revealed sensitivity along
with pain. The rest of the band found individual
spaces to play to their strengths, instead of
tumbling over one another.

“We developed alotinbetween those two
albums, just as songwriters,” Danny said.
“Before, I had atendency to play everything
and anything I could think of atany given
moment. With Undertow, | started definitely
playing more for the song and maturing as a
musician and listening a lot more to my
bandmates. And they were doing the same.”

Tool spent approximately three weeks in the
studio recording Undertow. Once they had
recorded the main tracks, they decided to
experiment and create something rooted in
pure chaos and destruction. The resultwas the
album closer, Disgustipated. The dissonant,
jarring track was inspired by an acoustic
anti-vivisection benefit show Tool took part in
at the Hollywood Palladium.

“Webought a stack of five-dollar acoustic
guitars in Tijuana, Mexico and we came out

. C A1l



and started playing Maynard’s Dick
[found on 2000’s Salival box set] for this
sold-out crowd that wasn’t atall there to see
us,” Maynard said. “Rightin the middle of the
song, we all grabbed these guitars and we just
started smashing them and pulled out
chainsaws and tore the hell out ofthese
things. I had a shotgunwith blanks in it, and |
was shooting itinside the Palladium. Flames
were leaping out of the barrel towards the
curtain. I'm saying into the mic, ‘Thisis
necessary! Life feeds on life [the repeating lyric
that would end up on Disgustipated}'and here
are all these horrified people there to save the
bunnies. They thought we were assholes. Of
course, we were amused with ourselves, and
that’s all that really mattered.”

“Whenwe first got approached by this girl
to play that show, she was wearing leather
Docs and talking about how killing animals
waswrong,” Adam recalled. “Wewere like,
‘Umm, you're wearing leather Docs,” So we
said, ‘OK, we’ll do it,” butwe went the other
way with it. Life feeding on life is very natural.
So, after we did this big thing, the same girl
wearing leather Docswent, ‘Oh, that was sooo
great.” She totally missed the point!”

For Disgustipated, the band bought two
pianos for $100 each. With the permission of
the studio owner, they set up the pianos in the
huge indoor parking lot, smashed the
instruments and shot them full of holes.

Then, with the help of Sylvia Massy and

programmer Eric Anest, they scrambled

the sounds ofdemolition to create a
haunting industrial track. Itends with a
nine-minute recording of crickets, and a
snippet of spoken-word poetry thatwas left
on Maynard’sanswering machine.

For Tool’s record release party, Maynard
somehow got the Hollywood Church of
Scientology to agree to allow the band to play a
special concert on their grounds.

“l kept getting calls from the Center
wanting to hear the music, and itwas like, ‘Oh,
Idon’t want to send them the music,” said the
band’s former publicist, Leah Horwitz. “And
then they came overand metwith us, and they
did the concert there, and itwentwell. It was
just an interesting place to play.”

“Itwas all a huge sarcastic thing,” Bill said.
“Scientology is a huge religion here in
Hollywood. So Tool played the Celebrity Center
in this gothic-looking castle, and only the
super-important Scientologists get to go there
and party. Maynard justwanted to sing these
disruptive songs in this place of Scientology.
He wanted tobe annoying.”

or all the buzz Tool had created, Undertow

got off to a slow start. The EP shifted

about 2,500 units in its firstweek. With
strong connections from the band’s label and
management team, Toolwere given a slot on
the second stage of the 1993 Lollapalooza
festival, which also featured Primus, Alice In
Chains and their LAbuddies Rage Against The

"THE STUDIOWAS MOULDY
AND THERE WERE MICE LIVING

IN THE WALLS.”

SYLVIA MASSY, PRODUCER

Machine among others. Halfway through the
tour, Tool were moved from the second stage
to the main stage, where they were one of the
highlights.

“Atthat time, thatwas the only tour of that
sortin the world, which was just mindblowing
for us,” Danny said. “All of a suddenwewere
playing to 20,000 people a night. I had so much
adrenaline, I'd countoffthe first song and then
itwould seem like I'dblink my eyes and itwas
over. Butwe got alotofattention for that, so
MTYV played ourvideo for Sober one time and
they gotbombarded with requests. We
watched our record go from nowhere up
to Number50 on the charts, and it stayed there
for two years.”

AsTool continued to attract more
mainstream listeners - Undertow would
eventually go double platinum - the band
started questioning why its subversive
messageswerewinning over commercial
audiences, and whether they had turned the
wrong corner somewhere. In addition,
personality conflicts erupted, and being
in acrowded bus for months atatime
exacerbated tensions within the band. By the
end of the tour, the four musicians that had
been best friends needed some space, and
parted wayswith Paul D’Amour due to creative
and personal differences.

“Some of the growing pains really started
to setinwhenwe were on the road for
Undertow, where you're starting to figure each
other out and figure out what the nuances were
and hang-ups and emotional and mental
obstacles,” Maynard recalled.

“We started to really see that the business

is atough one to fucking navigate and get away
from. I think we went from zero to

jaded in under 30 seconds. The honeymoon
was definitely over.”

But the band’s creative and commercial
success had onlyjustbegun. 1l
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Greetings

H*tsville!

It was 1993 and grunge was running rampant across the world. But in the
UK a bunch of dysfunctional no-hopers were staging a one-band fightback.
This is how The Wildhearts made their masterpiece debut...

n the summerof 1993 the prevailing
sound was ofdown-tuned guitars
and recycled Black Sabbath riffs.
Alienation and ennui were lyrical
staples and plaid shirts and Doc

Martens de rigueur as uniform. Two years

after Nirvanareleased Nevermind, grunge
was at its all-pervasive zenith and
American alt.rock in the ascendancy.

Already that year, Smashing Pumpkins
and Tool had each brought out their
second album, respectively Siamese Dream
and Undertow. The biggest guns were
looming, too. Nirvana’s In Utero was
being readied for a September release,
Pearl Jam’s VVsamonth later. Three weeks
ahead of In Utero, another now-classic
album was released. And itcame from
an unlikely source.

The Wildhearts had evolved out ofsuch
inglorious other bands as the Quireboys,
Dogs D’Amour, Tattooed Love Boys and
hardly recalled NWOBHM-ers Tobruk.
Forming as Wild Hearts, they at first
comported themselves as faintly ridiculous
Guns N’Roses clones with their teased hair
and cowboy boots. Such was the chaotic
nature ofalmosteverything they did, it
took them four years to get around to
making their first album. Even then, Earth
VsThe Wildhearts was spewed out on to
tape that was so worn it was almost
transparent, and with the four members
ofthe band in a state guitarist CJ now
describes succinctly as “fucked”.

Yet the result sounded not only entirely at
odds with the musical mood ofthe time,
butalso almost stupidly exciting. All atonce,
Earth Vs The Wildheartsshot a restorative
cocktail into the veins o fa then-moribund
British rock scene, made the idea ofgrafting
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The men who fell
to Earth: (I-r)
Stidi, Ginger,

Danny McCormack
and CJ, 1993.

bittersweet harmonies on to Metallica riffs
seem entirely cogent, and marked the
flowering ofarare and genuine maverick
talentin the misbegotten form ofsinger/
songwriter/guitarist Ginger. The Wildhearts
were to prove incapable of sustaining any
semblance ofEarth Vs dead-ahead focus, but
nonetheless the sheer potency of the record
has been amplified over time.

“Thatwas the firstalbum I ever
recorded, and for whatever reason it’s the
one I'm still talking about to this day,"
Ginger reflects. “l guess there’s justa sense
ofhonesty to Earth Vsthat people like. We
werent trying to be glamorous, and it must
have worked for us.

“l haven' listened to it for twenty years.
People are very, very fond ofitand for that
I’'m grateful, but I've no real connection
with those songs now. As awhole it’s like a
snapshot ofyour first shag. When the
reviews came out and itwas: The sound of
British rock finally waking up,” we were
like: Are these fuckers talking about our
album?' It didn’t make sense then and it still
doesn’t now.” J>
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people you would want to invite to a party.
This was years before any ofus had even
tried heroin. We were all about speed,
which was just as well because it was all we
could afford. I always thought heroin was
the least rock-and-roll drug in the world,
because it put people to sleep.”

Charged with shepherding that first
album into being was Dante Bonutto,
recently added to the A&R department at
EastWest. A former rock writer, Bonutto
had seen Ginger out and about at gigs and
they shared a passion for Kiss, but it wasn’t
until the sessions for Don't Be Happy that
they were formally introduced. Or to be
more accurate, this was occasioned as
Bonutto watched Ginger drive a tractor
into the recording studio’s swimming pool.

“l stood there thinking: 'He’s not going
into the pool, surely?” And he did,”Bonutto
remembers. “Thatsort ofset the tone for
our relationship from then on. There was
always adramagoing on.”

“How brattish and belligerent the band
were put people offas much as it attracted
them," CJ qualifies. “It wasn’t an act. The

tthe dawn of 1989, no success of
any kind seemed within reach of
the man born David Walls in

betweenJoe Strummer, Robin Zander,
Steven Tylerand Paul Stanley,”a laughing
Clrecalls oftheir vocalist search. “Of

“O!(ay, whpse turn Wildhearts was dysfunctional as agroup
is it to tidy up? and as individuals. We just weren't very
CJ, Ginger, Danny . e
and Bam, 1992.  "'CE PEOPIE.

South Shields, Tyneside. Ginger, as he
would become known, had just then

been thrown out of Faces-fixated bar-room
rockers the Quireboys forbeing too heavy
aguitar player and an even heavier drinker
and general party animal.

During the fleeting time he was in the
Quireboys he had given no indication
that he could write songs, much less that
he was able to bring together such
disparate styles as thrash metal, glam rock,
punk rock and alt.country. Not that to
begin with he even knew how to translate
this gumbo ofinfluences into real flesh-
and-blood sound.

With Wild Hearts, Ginger started offby
hitching on to the last blockings ofthe
hair-metal bandwagon. A couple ofearly
line-ups included one of two vocalists,
former Tobruk frontman Stuart'Snake’
Neale and one Dunken F Mullet from
anotherband ofalso-rans, Moumblade,
neither ofwhom would last the course.

The fledgling group recorded a grand
total of nine demo tapes with this pair,
which combined did at least land them a
development deal with Warner Brothers
subsidiary EastWest Records, but no
distinction. After Ginger was eventually
persuaded to take on lead vocals, they
settled on aline-up comprised of founders
Gingerand guitarist CJ, late ofthe
Tattooed Love Boys, plus former Dogs
D'Amour drummer Bam, and on bass
Danny McCormack.

Itwas Gingerbecoming their lead singer,
abetted by the discovery that Cl was
naturally inclined towards vocal harmonies
and, what’s more, that their two voices
fitted like the proverbial hand in glove, that
gave the now Wildhearts their wings.

“Up to that point we’d wanted a cross
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course, that person doesn't exist. And now
all of a sudden we had these really lovely
Beatles, Beach Boys-style harmonies.”

“I hated singing,”adds Ginger. “I'm only
comfortable now when I sing in a Geordie
accent. Over the years, I've wished that I'd
held out and found a proper singer, but
I doubt we’dbe having this conversation
now ifthat’d happened.”

In the two years that followed after he
stepped up to the mic, songs flowed out
from Gingerand on to an EP, Mondo Akimbo
A-Go0-Go, and amini-album, Don’t Be
Happy... lustWorry. Bam
jumped back
into Dogs D’Amour, Andrew
Stidi' Stidolph took over the
drum stool, and from touring
with everyone from NWOBHM
icons Diamond Head to Alice
In Chains and the Manic Street
Preachers, The Wildhearts’
sound hardened and
crystallised.

“All along | was kind of
cherry-picking the songs | liked
best for the first album, because that’s what
bands used to do when I was young," says
Ginger. "l wanted it to have the best chance
possible ofbeing accepted. But right up
until itgot released I figured there was a
strong chance people wouldjust turn
around and go: ‘No, you can't do that.’ That
mixing heavy with pop wouldnt work,
because otherwise someone else would
have already done it.

“Itwas going totally against the grain.
Which for me was the more reason to do
it. Plus I had the confidence ofyouth.
| hated grunge, couldn’t understand why
anyone would like it. The music | was
listening to was played by the sortof

“The Wildhearts was
dysfunctional as
agroup andas

individuals. We weren’t thelastminute.

very nicepeople.-

cl

n early 1993, EastWest put the

Wildhearts into Wessex studios in

north London for an intended short,
sharp demo session. Wessex was where
the Sex Pistols had put down Never Mind
The Bollocks and the Clash London Calling.
There was no fanfare or import attending
the Wildhearts’date. Working with the
in-house engineer, they had to use so-called
‘gash tape’, a cheap quarter-inch reel onto
which countless other wannabes had
previously recorded tracks. The budget was
so restrictive that Bonutto
practically had
to beg his paymasters for a
hand-out so
that the band could finish up
an additional song, Loves!lit,
that Ginger knocked out at

His motivation for Loveshit
was unconventional. One day,
he reminisced with Bonutto
aboutaTV advertofthe
1980s for the body spray
Limara. The ad was
popularamong teenage boys ofthe time
for showing a pneumatic blonde bathing
naked in awaterfall.

Ginger’s specific point of interest was
the ad’s theme song, Remember My Name, a
strident rocker that Bonutto informed him
was sung, in a full-throated roar, by Stevie
Lange, then-wife of producer 'Mutt'
Lange. And soon enough, Stevie was
brought to Wessex to sing backing vocals
on Ginger’s newest song.

“My puberty loved that advert and her
voice,” Ginger says. “l can remember
running away and writing that song just
for Stevie to sing. I didn’t want her to have



to sing any ofthe others that had all these
swear words, but I called it Loveskit by
accident. Not the smartestbolt in the box.”

Like the other 10 songs that would
make up the Wildhearts’ debut album,
Loveshit was recorded live in one or two
takes. Most of the rest were drawn from
more direct personal experience: Ginger
wrote Miles Away Girl about his girlfriend
ofthe time, anurse, and Greetings From
Shitsville about his flat in London’s
Belsize Park. Although he wasn't above
indulging in a spot of self-mythology on
the latter: as Clrecalls: “NW3 isone of the
richest postcodes in the world and
Ginger’s place was actually alright.”

Musically, the tracks were like fun-fair
rides, aroller-coaster cascade ofideas and
reference points, veering offat wild
tangents and as ifnone could be made epic
enough to contain all the ideas rampaging
around in Ginger’s head. Everlone, for
example, ran to six and a half minutes,
accommodated at least four different,
mighty riffs, and still gave the impression
it could go for many minutes more.

“l just wanted to make a kind ofmusic
that lwasn’t hearing at the time,” says
Ginger. “And I had nothing to write about
other than what was going on inmy life.
That’sbeen my practice ever since. It means
that whenever I go on stage, no matter how
I'm feeling, at least I'm not a fraud."

“I still think today that Ginger is hugely
underrated,” offers Bonutto. “"1would put
him up alongside Elvis Costello and Paul
Weller as one ofour great British
songwriters, and he’s probably been more
consistent than either ofthem. I've never
heard abad song he’swritten.”

A kind ofreckless abandon was another
of Ginger’s signature traits. It was this that
surely led him to title three ofEarth Vs’
most accessible songs: Greetings From
Shitsville, Loveshitand My Baby Is A Headfuck.
Bonutto had the often onerous task of
explaining away this self-destructive bent

to his bosses at EastWest. Today he
considers The Wildhearts the very last
band that should have been signed to
amajor record company

“That whole corporate set-up was
anathemato Ginger as an artist and he
didn’t want to toe the line,”he says. “Ifl said
something was black, he would
automatically go white because he felt it
was the right thing to do artistically.
| actually had great empathy with his point
ofview, because | love that
rebellious rock’nroll spiritand
people who live the lifestyle and
mean it.

“I played Greetings From
Shitsville to the head o fA&R at
the company and he said: ‘That’s
an amazing song. Why on earth
would they call it Shitsville?” Well,
welcome to The Wildhearts.”

“Thing is, we never had any
aspirations towards commercial success,”
reasons Ginger. “We didn't have those
smarts about sustaining a career. Swear
words are fantastic, too, ifyou're trying to
be loud and snotty. That was our logic.”

Above left: Danny
and CJ on the town;
right: Ginger

lets fly.

ight from the outset, the band had

wanted to have Mick Ronson

produce their debutalbum. They
had been impressed by the venerable
former Spiders From Mars guitarist’s
work with Morrissey on the latter’s 1992

"EarthVs shot
a restorative cocktail
Into the veins of
a then-moribund
British rock scene.’

album Your Arsenal. But Ronson’s health
was ailing and he was unable to commit
to such a labour. However, he did drive
himselfdown to the studio to add a
characteristic solo to My Baby Is A Headfuck,
an event that CJ recalls “kind offreaked

us out". It would be the last time Ronson
was recorded, cancer claiming him on
April 29,1993.

After that, they turned to producer Mark
Dodson re-recording with him abrace of
the demo tracks. One,
Suckerpunch, made it onto the
finished album. The other,

.. .Headfuck, didn’t because the
band had needed to match
exactly the tempo ofthe original
inorder for Ronson’s
contribution to be preserved,
and the result was stilted.

Neither Ginger nor Bonutto
can quite agree on whose actual
idea itwas, but both men finally
determined that the demos should be
released as the finished album, with the
exception o f Suckerpunch. Bonutto’s one
concession to radio-friendliness was to
have the basic tracks remixed by Pet Shop
Boys/Human League producer Mike
‘Spike’ Drake. By Bonutto’s own admission,
the band immediately took against Drake,
but he succeeded in accentuating the sugar
pill of Ginger’s melodies without
dampening the Wildhearts’ raw fire.
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arth Vs The Wildhearts was released

on August 30,1993, by which time

Stidi had been replaced on drums
by Rich Battersby. The album's front cover
adequately reflected the distinctive,
uncompromising nature ofthe music:
aportraitofGinger, his face submerged
in oil and bound with barbed wire,
acockroach crawling from his mouth.
This, Bonutto points out, was in the days
before Photoshop technology, “so for real
he had to lie in a bath ofoil with
acockroach on his face. Altogether it was
amagnificent statement.”

Another Wildhearts sleeve from that
period was to gain a notoriety ofits own.
EastWest pressed ahead with Shitsville as
the launch single. Ginger had a very
particular idea for the artwork that
should accompany it. Which is to say
he imagined aphotograph of someone
shitting into a pitta bread that the four
members ofthe band would hold open.
Atthe time, they were laying down their
first batch oftracks with Battersby, and
Simon Efemey producing. Ginger
happened to mention the pitta bread idea
to the voluble Efemey, who instantly
volunteered his services.

‘A week later, the five ofus were in
aphoto studio and me with my kecks off,”
Efemey recalls. “A Japanese girl took the
picture, and it was all set up with deadly
seriousness. The night before, I'd even
drunk aload of Guinness to help ease my
movement. Butas soon as | heard the
camera shutter going | started to piss
myselflaughing. She got the shot ofit
appearing to drop into the pitta, but | was
shaking so much that I actually shat all
over Danny’s hand.”
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This was a transgression too far for
EastWest, who released the single in a plain
brown sleeve instead, but it didn’t matter.
The Wildhearts had got real momentum
by then anyway. Earth Vs The Wildhearts
received rave reviews. Radio 1 daytime
playlisted another of the album’s standout
tracks, TV Tan, and the band undertook
acrowning UK tour with The Almighty.

By the next summer, the Caffeine Bomb
single had got The Wildhearts on British
TV institution Top O fThe Pops and they
headlined the second stage at the
Donington Monsters O fRock festival on
abill that also included
Therapy? and Terrorvision,
heirs apparent to lead a Brit-
rock renaissance. Ginger
certainly had grand ambitions
for The Wildhearts’ next move,
plotting adefining double
album.

It wasn't to be. EastWest

when the band's second album,

P.H.U.Q. subsequently came

outin May 1995 itwas as

asingle disc. In Ginger’s opinion it was a
substandard one at that, the more ranging
and esoteric tracks having been put out on
the Fishing For Luckies EP instead.

P.H.U.Q. entered the UK chart at No.6
but, fatally, Ginger had ousted CJfrom
the band before it was even finished,
robbing both himselfand the Wildhearts
oftheir essential foil. His timing couldn’t
have been more ruinous, and after that it
was all downhill.

Intent on waging war with EastWest,
Ginger next delivered them a third album
ofsplenetic industrial metal, Endless,

- I fyouYegoingto
be stupid, then do it
whenyouYeyoung
oAnd we were
baulked at that concept too, and -~ StUpider than most. -

Qinger

Don't be happy,
just look worried:
Danny, Rich
Battersby, Ginger
and CJ, circa 1994.

Nameless, that, depending on one’s point
ofview, was either abold artistic statement
or unlistenable. EastWest duly passed on
it. It was eventually released by indie label
Mushroom Records in 1997, but by then
Ginger had split the band, citing musical
differences and drug problems.

“Two things derailed the band
completely,” Ginger offers. “The firstwas
cocaine. Thatwas how CJand I fell out.
Soon as cocaine came into the picture, the
egos started to get affected and we were
having these huge arguments about what
I can’t even remember. And when
EastWest refused to go with the double
album, the band was over for me at that
point. Ifwe were going to succeed at this
I had wanted to make a statement.”

he Wildhearts’story ever since has

I been typically chequered. Starting in
2001 there have been serial

reunions, just as many bust-ups and the

odd album. In 2018, Ginger and CJ,

the latter now living in the Yorkshire

Dales, together played a handful ofacoustic

dates around the UK. The upshot ofwhich,

reasons CJ, was as likely to have been that

they “wound up killing each other as to

have come back feeling like brothers again”.

Rich Battersby got to be so
disillusioned with the whole messy
business that at one point he stopped
playing altogether, but he’s now back in the
fold. So too is Danny McCormack. Years of
heroin addiction led in 2015 to him having
to have his right leg amputated below the
knee. “For a one-legged bloke that should
be dead, he’s doing really well,” says Ginger.
“I've no idea what makes thatbloke tick,
but tick he does.”

Ginger too has not been without his
demons. He was hospitalised in the late
2010s in an apparent suicidal state. Today
he claims to be fit, well and happier
for being busy. Despite stating in
that he would never again record
with The Wildhearts, the Ginger/
CJ/Danny/Rich line-up returned
with 2019 appropriately-titled
Renaissance Men - arecord that
crackles with the same energy and
intent as their debut. A new album,
2021’s 21st Century Stars, proves that
was no fluke.

Earth Vs The Wildhearts itself
stands now as amonument to its
time, to the pig-headed brilliance ofthe
man who conceived it,and to The
Wildhearts themselves, who spectacularly
and wilfully snatched defeat from the jaws
ofcertain victory.

"I really wouldn’t wantto go back and
change anything,” Ginger concludes. “Back
then we were having the time ofour lives.

I would suggest to any band going in to
make their first album that they live exactly
as they want to and get smart later on. If
you're going to be stupid, then for fuck’s
sake do it when you're young. And we were
stupider than most.” O
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It was the shot that was heard around the world - and Kurt
Cobain's death proved a tipping point for 90s rock.

n April 8.1994, Kurt Cobams body was discovered

by an electrician in agreenhouse above the garage
fhis house in Seattle. A 20-gauge shotgun layon
is chest, and a suicide note was found ina
lowerpot nearby. The death ofNirvana’s tt'oubled

singer at the age of 27 wasn'tjust the defining

Yet something did shiftwith Kurt Cobain’s death. The biggest
band ofthe year wasn't abunch of flannel-clad misery merchants
from the Pacific Northwest but a trio of punk rock kids with multi-
coloured hair from San Francisco’s Bay Areanamed Green Day
Their third album, Dookk, was an explosion of pop-punktuneage
andjittery street rat attitude that provided the perfect antidote to

moment of 1994, itwas one ofthe defining moments of ttiedntireasingly gloomy intensity ofthe previous four years. It

decade. The man who was the figurehead for ageneration was
gone, leaving a legacy that would last to this day.

His passing didn't instantly mark the end ofgrunge. Two of
Nirvana’s most celebrated contemporaries, Soundgarden and
PearlJam, both released albums either side o f Cobain's death, albeit
very different ones. The former’s blockbusting Superunknown was
bold and ambitious, a statement ofintent from aband who had
been forced to wait in line while the bands they inspired were
garlanded with praise and success ahead ofthem. The latter’s
Vitalogy was knotty and angry, serving notice that Pearl Jam
wanted out ofthe toxic celebrity arms race they’d found
themselves locked into. And ifgrunge was becoming passe, no
onetold Bush, abunch ofBritish interlopers who became one of
the biggest success stories o fthe yearwith their Nirvana-
soundalike debut Sixteen Stone.

Yetthe most remarkable release of 1994 was Live Through This,
the second album from Hole, the band fronted by Cobain’s wife
and all-round force-of-nature Courtney Love (pictured left). In an
unhappy coincidence, it was releasedjust four days after Cobain’s
body had been found, casting this brilliant, furious, sarcastic
record in an entirely different light. It was a measure ofboth the
record’s greatness and Love’s fortitude that it landed with defiance
rather than sorrow.

connected with the public to the tune of 10 million sales.

Green Day were swiftly followed out ofthe traps by fellow punk
rock footsoldiers The Offspring, whose own 1994 album, Smash,
matched Dookie unit-for-unit. Between them, they opened the
gates fora wave of pop-punkbands to come flooding out - misery
was out, pogoing was in.

By that point, alternative rock had become the new mainstream
anyway Bands as diverseas Weezer, Beastie Boys and Live
provided the soundtrack to the year, while lesser-known acts such
as Pavement and Jeff Buckley served up instant-classic albums.
Even the Woodstock festival - the original bastion 0f60s
alternative culture-got a modem do-over to mark its 25th
anniversary, with mud-splattered sets from heroes-of-the-hour
Green Day and Nine Inch Nails, who released their own landmark
second album, The Downward Spiral, that March.

Itwasn’t just America where things were accelerating at a rapid
pace. In the UK, Oasis’ electrifying debutalbum Definitely Maybe
turned them into charismatic superstars, The Prodigy’s Music For
Thelilted Generation mashed up dance, hip hop and rock likeno one
else had done before, and the Manic Street Preachers served up a
harrowing masterpiece with their third album The Holy Bible.

Kurt Cobain’s death cast a long shadow over 1994, yet amid the
tragedy, rock proved that it still had plenty oflifeleftin it. ©
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Green Day in 1994: (I-r) Tr6 Cool,
Billie Joe Armstrong, Mike Dirnt.

In 1994, with their major-label debut Dookie, GreenDay

pointed the way forward for punk rock for the rest of the

decade - and well into the next millennium. W e chart \]

the rise of the band from the underground to the mainstream.

Words: Darren James . /
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y 1993, Green Day were already a

successful band by anyone’s

standards, with the compilation

1,039/Smoothed Out Slappy Hours and

the album Kerplunk having sold more

than 30,000 copies each and gained
the band arapidly expanding live following.

In truth, they had probably achieved as much as
any band in the punk arena could reasonably have
expected to. Fortunately, Nirvana had just
rewritten the rules, and turned the music world
on its head with their globe-straddling album
Nevermind. Like Green Day, Nirvana started out on
a modest indie label - in their case Sub Pop - and
caused howls of indignation among fans when
they signed to a major (Geffen). Yet the success of
Nevermind and its subversively catchy single Smells
Like Teen Spirit not only propelled Nirvana into the
big time, but also opened the floodgates for any
potentially chart-friendly chancers with a snappy
tune and a punk sensibility.

Green Day'’s rise to stardom began when, after
years of looking after their own affairs, they were
picked up by managers Elliot Cahn and Jeff
Saltzman (who already had Mudhoney, Melvins
and Primus on their books). It’s not clear whether
a firm decision had been made to sign the band
to a major at this stage, as Epitaph were among the
labels they approached with a new demo —and
were apparently keen to work with them —but
as the other contenders included Geffen and Sony
it seems likely.

What is certain is that by this time, the
members of Green Day (singer/guitarist Billie Joe
Armstrong, bassist Mike Dirnt and drummer Tre
Cool), for all their working-class backgrounds, had
developed a canny business sense, and a firm
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beliefin their own abilities. They insisted that whatever label

-

"W didN’T STaR1
they went with, the band have total artistic control —
something promised to many artists down the years, but -
rarely delivered. IS a N I O

Naturally, Green Day took their time, holding out for the
best offer. The turning point came when Rob Cavallo, an _ID h I N m
a LOI' of mONey"

A&R man and producer for major label Reprise/Warners,
received a copy of the demo and then headed out to Berkeley
in 1993 to meet the band.

Cavallo later recalled: “I'll never forget when Green Day
said to me - it was so cool when they said: ‘We're
going to be agreat band.” And they knew it. ‘We're
going to be agreat band no matter what Reprise
does for us.’ They could already draw 1,000 kids
in agood 10 or 12 cities across this country, and

they’d already played in Europe. These kids in
Green Day were 21 years old. They knew
what it took to be successful in the music
business. They never had jobs, they made
their living by being a band by the time
they were age 16 or 17.”

As Cavallo said, in addition to the
quality of their early releases, the band’s
status by this stage was built on gruelling
tours ofthe underground punk circuit,
covering both the US and Europe thanks to
budget-priced flights. Green Day had played
small clubs in such glamourous UK spots as
Wigan and Newport, and
squats in Germany, all off

their own backs. M

In the States, like
several of their Master of puppets: Billie
contemporaries they Joe and stuffed friend.
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played many shows at the legendary 924 Gilman
Street club in the Bay Area of San Francisco. Seeing
the way the club was operated also showed them
something that listening to records back home
couldn’t: the ideas and principles by which the
US underground scene was run. These could
sometimes be strict, as many transgressors
found to their cost, but the sense of empowerment
and belonging was potent and far-reaching, and
the club thrives to this day.
Given all that experience, once Green Day had
taken the decision to sign with amajor label, you
might think they would have anticipated a little flak
to come at them from some quarters. But, like
others before them, it seems they were a little
taken aback by the ferocity ofthe resultant
backlash. If not exactly hurt by the reaction
from their friends in the punk underground
to the news that they’d signed with



Reprise, the band were

still a little mystified. The
band have told about when
they visited Gilman Street
after the release ofthe
debut Reprise album and
were met with a frosty
reception, with one former
pal asking: “What the hell
are you guys doing here?”

Green Day’s Mike Dirnt
said at the time, “You know,
every band who sold records
is getting branded with the
sell-out label, especially from
fans who liked them in their
early, unsuccessful days.

They think they've found

something, they identify with

you because you're

underdogs, and then you

make it and they hate you.

They feel you've betrayed

them because now others like

you too. We didn’t start the band to cash in alot of
money. When we started out, punk was probably
the most unpopular music around.”

True. Although it seemed that Billie Joe
Armstrong felt the Gilman Street rejection, at
least a little: “We’ve played in front of 2,000 and
3,000 people, and I still haven’t felt the same
thing that | felt playing that place. There are bad
shows I've had there that I'll remember for the
rest of my life, and there’s the greatest shows I've
ever played.”

He continued, more defensively: “Punk is not
just the sound, the music, punk is a lifestyle.
There are a lot of bands around that claim to be
punk and they only play the music, they have
no clue what it’s all about. It’s a lifestyle |
choose for myself. It’s not about popularity
and all that crap. When we started out, we
played punk rock, the music. Then we
developed, we changed our sound - but we
didn’t change. We'rejust as punk as we used
to be. We got a lot of crap,
and we're still getting it,
for being signed with a
major label. So what?”

Even with amajor-label
budget at their disposal, the
band’s now deeply
ingrained work ethic meant
that the 17 tracks that were
laid down at Fantasy Studio
in Berkeley for the Dookie
session were recorded in
just 19 days, working 12
hours a day. The title is US
slang for turd, and was
slimmed down from the
original concept of Liquid
Dookie on the grounds that it
was “too gross”.

Released on February 1,

1994, Dookie entered the US

Billboard chart at a modest

No.141, but soon picked up

momentum with the success

of Longview, the first single

taken from it. That was aided

in no small part by its chaotic accompanying video, which
was shot in the basement of Billie Joe and Tre’s apartment on
Ashby and Telegraph Avenue in Berkeley. It gained plenty of
airplay on MTV, and Longview was soon heading up the chart,

The three stooges: Green
Day backstage at New
York's Madison Square
Garden in 1994,

KOD'AK £100V?

and went on to reach No.3 on Billboard’s end-of-year
Modern Rock listing.

The album’s second single, Basket Case, went to No.l in
August of that year, beginning a five-week residency in
the US chart. It was also the first Green Day single to hit
the UK chart, peaking at No.55 in the same month and
No.7 on reissue. The video for Basket Case was another
belter, and was nominated for MTV’s Best Video OfThe
Year award. The third single was live favourite Welcome To
Paradise, and was Green Day’s most successful in the UK
at the time, hitting No.20. This was followed in early

1995 by When | Come Around, which spent seven weeks at
the top ofthe chart.

Dookie was a bona fide phenomenon. US sales
reached 10 million, with worldwide sales of an amazing
20 million, and the album picked up a Grammy for Best
Alternative Music Performance. In February 1995, after
ayear in the chart, it was still at No.2.

With its great songs, and the backing of amajor
label and MTV, it was perhaps inevitable that Dookie
would be huge. But there was one other important

factor in its elevation (and that of
Green Day) to such dizzy heights,
and that was the ill-fated
Woodstock '94 festival. To many
people it seemed a pretty
ludicrous idea from the start:
resurrecting a festival that, despite
the mythology surrounding the
original one in 1969 (and some
amazing performances from the
likes oflJimi Hendrix and The Who),
was an organisational disaster, and
building the new version on long-
outmoded ideals. As it turned
out, Woodstock 94 was nothing like
the Woodstock in 1969 - itwas
much, much worse.
At least the intentions of the first
Woodstock were good: to put on a
festival with all the finest acts
available to hippydom. Held over the
weekend of 12-14 August 1994 at
Winston Farm in upstate New York,
Woodstock '94 was strictly a money-
making deal, with punters paying $135
(£84) for entrance and appalling
facilities. On top of all that, there was
the rain, which pelted down almost incessantly for the
whole weekend, reducing the site to aquagmire - and the
tolerance levels of the 250,000 punters to zero.

At the time of the festival, Dookie had just picked up a
gold disc for sales of over 500,000, so naturally Green
Day'’s spirits were high when they went on stage at 3pm.
But opening with Welcome To Paradise was either taking
the piss or just unwise (we know which our money is
on). The crowd had been chanting for the band
during the performances that preceded them, so it’s

not as ifthey weren’t among friends. But when
a few fans chucked mud at the stage, Armstrong and
Dirnt began goading them to hurl more - which they
were more than happy to do. With the stage by now
almost as much ofa mess as the rest of the site,
Armstrong removed his trousers, although whether it
was this that provoked fans to begin attempting to
invade the stage is unclear. In the ensuing chaos,

Dirnt lost some teeth when a member of the security

crew knocked him into a monitor, believing him to

be amember of the audience.

To say that the organisers were unimpressed would

be a huge understatement. Their set cut short, Green Day
were ushered from the stage and immediately spirited away
by helicopter. The resulting publicity was all that was needed
to give them the final push from being a big band to being the
biggest punk band in the world. O
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Prince of the night: Trent
Reznor in full on goth mode.
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As the mastermind behind Nine Inch Nails, Trent Reznor took nihilism
into the mainstream. And The Downward Spiral was his crowning glory.

n 1997, Trent Reznor was named one of
Time magazine’s 25 most influential
people, sharing the honour with the
cartoon character Dilbert and then US
Secretary of State Madeleine Albright.
Time called Reznor ‘the anti-Bon Jovi’.
His “vulnerable vocals and accessible
lyrics led an industrial revolution: he
gave the gloomy genre a human
heart... Reznor's music is filthy, brutish
stuff, oozing with aberrant sex, suicidal
melancholy and violent misanthropy.
But to the depressed, his music proffers pop’s perpetual
message of hope: there is worse pain in the world than
yours. Itis a lesson as old as RobertJohnson’s blues.”

Reznor was the latest in a long line of brooding, dark
romantic figures that included David Bowie, Lou Reed, Jim
Morrison, Mick Jagger and Keith Richards. He was also an
overlooked recording genius; a studio nerd who pioneered
a polished, aggressive hard rock sound that is still
ubiquitous today.

He seemed an unlikely icon, yet throughout the 90s
Reznor transcended genres and tribes: he appealed to
goths because of his emaciated, pale demeanour; he
appealed to fledgling nu-metalheads who loved the
abrasive guitars and in-your-face beats; he appealed to
‘cyberpunk’types who read Wired magazine because it
seemed that he appeared to be orchestrating the bleak
future world of frazzled tech depicted by William Gibson
in Neuromancer. Before the rise of his protege Marilyn
Manson, he was the country’s most popular nihilist. That
reputation rested largely on his masterpiece, the sprawling
black hole of despair that was Nine inch Nails’ The
Downward Spiral.

Even today you can listen to The Downward Spiral and still
discover things that you had never heard before. It’s
almost as if the album has kept on growing and changing,
updating itself between plays.

Nine Inch Nails’ debut album Pretty Hate Machine,
recorded in 1988, was essentially an electronic work

| heavily influenced by Skinny Puppy, Ministry and

| Depeche Mode, with Reznor as one-man band, creating all
§ the songs and sounds in the studio. The Broken EP

| introduced distorted guitars and a hard rock sensibility.

Words: Tommy Udo

Those appealed largely to a cult market, the still-thriving
industrial underground. But by the time he made The
Downward Spiral in 1994, the ‘mainstream’ofhard rock -
under the influence ofeveryone from Rage Against The
Machine and Nirvana to post-Black album Metallica - was
shifting towards the place where Trent Reznor had already
staked out his territory.

eznor had moved moved to Los Angeles in 1992,
following the success of Pretty Hate Machine. A
deal with Interscope gave him the artistic
freedom he needed to work on his second
album. He wanted a property where he could set up his
own recording studio. Reznor wanted The Downward Spiral
to be one of the first albums recorded entirely using
state-of-the-art digital technology. Rather than putting the
band in the studio, recording the instruments and mixing
it together, sounds were recorded and stored on a hard
drive, from which they could then be digitally altered.
One ofthe beauties of digital recording is that it can
really be done anywhere. The location Reznor wanted had
to be sufficiently isolated, and large enough to
accommodate the gear and any collaborators, like
producer Flood and his main collaborator/assistant,
drummer Chris Vrenna, whose job was to sift through
hundreds of videos for samples to be used on the album.
Reznor found a ranch-style bungalow to rent on Cielo
Drive in the Hollywood Hills, a beautiful, picturesque
location set in the super-rich part of Los Angeles
populated by movie executives, actors and musicians. The
house had had some famous tenants in the past, most
notably maverick film director Roman Polanski his
beautiful young actress wife Sharon Tate back in the 60s.
One sultry night in August 1969, while the heavily
pregnant Sharon and her friends were turning in for the
night, a group of hippies broke in. In the space ofan hour
Sharon watched as they slaughtered three of her friends in
front of her. Then they killed Sharon, ripping the unborn
baby boy from her womb. She was alive to see this. They
wrote in herblood the words ‘Pig’ and ‘Healter Skelter’
(sic) on the walls and door. Reznor had moved into the
house made famous by the Charles Manson murders.
“It’s a coincidence," he told Rolling Stone at the time.
“When 1found out what it was, it was even cooler."
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"l HATE SENDING A NEW

SONG OUT: 'I CUT MY
SOUL OPEN-CHECK
IT OUT"." TRENT REZNOR

Later he admitted that he had in fact deliberately chosen
the location for the bad vibes, but regretted this after a
meeting with Sharon Tate’s sister Doris. At the time they
were recording in the house, Vrenna and Reznor
nicknamed the studio ‘le pig’, alluding to the word ‘pig’
scrawled on the wall in Sharon Tate’s blood. One ofthe
strongest tracks on the album was March O fThe Pigs,
although Reznor denied that there was any connection
between this and Manson.

Reznor had been listening to alot of David Bowie,
and the influence of Hunky Dory, Bowie’s 1971 album on
which he attempted to redefine the way pop songs were
written - something that appealed to Reznor - had
percolated through.

While The Downward Spiral was not planned as a concept
album, there are undeniably linking themes and recurring
motifs in the songs. Reznor had been keeping notes on his
inner state since his chaotic booze- and chemical-fuelled
stint on Lollapalooza. This provided the conceptual
backbone for the songs.

“It is personal experiences, but it’s wrapped up in the
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highly pretentious idea of a record with some sort of
theme or flow to 'em, and it was meantto be... it'sbecome
kind of a dated 70s concept. But some of the records that
influenced me a lot on this album, like [David Bowie’s]
Lowand even The Wall - I'm sure I'm ripping off Pink
Floyd. In fact | know I am.

“There’s records, although they may appear dated today,
that try to do things that are more exciting to me than,
‘Here’s my video track and here’s my dance song and
here's my power ballad.” All that kind of disposability. It
wasjust me, bored, trying to come up with something |
kind ofwanted to set the parameters to work within, to
focusmore.”

he expectations for The Downward Spiral were
almost crippling. Pretty Hate Machine and Broken
had, in asense, both been produced in secret.
But the constant pressure from fans, the media,
admirers and other bands asking how the new album was
going, what it would be like, what the songs would be and
when it was out started to take their toll.
It was certainly was more ofa struggle to make tha
he expected. The original intention had been to make the
album quickly. Reznor cited the example of Nirvana, who
had gone into the studio and made Nevermind in two
weeks. But the process was different for him, and soon the
suits at his new record company, Interscope, were
expressing ‘concern’at the amount oftime the album
seemed to be taking to make.
Part of this was down to Reznor’s extra-curricular
activities. He signed Marilyn Manson to his Nothing
imprint, and began the process of turning him into a star.



"I WANTED TO KILL
MYSELF. | HATED MUSIC."

TRENT REZNOR

He also immersed himselfin aworld of hedonism and
debauchery - something that Reznor would admit came
from a dark place within.

“ljust wanted to kill myself. | hated music,” he later said
bitterly. “l was like, ‘I just want to get back on the road
because | hate sitting in aroom trying to, trying to...
just scraping my fucking soul.' Exploring areas ofyour
brain that you don’t want to go to, that's painful. You
write something down and you go, ‘Fuck. | can’t say that.
I don’t want people to know that.’ It’s so naked and honest
that you're scared to let it out. You're giving a part of
your soul away, exposing part of yourself. | avoid that.
| hate that feeling of sending a tape out to someone:
‘Here’s my new song. ljust cut my soul open. Check it
out. Criticise it".”

Lost in the chaos, Reznor wanted to finish the album
and get the hell out of LA and back on the road. Not
everyone was onboard with the idea and told him so.

“That’s the stupidest fucking reason for doing an album
I've ever heard,” American Recordings boss and all-round
music guru Rick Rubin told Reznor when they ran into
each other. “Don’t do it until you make music that it’s a
crime not to let other people hear.”

Shaken by Rubin’s advice, Reznor knuckled down and
finally delivered the finished album almost a year after he
had started work on it. The flurry of writing and recording
produced 16 songs, and some leftovers that would crop up
on B-sides or would be reworked as material for remixes
for Nine Inch Nails as well as other artists.

The songs were like frontline reports from the
battlefield of Trent Reznor’s psyche. That they were
classic songs of negativity, angst, despair and
hatred would come as no surprise. But Reznor’s
voice - previously heard only through abank
ofdistortion and effects, screaming - was
transformed, seductive and even sweet. From
the deceptively quiet intro of Mr Self
Destruct, through grandiose almost-pop of
Closer, to the tenderness in the hate-ballad
Piggy, it was clear that The Downward
Spiral was an album with light and
shade, with blended colours
rather than just blocks ofbold
primary hues.

There was enough of the
cyberjack-beat on Heresy and
the intense title track itselfto
connect Reznor to his earlier,
work on Pretty Hate Machine and
Broken and still have him
strictly filed under an
‘industrial’ music category, but

the truth of the matter is that he NIN guitarist
Robin Finck.

wasn’t so much part of a different
genre as an entirely new game
altogether.

Reznor had made a great
album that could only be
listened to in small doses. The
Downward Spiral was something
magnificent that took you on a
journey all the way to the heart
ofdarkness. ©

NINE INCH NAILS
THE DOWNWARD SPIRAL

An industrial album so good
that even Johnny Cash
covered its closing song.

No one ever expected an industrial artist to

become as huge and as well-respected

as Nine Inch Nails have now become, but

off the back of their debut release Pretty
Hate Machine in 1991 it was obvious that mainman Trent
Reznor had a lot more strings to his bow than the majority
of his contemporaries.

After Pretty Hate Machine came two EPs that delved
deeper and deeper into Reznor’s madness, crystallising
his self-loathing not only lyrically but also within the very
framework of the tracks' incendiary guitars, chaotic
samples and pummelling, relentless drums. But, even
taking that into consideration, no one was ready for the
sumptuous soundscapes and wrist-slitting structures of
his masterwork, 1994’s The Downward Spiral.

From the very beginning, songs like Mr Self Destruct,
Piggy and Closer summed up the bleakness of Reznor’s
soul, but he delivers his lines with such preening rock-star
self-absorption that it's captivating even for the most
jaded of listeners. Reznor knows howto pull a crowd into
his twisted world, whether it's live on stage or coming at
you through your headphones. This is a man who is
prepared to strip himself bare and lay it all on the line for
a wanton audience.

This is the album that made Reznor a deserved star -
but in the midst of the recording, he
happened across another maverick
performer and fledgling rock star in Marilyn
Manson, and promptly signed him to his

own label imprint. The latter even managed
to get the former behind the mixing desk for his
1996 hate-fuelled album Antichrist Superstar, yet even
with all his attractive theatrics, media manipulation and
fancy for the taboo, Manson couldn't topple Reznor from
the top of the industrial rock god tree. And with Reznor
having Hurt, the standout closing track from The
Downward Spiral, under his wing, it's easy to see why.

As an aside, when country legend Johnny Cash
eventually covered Hurt for his 2002 album American IV:
The Man Comes Around, his version was even better than
the original. Reznor wouldn't admit this, of
course, but he has since said that he didn't
realise how good a song Hurt was until he
heard The Man In Black sing it.



As grunge spiralled back down to earth in the wake of Kurt Cobain's death, pop punk
took over as the soundtrack of the year. But nu metal was waiting in the wings.

allit'hump year’. After the musical revolution thatblazed
hrough the firsthalfofthe 1990s like a bush fire, 1995
was the pointwhere the entire decade pivoted. In the
wake of Kurt Cobain's death the previous April, things
eren’t necessarily brighter - butthey were feeling
marginally more upbeat.

If Cobain’s demise signalled the start ofgrunge’s descent back down to
earth after halfa decade of cultural domination, 1995 was when it
touched down with abump. With Nirvana defunct and PearlJam
wrestling with their unwanted megastardom, itwas left to Alice In Chains
to represent Seattle’s original superstars. Their self-tided third album was
agrinding test ofendurance that seemed to sum up the state of the scene
that spawned them. It would be the last record frontman Layne Staley
ever made - and asymbolic end pointto grunge's first chapter.

But rock abhors a vacuum, and there were plenty o fbands and artists
waiting to step into the gap. The punkrock explosion which had been
detonated by Green Day’s Dookie and The Offspring’s Smash in 1994
had set offa cultural earthquake that was only intensifying. Mohawked
ska-punk attack dogs Rancid became the third part ofthisunholy trinity
with the exhilarating.. .And Out Come The Wolvesalbum, while Green Day
themselves swifdy followed Dookie with the darker, more scabrous
Insomniac. Inspired by whatwas happening, atrio offartjoke-fixated
San Diego kids named Blink-182 released their own debutalbum, Cheshire
Cat, though itwould be a few years before theyjoined pop-punk’s new
grandees at the top table.

At the same time, something else was stirring elsewhere in California.
Towards the end 01994, abunch of misfits named Korn from the
nowhere city ofBakersfield had dropped their angst-fuelled self-tided
debut album, instantly birthing the scene thatwould eventually be
dubbed “nu metal”. By 1995, they had been joined by kindred spirits

Deftones (singer Chino Moreno, pictured right), whose own debut album,
Adrenaline, offered a different spin on this nascentgenre - one that owed as
much to 80s alt-rock as it did hip hop and funk metal.

Naturally, the decade's emergentbig guns weren't silent. Smashing
Pumpkins frontman Billy Corgan proved himselfalt-rock’sgreat
visionary with his band’s sprawling, breath-taking third album, Mellon
Collie And The Infinite Sadness. White Zombie completed their
transformation from underground noiseniks to groove-metal kingpins
with Astro-Creep 2000 (an album that would proveto be their swansong).
Oasis swept all before them with (What’s The Story) Morning Glory?, briefly
looking like they would conquer America in the same way as they’d
conquered Britain. There were also some sad farewells, not least to Blind
Melon singer Shannon Hoon, who died ofa cocaine overdose that
October at the all-too-young age 0f28.

A steady parade ofbrand new bands jostled for position as rock’s Next
Big Thing. Some - Filter, Everclear, Presidents O fThe USA - teetered on
the brink o fgreatness before sinking back into relative obscurity. Others
would go onto mould the sound and look ofthe decade and beyond,
Anglo-American electro-rockers Garbage and ska-punk upstarts No
Doubt among them. And then was former Nirvanadrummer Dave
Grohl’sunpromisingly-named new solo project, Foo Fighters. What
happened to that guy anyway?

But 1995% biggest breakout star was neither apop-punk upstart or a
suburban white boy in baggy pants, Alanis Morissette had started outas a
cookie-cutter singer who put out two big-in-Canada dance-pop albums
in the early 90s. Butwith her third album, lagged Little Pill, she toughened
hersound up, enlisted the help of Red Hot Chili Peppers bassist Fleaand
formerJane’s Addiction guitarist Dave Navarro, and made a record that
filtered mid-90s angst through a female perspective. Thirty-three million
sales later, it stands as one o fthe biggestalbums ofthe decade. ©






Dave Grohl didn't just survive the hurricane of Nirvana,

he came out the other side and formed the Foo Fighters.
He looks back on that band's first three albums, from their
classic 1995 debut to 1999's There Is Nothing Left To Lose.

1
1

Words: Kevin Murphy

n the depths of 1990, two
20-something musicians sat in the
bedroom ofthe house they shared
in Seattle. They were bored and
passed the time writing songs. One
ofthem had come up with a
melancholy-hooked lonely, longing
pop tune inspired by the other. The first
man was Dave Grohl, his buddy was
Nirvanabandmate Kurt Cobain, and the
tune he was writing was Friend O fA Friend,
asong that would finally emerge in 2005
-14 years after Nevermind changed the fates
ofboth the composer and his muse.

Dave Grohl survived the hurricane that
was Nirvana, dusted himselfoffand
formed Foo Fighters. What began as
a modest, almost cathartic exercise has
become a monstrously successful group
with astring of hits like Learn To Fly,
Everlong and Times Like These. Grohl
simply wanted to liberate songs he’d
kept locked away while his life was
consumed drumming in what was then
the world’s most pivotal band. But Grohl
has the Midas touch. Everything he
handles turns to gold records. They line
the walls ofthe vast studio complex Foo
Fighters constructed in Northridge, a
deeply unfashionable suburb of Los
Angeles best known as the epicentre ofthe
city’sgreat 1994 earthquake.

Today, decked out in a sharp black suit,
the ever-friendly Grohl gives the more
casually attired but equally upbeat
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drummer Taylor Hawkins a
congratulatory hug. The pair have been
bandmates and friends since Hawkins
replaced original Foos sticksman William
Goldsmith in 1997. They’re here to look
back on the earlyyears ofa career that has
been wilderand bigger than either could
have imagined.

FOO FIGHTERS (1995)

“After Nirvana, | wasn't really

sure what to do," says Grohl,

who was 25 when Kurt
Cobain’s death brought that group
abruptly to an end. “l was asked to join a
couple of other bands as the drummer, but
I couldn’t imagine doing that because it
would just remind me ofbeing in Nirvana;
every time | sat down atadrum set, |
would think of that. And other people
would think of that aswell. I thought,
‘What do | do? Do | even play music any
more? Maybe it’s time to do something
else. Maybe real life starts now. Because at
that point I had been touring in bands
since lwas 18 and I'd seen the world and
gotto he in this huge band.”

As Grohl contemplated his next move,
he was well aware that anything he did
was going to be overshadowed by his
association with Nirvana whose influence
only grows with the passing years.

“When | was young, someone played
me the Klark Kent record that [Police
drummer] Stewart Copeland had done. |

thought how cool that he could make a
record and people can listen to it
objectively because itwasn’t Stewart
Copeland from The Police, it was Klark
Kent. That’s kind ofwhat I wanted to do.
There were some songs I'd recorded in my
friend’s studio while Nirvana was still a
band and an independent label in Detroit
wanted to release something.”

It wasn't the first time Grohl’s
compositions had been the subject of
outside interest. In 1991 he’d released a
10-track cassette called Late on the
Washington-based Simple Machines label.
Initially contractual restrictions prevented
him from releasing any more new
material, but with the demise of Nirvana
in April 1994, multi-instrumentalist Grohl
was free to pursue a solo career.

The reaction to the tape was swift. “I'd
get calls from Virgin, RCA, MCA,
Columbia or Capitol or whatever,” he says.

In the end Grohl signed with Capitol after >-



Foo Fighters: (I-r) Taylor
Hawkins, Pat Smear, Dave
Grohl, Nate Mendel.

“After Nirvanal wasn’t
really sure what to do.
| thought, ‘Do I even play

music any more?”’
Dave Grohl
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being courted by President Gary Gersh
who had signed Nirvanato Geffen.

Recording all the instruments in the
studio was one thing, but even the talented
Grohl couldn't play them all live. For that
he would need a band. After securing bass
player Nate Mendell and drummer
William Goldsmith from the recently
defunct Sunny Day Real Estate he gave a
tape to guitarist Pat Smear, a man who had
also played with Nirvana.

“He said, ‘God, this stuffis really
poppy!”’squeals Grohl in his best Smear
impersonation. “I'm like: ‘Really?’ He goes:
‘I love it.” Wow, thanks. We're looking for a
guitar player.” He’s like: ‘Il do it.” I'm like:
You will?” No shit, because he’s like the
coolest fucking guy in the world. That guy
was in The Germs. He was great in
Nirvana, and Ithought he’s way out o fthis
league; this isjust a stupid demo."

With aband assembled they began
rehearsing. But the role offrontman was a
new and uncomfortable one for Grohl:
“Standing up and singing asong with a
guitar with shredding volume did not feel
natural. It still doesn't.”

He also found performing his own
material in distinct contrast to that of
playing with Nirvana: “It’s a different
feeling when you're singing words you've
written and playing songs you've written.
It’s so much more personal.”

When the Foo Fighters’self-titled debut
arrived inJuly 1995, its cover depicted the
band’s name above a photograph ofa gun.

84 CLASSICROCKMAGAZINE.COM

Considering Grohl's former bandmate had
shot himselfto death only 15 months
earlier, the choice of cover image might
appear to some to be tactless.

"People kind of freaked out on that,”
admits Grohl, whose love ofsci-filed him
to choose the picture ofthe Buck Rogers
toy gun. “Honestly, that never came to
mind once. Obviously itdidn't, because if |
thought people would associate that with
that, I would never have done it.”

The cover aside, reaction to the alboum
was positive. It reached number 23 in the
US chart. The Foo Fighters had arrived.

THE COLOURAND
THE SHAPE (1997)

accidentally but now, as a fully fledged
group with a hitrecord and tour behind
them, itwas clear the approach to the
second album would be different.

“Going into making The Colour And The
Shape I knew it had to be good,” says Grohl.
“Itcouldntbe abasement demo. It
couldn’t be that second raw album that
most people were doing at the time.”

Grohl, though, was still uncertain about
exactly whatitwas he’d created. “The
foundation ofthe band was that demo
tape recorded by one person and attimes
it could feel flimsy. It would make you
question: Are we a band? Or ‘How does
this work?’ So we immediately started
writing new songs like My Hero, Enough

Space and My Poor Brain. We hired Gil
Norton to produce. He'd produced some
ofour favourite records: Pixies and Echo &
The Bunnymen, stufflike that. Gil is
awesome in that he fucking wrings you
out. He wants every lastdrop of
performance and song. It was intense. |
learnt more from that guy than anyone.”

Butby the time they’d nearly completed
the album, it had become obvious all was
notwell. “We’d finished like 12 songs,”
recalls Grohl. “We’d recorded Monkey
Wrench, Wind Up, Doll and My Poor Brain
and everyone knew itwasn't happening.
William, our drummer, wasn't really
gelling. It didn't sound powerful. Itdidn’t
sound how I'd imagined it to sound.”

The group took a Christmas break,
during which Grohl wentinto a friend’s
studio and started recording new material,
playing drums himself. He played the
songs to Norton: “He's like: Those are
good. | like those’. So | started recording
newer songs, playing the drums, playing
the guitar and William was bumming out.
That turned into a breakdown and then |

“People come up to me and say,
‘The Colour And The Shape
helped me through my divorce.
I'm, like, ‘It caused mine!”*

Dave Grohl



realised he wasn't coming back, so |
recorded all the drums on the record
myself. It was basically Pat, Nate and I for
thatalbum. We did it pretty quickly. We
re-recorded the record in about four
weeks. When we were done, | knew we
had a fucking great album.”

In addition to the problems within the
group, Grohl was also in the midst of
domestic upheaval. “Oh, | was getting a
divorce too,”he adds nonchalantly. “You
know what’s funny? People come up to
me- it'susuallymen - and say: ‘Man, that
album, it helped me through my divorce'.
I'm like: ‘Really? It caused mine.”

Ifcontentment is artistic death, then at
least Grohl’s woes were having a positive
influence on the music. “l was living out of
my duffel bag on this cat piss-stained
mattress in my friend's back room with 12
peoplein the house. Itwas fucking awful.
Made for agood record though.”

THERE IS NOTHING

LEFT TO LOSE (1999)

For two whole weeks Foo

Fighters were a quartet again.
Alanis Morissette’s drummer Taylor

Hawkins had joined the group but, three
days before they were to head out on tour,
“Pat said: ‘Guys | have to quit’,’recalls
Grohl, the sense ofshock still palpable.
“I'm like, what the fuck? What next?”

“That was a splintered fucking band at
that point,” Hawkins reflects ofhis first
days with the group.

“It really was,” concurs Grohl. “The
band was just holding on by our fingertips
thiswhole time.”

Grohl convinced Smear to stay on until
he found areplacementin Franz Stahl,
guitaristwith hardcore band Scream who
Grohl had played with priorto Nirvana.

After the tour, Grohl was finding the
Los Angeles lifestyle too distracting. “We
had the bachelor pad in Laurel Canyon.
We would just go drag the Sunset Strip
and bring itback to the house.”

Returning to his old stamping ground
ofVirginia, he built a studio in the
basement of his house. They extricated
themselves from their record contract
with Capitol, and became athree-piece
again. “It didn’t work out with Franz,”
Grohl states succincdy. The Foos brought

in producer Adam Kasper and set to work.

London calling:
Grohl onstage at
Brixton Academy

in 1995.

“It was so great," smiles Grohl. “We
were in a basement in Virginia with
sleeping bags nailed to the wall. There’s no
record company, there’s no suits knocking
on the door, there’s no one telling you
what’s good or bad. It was four months of
the most mellow recording.”

The relaxed conditions were reflected in
the music which was softer than anything
they’d produced to that point. “It’s easy to
fucking stomp on a distortion pedal and
make a chorus blow up,”explains Grohl.
“That’s easy. It’s easy to turn up to 10 and
scream your balls off. What’s not easy is to
write asong that’s a mid-level linear
dynamic that moves from beginning to
end with melody.

“So thatwas the idea with a lot ofthat
record, whether it was Learn To Fly, Ain"t It
The Life, Gimme Stitches or Next Year. We
were more focused on melody and
songwriting, and it took alot of people off
guard. A lot of people thought Foo
Fighters were selling out or going soft.
Itwas more about getting into the music
and writing. That album opened up doors
for us to make anything possible.”

For Dave Grohl, that was the kind
of challenge they had no choice butto
accept. Anything really was possible, and
the Foo Fighters have spent more than 25
years proving it. ©
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Only happy when it rains:
(I-r) Steve Marker, Butch Vig,
Shirley Manson, Duke Erikson.
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“1 fell so plain and
normal, and like such
an incredible fraud.”
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Following the release of their self-titled debut aloum in 1995, Garbage had smash hits, a James
Bond theme and global fame. But, with the world at their feet, Shirley Manson and co
disintegrated in a maelstrom of paranoia and exhaustion.

n December 1994, influential British
DJs John Peel and Steve Lamacq began
playing a pulsating and vaguely gothic-
sounding song titled Vow on their
respective Radio 1shows. Sleek and
somewhat sinister, it progressed viaa

the music business was going through one ofits
periodic shifts.

In short order, Garbage were undone by internal
tensions, record company politics, divorce,
depression, the White Stripes and a catastrophic
attack on mainland USA. The combined effects split

biting guitar line to a propulsive chorus laced thigband apart and left deep wounds that

adose ofmenace as its female singer threatened

to tear an errant lover’s world apart. The work ofa
mysterious band called Garbage, it staked out a new
musical genre: futuristicgrunge-pop.

Vow prompted an initial buzz ofinterest that
turned to a clamour when itbecame known that
Garbage’sdrummer was Butch Vig. As producer of
Nirvana’s Nevermind and also Gish by the Smashing
Pumpkins, Vig had set the template for the
dominant alt-rock sound ofthe 90s. Much lesswas
known about his other two American bandmates
and fellow producers - Steve Marker and Duke
Erikson- and nextto nothing about the band’s
Scottish singer, Shirley Manson.

That all changed with the release of Garbage’s
self-titled debut album the next summer. Well-
crafted but with a dark beating heart, it wenton to
sell more than four million copies, transforming the
band, and especially Manson, into stars.

Urbane, introverted and frankly middle-aged,
Erikson, Marker and also Vig soon took a back seat
to their striking, potty-mouthed vocalist.

The impulsive, extrovert Manson delighted
journalists with such diverting tales asthe one in
which she settled an argument with her boyfriend
by taking a dump on his Cornflakes. She also
looked great, and progressed to being a sex symbol,
role model and 'it' girl, all bundled up into one feisty,
flame-haired package.

A second hitalbum, Version 2.0, followed in
1998, and for awhile Garbage appeared to be
blessed. They were feted in the media, headlined the
Reading Festival and were invited to record aJames
Bond film theme. However, their relentless schedule
was driving them into the ground, at a pointwhen

took years to heal. Manson sums up their career in
one word: "Tumultuous”.

Garbage regrouped in 2010, five years after they
officiallywent on hiatus. Today, Vig describes
the intervening period as having passed in the
blink ofan eye. Phoning from various ports in the
US and Europe, the Garbage men have retained
their relaxed, genial air. Sitting in a poky London
office on a hot summer’ afternoon, Shirley
Manson is also unchanged, save for the fact that her
red hairis now dyed electric pink. This is to say she's
sharp, funny, unguarded, saucer-eyed and dressed
in various shades ofblack. She also swears like
a docker, and when she laughs, which is often,
itarrives as a resounding eruption that sounds
delighted and also filthy.

“It’s such a cliche,”she allows o f Garbage’s story,
“putit’s been amental ride.”

1970s. Madison, the state capital, isa compact,

picturesque city built on the confluence of
the Yahara River and encompassing four lakes.
Madison’s thriving music scene was centred on
aclub called Merlyn’s, which hosted the passing
American and British punk and new wave bands
ofthe period. Itwas also a regular haunt oflocal
new-wave heroes Spooner, formed in 1974 by
singer/guitarist Erikson, who had moved to Madison
intending to teach art. In summer 1978, Erikson
talked Vig out ofrelocating to Colorado to work
as aski instructor, and into being Spooner’s new
drummer. Vig was completing a film studies degree,
and brought with him another student on his course,
Marker, to be theband’s roadie.

I tbegan in Madison, Wisconsin in the late

Spooner went on to make abrace ofalbums and
opened up regional gigs for The Police, Cheap Trick
and Pat Benatar, among others, but their fame never
extended out from their comer ofthe Midwest.

On the side, Marker invested in a four-track reel-
to-reel tape recorder, and together with Vig, began
producing other bands. This led to the pair ofthem
establishing Smart Studios in 1983, in atwo-storey
red-brick building in downtown Madison.

From the mid-80s onwards, a procession of
off-kilter American underground bands trooped
through Smart,among them Urge Overkill, Tad,
Killdozer and, in 1991, both Nirvanaand the
Smashing Pumpkins. Vig was at the same time
making a name for himselfremixing U2, Depeche
Mode and Nine Inch Nails. More accurately, he was
reinventing their songs, erasing all but the vocal
tracks and adding entirely new music with the
help of Marker and Erikson. Itwas this process of
fashioning songs out ofloops and samples, as well
as organic instruments, that gave rise to Garbage.

“The original idea was for it to be a studioband,”
says Vig. “We were thinking ofsomething like [US
experimentalists] the Golden Palominos, where
each song would have a different singer and stylistic
approach.”

In the first instance, and based on theirshared
love of Blondie and Patti Smith, they wanted to
have a female singer. Vig and Marker saw Manson
on MTV one nightin 1994, performing abrooding
song called Suffocate Me with her (short-lived) band
Angelfish, kohl-eyed and alluring. It was the one
time the video was screened on the channel.

Shirley Ann Manson was bom in the well-heeled
Stockbridge area of Edinburgh on August 26,1966.
She grew up rebelling against her conventional
upbringing, bunking offschool. Her mother had
sung in big bands and Shirley inherited her passion
for music, latching on to such strong, indomitable
characters as Siouxsie Siouxand Chrissie Hynde.

She left school at 16 and worked as a shop
assistant for five years. In '84 she became abacking 1>
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singer with Goodbye Mr. Mackenzie,
aband emerging from the city's
post-punk scene. The crippling self-
image that afflicted Manson was not
helped by her falling into a ruinous
relationship with their frontman,
Martin Metcalfe.

“I felt so plain and normal, and like such an
incredible fraud for not really doing much in the
band,” she says. “l was also involved with aman
who lived a pretty wild and extreme existence, so
there was alot ofmadness and excess. ljust longed
for abohemian lifestyle. Iwould go out to clubs
every night and dance myselfstupid. That feltlike a
freedom.”

Goodbye Mr. Mackenzie peaked with their single
The Rattler, which charted at No,37 in the UK for
one week in March 1989. Manson, who had split
from Metcalfe by then, moved on to Angelfish, who
endured for one album and tour.

She was kicking her heels in Edinburgh when
Vig and Marker tracked her down and invited her to
ameeting with them and Erikson. it took place over
afternoonteaatasmart London hotel. The three
Americans struggled to comprehend Manson’s
accent. She was surprised at how much older than
herthey were. But planswere laid to flyher outto
Madison for an audition. It proved to be a disaster.

“We couldn’tget into Smartbecause it was
full, so we had to set up a makeshift studio in the
basement of Steve’s house," Erikson recalls. "We ran
amic cable upstairs to the lounge, where Shirl sat
all by herself. Itwas ableak couple ofdays in winter.
I'dgo up and check on her now and again and she
would just be staring out the window.”

“Itwas a fiasco,” says Manson. "They would
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“We were worn out and
sick ofeach other."

----- d im —————mee
shout up things like: ‘Okay, we’re going to run
atrack. Putyour headphones on and just make up
something.’| had no ideawhat to do and acted like
acomplete freak.”

Manson returned home crestfallen, but took with
heratape ofthe rough sketches of songs that Vig,
Marker and Erikson had worked up. By the time they
gotback in touch and asked herto try out again, she
had begun writing lyrics for Vow and a luminous
pop track, Only Happy When It Rains. According to
Erikson, Manson had “defined those songs, and all
ofasudden we felt like there was a direction”.

The notion ofusing a revolving cast ofsingers
was gradually abandoned as their debutalbum
took shape through 1994 with Manson.

Her voice, which ranged from seductive to strident,
was a perfect fit for the album’s oozing melodies,
shadowy comers and jagged edges. Vig, Marker
and Erikson each pinpoint the creation ofits
centrepiece ballad, Milk, asthe moment when
Manson truly stamped herselfon the band.

A woozy, spooked lament, it was the first song she
had written, based on the only two chords she had
figured out on guitar, and recorded by candlelight
in asingle late-night session.

“I'wentback to my hotel room and listened
to itoverand again on a cassette all the restof
that night," Manson says. “l couldn’t believe that
something | had written sounded so beautiful.”

The album. Garbage, was released in
August 1995. To begin with
itbarely scraped into the UK Top
20 and entered the US chart at
alowly No.193. But as the band
toured for the next 18 months it
picked up momentum, propelled
by its intoxicating singles - Stupid Girl and Only
Happy When ItRains - and the flowering of
Manson into theirglammed-up focal point.

Threeyears later, follow-up Version 2.0 added
gloss, more pop and robotic noises to the mix, and
bagged abrace of Grammy nominations for the
band for theirtroubles. At the end of 1999, Garbage
recorded the title track to the new James Bond film
The World Is Not Enough, rubber-stamping their place
in rock’s A-list. By then they had been swept up and
carried offin a whirlwind.

“We didnt realise how crazy it allwas,” says
Marker. "Mad shit like us flying into Europe from
Americaon aprivate plane for one night to play
atthe MTV Awards, and having MickJagger walk
into our dressing room to say hi. Itwas all going so
fast. And that, mixed with our bizarre self-esteem
issues, always thinking we had fucked everything
up, didn't allow us to see the big picture.”

"I was thrilled by our success but embarrassed
about it too,” Manson admits. “Itwas as ifit
meant that in some way we must suck. I also felt
like I had to be something Iwasn't. | would freak
outifl hadn’thad amanicure, like | wasn’tbeing
agood pop star. | felt as though everybody was
disappointed when they met me in real life, because
I was aware | was working with incredible image
makers and that | didn’t look like that. Mad, twisted,
sick thinking. And it made meiill in the end.”



heirthird
I album, Beautiful
Garbage, was

meant to be released
on September 17,
2001. Six days before
that, two hijacked
planes were flown into
the twin towers ofthe
World Trade Center

in New York City. The
record was postponed
for two weeks. It was
lush, euphoric and
had aveneer ofartifice,
entirely atodds with
the new mood offear
and uncertainty. The
prevailing winds of
the musicbusiness
were also starting to
blow in a different
direction, occasioned
by two breaking bands
stripping rock back to
its core elements: the
White Stripes and The
Strokes. As her own
band was falling out of
step, Shirley Manson’s
eight-yearmarriage

to Scottish sculptor
Eddie Farrell was also
disintegrating.

‘At that point |
was a basket case,
she says. “Itwas an
incredibly painful
divorce and it sent
meofftherails.I
just feltvery scared
and panicked in
the world, not able
to trust anyone. So
nobody, not even the
band, knew what |
was going through.

Pluswe got sold on to

Interscope Records

in America and they inherited a band
that was struggling on radio. Itwas a
fucking nightmare.”

For 2005’ Bleed Like Me, Manson
hacked offher hair and went peroxide
blonde. Itwas meant as a protest at
Interscope's expectation ofmoulding
herinto a homogenised pop pin-up.
The record sounded disengaged and
sank. Relations between the band
members had soured, and Garbage
cancelled their tour that October,
announcing they were taking an indefinite hiatus.

"l remember feeling an unbelievable sense of
exhilaration when we finally decided to quit the
tour,” says Vig. “It had been ten years and we were
worn out and sick ofeach other.”

“We were barely even speaking,” Manson adds.
“We didn’t wantto talk to anyone outside ofthe
band about the problems we were having with
our career, so ofcourse it turned into this whole
passive-aggressive thing between us. I just wanted
to get the fuck out ofthere and go home.”

a good pop star.

STEVE MARKER

During the next fiveyears the four of them had
just fleeting contact. Vig returned to producing
full-time and worked with Foo Fighters, Green
Day and Muse. Marker and Erikson also recorded
other artists, but operated under the radar. Manson
moved to LA and began to develop a solo album,
co-writing with Weezer’s Rivers Cuomo and Paul
Buchanan of stately Scots band the Blue Nile. The
resulting songs were downbeat and reflective, and
her record label rejected them.

A chance meeting with a Hollywood television

“l would freak out if
| hadn't had a manicure,
like I wasn't being

garbage

executive led to her
being offered a role
as aruthless cyborg
in the US network
TV series Terminator:
The Sarah Connor
Chronicles, which ran
for two seasons up
to 2008. She based
her character on
Margaret Thatcher
and revelled in the
experience, but adds
thatitwas “nota
good time in my life”.
Ultimately it
was asuccession of
personal devastations
thatbrought Garbage
back together. In May
2008, Manson lost her
mum to dementia.
The following year
the six-year-old son
of mutual friends
of Manson and Vig
was struck down
with cancerand died.
Days after attending
hisfuneral, the pair
ofthem got on the
phoneto Markerand
Erikson and arranged
an impromptu
recording session in
LA, Manson having
resolved that time
was being wasted and
they were meant to be
together.
They finally
reconvened in
February 2010
over two bottles of
wine in the studio,
and proceeded at
a leisurely pace
to make the Not
YourKind O fPeople
album, Manson breaking offto marry
Billy Bush, their long-serving sound
engineer. The record was self-released
in 2012. Itwas more abrasive-
sounding than its predecessors but it
settled them back into their own niche.
Since then theyve released another
two albums, 2016’ Strange Little
Birds and 2021's No Gods No Masters.
Whatever time they lost, they’ve more
than made up forit.

“It’s been glorious,” Manson says
oftheir comeback. “My mum dying was the most
sobering moment of my life, obviously, but I feel
like her final gift to me was that she took me and
shook me up. My equilibrium was restored and
Ibecame sane again.

“I feel really grateful. I've come from a position
oflack my entire life. That’s just how it’sbeen- 1
was the middle child. To suddenlybelieve in your
forties thatyou gotthe long straw, it changes the
way you look at the world and your whole story.
Does that mean I'm at peace? Fuck no.”©
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The second half of the decade was underway, and change was in the air.
Out came the hair clippers, skanking anthems and digital singles.

n the surface, 1996 was a year o fmegastar splits and

multi-million dollar reunions. Punk pioneers Ramones

counted out theirlast“1,2,3,4” while Phil Collins and

Sammy Hagar said goodbye to prog-pop titans Genesis

and everlasting hard rock icons VVan Halen respectively.
Elsewhere, the nostalgia machine wentinto overdrive, with the likes
ofthe Sex Pistols and the original Kiss line-up coining itin on megabucks
comeback tours.

All that felt like itwas happening on some distant planet. The real
action in 1996 wasgoing on along way from vast arenas and the offices of
smart-suited tour accountants. In the vast suburban grid of Orange
Country, abunch oflike-minded bands were smashing together punk
rock and skawith all the verve ofyouth. The figureheads ofthis new
movement were a trio o fwayward beach bums named Sublime, who
were pulling along a flotilla of like-minded souls in their wake, and No
Doubt, whose third album, Tragic Kingdom, had caused ripples when it was
released the previousyear. By the end of 1996, it was No Doubtwho had
launched ska punk globally thanks to crossover hit Dont Speak while
Sublime had dissolved following the tragic death offrontman Bradley
Nowell just weeks before the release oftheir self-tided third album,
another senseless victim ofa drug overdose.

As the unexpected global success o fska punk proved, 1996 was a year
where the rules went out o fthe window. While Rage Against The
Machine doubled down on the street-rioting radicalism with their

second album Evil Empire, their friends and former tourmates Tool
plunged head-first into stranger waters with their second album, the prog
metal-adjacent Aenima.

Seattle superstars Pearl Jam stripped away the grunge and most oftheir
audience on the determinedly back-to-basics No Code, which was precisely
what the band wanted. Geek rock superheroes Weezer ditched the sunny
power-pop oftheir self-tided debut for agonised introspection on follow-
up Pinkerton, arecord that was reviled at the time but has subsequently
become a 1990s classic. Even Stone Temple Pilots, perceived by many as
perpetual bandwagon jumpers, took aturn for the oddball with the
psychedelic pop-grunge ofTitty Musk... Songs FromTheVatican Gift Shop,
whose songs were as surprising asits title was weird.

The award for the year's most unlikely transformation went to
Metallica, whose self-titled 1991 album - akathe Black Album - was on
its way to becoming one ofthe decade’s most successful records. The
formerthrash overlords chopped offtheir hair, hit the eyelinerand, with
the brilliant but divisive Load, served up arecord designed to confound
anyonewho thought they could begin to get ahandle on them.

Ironically, forall the changes that were happening, itwould be one of
music’s most enduring figures who truly pointed the way to the future.
David Bowie may have been in one ofhis periodic career lulls, but his
song Telling Lies would be the first ever digital single released by amajor
label. Then, as always, he was at the forefront ofeverything,waiting for
the restofthe world to catch up. ©



No Doubt: the band that
turned ska punk into
a global phenomenon.

[
Punk ruled the mid-90s - but thanks to Rancid, Sublime, No Doubt

and more, it was about to slip on its checkerboard sneakers- and hit
the dancefloor. This is how the world went ska punk crazy.-

Words: Mike Rampton



ecord launches arent meant
| to also be farewell shows, but
Operation lvy didn’t do what
other bands did. And so, on
IMay 29,1989 at famed
1Berkley punk mecca 924
1 Gilman Street, the
forefathers ofmodem ska punk released
their debut album. Energy, and split up
that same evening.

In alate 1980s scene dominated by
thrash and hair metal, Op lvy had shown
up playing a pissed-offmixture of punk
and ska. It was a gamble - they were
regularly heckled by crowds early on - but
Gilman Street was the perfect hothouse
for this unlikely fusion ofsounds.

“It was a great climate to be creative and
do some cool shit,” Operation Ivy guitarist
and future Rancid frontman Tim ‘Lint’
Armstrong recalled. “Gilman was a
climate where you could play punk rock
and skaand notget moshed on.”

Itwas indeed, and something about
what they were doing struck a chord with
people. Early 80s British 2-Tone filtered
through contemporary California punk
had ended up turning Op Ivyinto
California punk’s most exciting
underground band - and one ofits hardest
working. They played show after show
after show, touring in abeaten-up 1969
Chrysler Newport, surviving on cheese
sandwiches and sleeping on floors.

But recording Energy was too much,
and they went out in ablaze ofglory at
their home-from-home, two years to the
month since they got together. That night,
the 300-capacity Gilman Streetwas sold
out four times over as the Bay Area punk
crowd gathered to say farewell to their
heroes. There would be one more private
show in a friend’s garden, but that was it.
Operation vy had come and gone, and
the world hadn’t noticed. But, without
meaning to, they’d started a revolution.

\ka has had three separate phases. It
started inJamaica in the late 1950s,
mixing elements of Caribbean and

American music together. Exported to the
UK by Caribbean emigres, by the late 70s it
morphed into 2 Tone, taking on elements
ofpunkand directly addressing the
politics ofthe time - racial inequality, civil
unrest and general downtroddenness.
Then in the 90s, across the Atlantic in the
US, came the third wave: ska punk.

Dicky Barrett, frontman with ska punk
linchpins Mighty Mighty Bosstones, has
atheory that ska pops up in troubled
times. “I think ska is some sort ofa

“When people need to feel good, ska seems to
show up atjust the right time. It's the thinking

musical super hero,”he told Punk News.
“When people need to feel good, it seems
to show up atjust the right time. 1think
that whatever was going on inJamaica in
the 50s, with all the turmoil, it needed ska
then. And it needed it in Margaret
Thatcher’s England and we need it now.
Do the math- when people are feeling
down, they want to feel good. Ska isthe
thinking man’s way ofenjoying himself.”
When Operation lvy’s Tim Armstrong
formed Rancid in 1991, one oftheir
founding principles was: "We don't play
ska.”They stuckto iton 1992's self-titled,
straight-up-punk debut, but ska was very

much present on 1994 follow-up Let’s Go.

Punk had replaced grunge as the next big
thing thanks to Green Day and The
Offspring, and Rancid found themselves
being courted by Madonna’s label,
Maverick. Instead, they stayed where they
were, on punk label Epitaph.

“Ultimately, we decided it would dumb
not to stay with [Epitaph owner and Bad
Religion guitarist] Brett Gurewitz, a real
record guy, apunkrock record guy,”
Armstrong later recalled. “Madonna’s
cool, but she’s an international superstar.
She’s notapunk rock record guy.”

Rancid’s decision was borne out when
theirthird album, 1995’s .. .And Out
Come The Wolves, sold more than a
million copies. More than halfa decade
after Operation Ivy’s demise, there was
money to be made in ska punk.

man’s way ofenjoying himself.”
Mighty Mighty Bosstones’ Dickey Barrett
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Check it out: Mighty
Mighty Bosstones in 1993.
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' hile Operation lvy were

burning themselves out, 400

miles down the coast, ska was
being reinvented in a different way.
Formed in Long Beach in 1988, Sublime
were aband that brought a party with
them wherever they went. Where the
Berkeley scene was filled with angry men
in leatherjackets, Sublime were sun-
soaked beach bums in wraparound shades
who filtered the sound ofJamaican ska
through the Californian sunshine.

The trio ofsinger and guitarist Bradley
Nowell, drummer Bud Gaugh and bassist
EricWilson - plus their constant
companion, Nowell’s dalmatian Lou Dog
- had a good thing going, partying up and
down the Southern California coast and
getting paid for it. They played raucous
shows at house parties with hundreds of
people that inevitably got out ofcontrol,
resulting in the police showing up pretty
much everytime.

Despite the popularity of a surfy,
summery, stoned sound that combined
ska with punk and hip-hop influences,
Sublime couldn’t convince record labels to
sign them - so they began their own,
Skunk Records. Their 1992 debutalbum,
400z. ToFreedom, was partly recorded by
breaking into the studio at night and using
the equipment for free.

When the blundy-titled anti-abuse song
Date Rape belatedly became a radio hit
afull three years later after being picked
up by tastemaking LA radio station
KROQ, MCA signed Sublime (in the
interim, they had released the messily
experimental Robbin’The Hood, featuring
guest vocals on one track from Gwen
Stefani, singerwith then unknown Orange
County ska punks No Doubt).

Signing to amajor label and booking a
co-headlining slot on the first Warped



Tour did nothing to calm Sublime down.
Bud Gaugh later told Time magazine how
they gotbooted from the tour: “Basically,
our daily regimen was wake up, drink,
drink more, play, and then drink a lot
more. We'd call people names. Nobody
gotour sense of humour. Then we
brought the dog out and he bit afew
skaters, and that was the last straw."”

But it was Bradley Nowell’s diug use
that was really out of hand - what started
as adabble with heroin, adrug he
perceived as having a kind ofrock’n’roll
romanticism to it, had spiralled into a full-
on addiction. Recording their self-titled
major-label debut, the singer’s partying
was getting out ofcontrol. Butthole
Surfers’Paul Leary, who produced the
album, told Rolling Stone: “There were
times where someone had to go into the
bathroom to see if Brad was still alive.”

“He got this elitist attitude because he
was ajunkie,” Bradley’s wife, Troy later
told Spin. “He always used to say, ‘You
guys don'tunderstand because you don’t
do heroin." A lot ofjunkies are like that.
They think they're doing the most
hardcore thing, sticking needles in their
arm. We could say anything - ‘We
understand what you're going through' -
but we really dont, and they know that.
They like that.”

Nowvell tried to quit after the birth of his
sonJakob, but relapsed every time. He died
ofan overdose on May 25,1996, hisbody
found by his hungover bandmates. He was
28. He’dgot married just one week earlier,
and Sublime’s self-titled album was still
two months away from release.

On the back ofsingles such as What 1
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Got, Doin’

Time,

Santeriaand

Wrong, the

album

became a

massive hit,

shifting six

million

copies but

leaving behind

countless

unanswered

questions about

what might have been.

Where would Nowell be

today ifhe’d beaten his

demons? Still hanging outin avan
with his dog? Or would he be a huge star?
That’s what happened to one ofhis
friends, after all.

[o Doubt formed in Anaheim,
Californiain 1986, setting out to
® W treat their sun-soaked Californian
surroundings how their beloved
Madness treated Camden Town.
“When | discovered ska
music in the late 70s, it was
all about unity and anti-
racism, good skinheads and
bad skinheads,” Gwen Stefani
told Stereogum in 2018. “We
were trying to imitate this
other generation and they
were so vocal about their
message. We heard that.”
After their 1992 self-
titled debut album came
out, the band were

Sublime: late
frontman Bradley
Nowell, centre.

assured by an executive from LA’s KROQ
thatitwould take “an act of God”for No
Doubt to be played on the radio. While the
world was embracing grunge, they were
making cartoony ska-pop. Their follow-
up, The Beacon Street Collection, was
named after the location of the house
the band shared. However, as the process
ofcreating athird album began, the band
started to fall apart. Keyboardist Eric
Stefani, Gwen’s olderbrother, had always
been the leading creative force in the
band, but had a crisis ofconfidence when
asked to collaborate with others, and left
to pursue a career in animation.
Meanwhile, the relationship between
Gwen Stefani and bassist Tony Kanal was
coming to an end.

Gwen began writing lyrics, something
she had never done before, and looked to
her own life for inspiration - the way her
parents treated her differendy to Eric due
to hergender, her former relationship with
Kanal, and more. The resulting songs -
includingJustA Girl,
Spiderwebs, Sunday Morning

./ and Don’tSpeak-led to
Tragic Kingdom, the titlea
pun on the shadow of

Disneyland the band had
grown up in. Itwas one of
the most successful
albums ofthe decade,
leading to a
stratospheric rise to
global fame.
InAugustl995,o0n
the first ever Warped
Tour- the same one
Sublime’s dog was
biting skatersat- No
Doubt were billed tenth,
their name printed smaller
than the proclamation that
the festival would feature a
‘huge climbing wall”. One month
later,Just A Girl came out, equal parts
poppy and angry, impossibly catchy and
unapologetically livid.

Stefani began bombarding radio
stations with phone calls, calling KROQ a
hundred times a day, but itsoon became
clear that doing so wasn't necessary as the
song was an immediate hit. A month after
that, the album dropped, going on to sell a
staggering 16 million units.



The tour promoting Tragic Kingdom
ended up circling the globe three times,
playing larger and larger venues as the
band’s fame grew. They were meant to be
on tour for two months, but it ended up
lasting two and a halfyears. Don"t Speak,
which detailed Stefani and Kanal’s
breakup, became the most-played song of
1996 on US radio and a crossover hit, its
catchy anguish appealing to every
demographic. While notin itselfa ska
song, its runaway success sparked massive
interest in the scene the band had come
out of. No Doubt were certified megastars,
and surely there were more in the making.

M p o Doubt’s explosion led to agold
fP Il rush, with labels clamouring to sign
fe ska punk bands, confident the hits
would come. Save Ferris told Billboard
their signing was a direct result of Stefani
and co’s success, with guitarist Brian
Mashburn saying, “I'd be kidding myselfto
think we got here all by ourselves.”

And the hits did come. Reel Big Fish,
fronted by bequiffed, sharp-sideburned
Aaron Barrett, enjoyed a bona-fide chart
hit with the 1996 single Sell Out. “When
Sell Out came out, that was like in the
movies,”Barrett recalled in adocumentary
about the ska punk scene, Pick It Up! Ska
Punk In The "90s. “They do a montage of
playing a small show and then they get
bigger and bigger and then they pan up the
charts, going to Number One.”

Reel Big Fish did make an appearance in
South Park creators Matt Stone and Trey
Parker’s cult 1998 comedy BASEketball,
performing acoverof A-Ha’s Take On Me
and their best song, the phenomenally
good Beer. Nonetheless, their brush with
chart success cast quite a shadow over
their subsequent career, sometimes dealt
with jokingly (as with the compilation
album GreatestHit... And More)and
sometimes with afeeling of real bitterness.
On their fifth aloum, a cover of
Morrissey’s We Hate It When Our Friends
Become Successful has an extra line
inserted: “Especiallyifyou're NoDoubt-
thatmakes itso much worse”.

The other properly giant hit was Mighty
Bosstones’ The Impression That| Get,
which hit the Number One spot on the
Billboard Modern Rock chartin 1997,14
years into the Bostonian nine-piece's
career. That same year, some bands started
questioning how sustainable the ska punk
explosion was. Less Than Jake drummer/
lyricist Vinnie Fiorello told Billboard:
“Labels start signing copycat bands, and
fans say, ‘Notanother girl that sounds like

Ska'd for life: Less
Than Jake with the
legendary
Skullman in 1998.

“Labels sighed copycapt
bands: ‘Not another girl that
sounds like Gwen Stefani.”” »

Less Than Jake’s Vinnie Fiorello

Gwen. Not another guy with green hair
and asuit. Not more guysjumping on
crowds during horn solos.”™

LT] themselves were frequently
accompanied on stage by Skullman, a
tuxedoed dancerin arubber mask.
According to guitarist Chris Demakes,
retiring Skullman was a practical decision
after he gained some weight- struggling
to get into the tuxedo was one thing, but
then on a particularly hot Warped Tour
day the less-bony-than-before Skullman
“passed outand nearly died”.

Ska punk was an integral part ofthe
mammoth touring festival, and Less Than
Jake played the Warped Tour arecord 13
times. Reel Big Fish managed 11. Bands
like Mad Caddies, Dance Hall Crashers,
Voodoo Glow Skulls, Suicide Machines,
Save Ferrisand the Aquabats - the latter a
superhero-themed family-friendly eight-
piece who counted a pre-fame Travis
Barker in their number- were mainstays.
The ideaalotofpeople have ofwhat a ska
punkband is- atoo-large group playing
fairly samey, trombone-heavy songs and
ironic cover versions to a parking lot of
fans in identical checkerboard Vans -
came out of Warped Tours featuring, well,
bands exactly like that.

Beyond the juggernaut that was
Warped, one of the biggest platforms in
making ska punk huge ended up being
video games. Skate legend Tony Hawk
inadvertently gave the genre ahuge leg-up
viathe TonyHawk's Pro Skater video
game series. The games’ soundtracks were
more diverse in terms ofgenre than the
collective memory has decided, featuring
hip-hop, metal and classic punk but their
ska punk tunes are the ones that have
become most associated with the
franchise. Goldfmger’s singalong anthem

| J

Superman is the unofficial theme tune to
the whole series.

“It would never be the song itis today
without Tony Hawk’s help,” Goldfinger
frontmanJohn Feldmann told Loudwire in
2020.“ldont know ifit was a marketing
person who suggested that Goldfinger was
having success and you should put them
inyourgame orif hejustreally gravitated
toward the song. I've never met Tony, but
I'm really grateful that he chose us to put
in hisgame.”

*J jh y the first few years few years ofthis
century, the ska punkbubble had
ly JP burst. There was nevera point
when touring in a nine-piece band was
economically viable, and the novelty value
ofaskacoverofapop classicjust wore off
over time, as pretty much every signed ska
punk band jumped on that bandwagon
- Save Ferris doing Come On Eileen,
Goldfinger doing 99 Luftballons, Less
Than Jake covering the Grease
soundtrack... Everyonegot the joke.

At the same time, the music on the
Warped Tour diversified, with hip-hop
and metalcore featuring heavily. Nu-metal
and pop-punkbands sold in the millions.
The big skapunk names continued to tour
almost constantly, but no new bands
seemed able to break into that small group
- or maybe the bands ambitious enough
to do so were ambitious enough to play
something other than ska punk.

Either way, the glory days ofska punk
were over. Dustgathered on trombones
and moths feasted on checkered Vans. But
ska punk’s lifers play on. “We love our
songs,” says Less Than Jake’s Lima. “We
love playing our songs, we love what we
do and it'scool that there are people out
there still dancing around.” O
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Grunge was finally dead - and in its place came pre-millennial tension, ear-shattering
electronica and an army of freaks waiting to take on the world.

asitbetterto burn out than fade away? By 1997
grunge's biggest stars had largely imploded.
Soundgarden officially disbanded en April 9, while
Alice in Chains vocalist Laync Stalcy had becermca
recluse, effectively putting anendto that band asa
creative force. As grunge's empire crumbled, its
brand of anti-cemmcrce similarly faltered.

But there were plenty of bands ready to step into the break. Just like
Frankenstein’s Monster, rock was waiting for an infusion of clectricity to
give it new life. The wild-eyed theatrics of Keith Flint had turned The
Predigy’s Frestarter into a best-selling single in 1996, but it was 1997's The
Fat afthe T and that truly tipped the scales for the band, topping the charts
both sides of the Atlantic.

No less significant, though sitting Srmly at the other end of the musical
spectrum, were Radiohead (picturad right). The Oxford band had served
notice of their ambition with 1995's The Bends, but cpochal follow-up OK
Computer channelled pre-millennial paranoi, claustrophobia and
alienationinto a rubber-stamped pre-millennial masterpiece.

Meanwhile, the US was ernbracing ana breed of its own. Limp Bizkit's

The Fur laid the groundwork for nu metal's ascendant star. Numetal
forchears Faith No More didn't survive the advent of the scene they'd
inadvertently influenced hewever, sticking around justlong enoughto

! release onelastalbum, Album of the Yea), nd reluctantly seeding their own
i replacements as they took Limp Bizlitout on what turned ouit te be the
i final tourof their initial run.

But theay, the changing of the guard scemed to be a recurring metif

i throughout the year. Dave Grohl had abeady Jaid the groundwork for his

. musical rchirth in 1995, but The Colour and The Shape ﬁrmlycsrablishcd Foo
i Fightersasa fully-fledged band rather than just a rebound project for the

i ex-Nirvana drummer.

The face of rockwas changing and massive package teurs helped pave

i theparh. In ifs second iteration Ozzfest became a fully-turing entity,

i serting iwelf up to help break bands like Slipknet and Systerm of a Dewn

i over subsoquent years. Meanwhile, Warped Tour wont international for

i the firsttime, exposing the likes of Blink-1382 and Limp Bizkit to European
: audiences. Bizkit weren't the only nu metal bands making in-roads in
Europe, however —both Kornand Deftones would embark on their first

¢ headline tours of the continent, further spreading nu metal's inf uence.

But the most unexpected breakrhrough of all went to Rammstei, the

i German industrial-metal troupe cracking Ammerica with the power of
¢ sheerdewrmination (and a metric fuck-tonne of pyrerechnics). While
“Three Dallar Bill, Yall, Coal Chamber's sclf-titled debut and Deftones’ Around
¢ decades, Ranunstein's arrival in America proved to be the final spark

¢ needed te turnnu metal's embers intoa blaze of glory that would shape
i rock for the rest of the decade. @

industrial metal had existed independently of nu metal for almest two
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When Rammstein released their second album, 1997~ Sehnsucht,

it turned them into one of the biggest bands in Europe. What no one
expected was that the rest of the world would embrace them.

WORDS: EMMA JOHNSTON
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m erica’s love affairw ith
tein is an old-

ed tale ofopposites
g.Afterall,when
se-knitgangwho

in the former
CommunistEastGermany arrived
armed with uniquely aggressive songs
sung entirely in their native tongue
and areputation for spectacular,
explicitshows that literally setthe
stage - and theirfrontm an - on fire,
there was little to suggestthe largely
English-speaking,socially
conservative population would
welcomethem.And yettheirrise in
the USwas meteoric.

Less than adecade afterthe fall of
the Berlin W all, in September 1997, the
band landed in New York for showcases
atthe CMJmusic industry conference.
Already successfulin theirhomeland
and across Europe,and having
released second album Sehnsuchta
month earlier,here theywere starting
again from scratch.The shows were
attended by Wayne PighiniofLondon
Records,who would later release
Sehnsuchtas theirUS debut, buthis
first experience ofthe full production
would have towaituntilaconcertin
Las VegasthatDecember,when they
were touring in supportofGerman
industrialband KMFDM.

“Ilrememberwalking outofthe
venue thatnightand thinking, ‘Wow,
this is really something special” he
says. “Tilltook outthe flam ethrower
and started blowing flam e 20 feetover
the crowd’s heads, and the crowd was
goingcrazy. I'd never seen anything
like this,and ljustremember getting
onthe plane home and thinking, ‘Il
don't know whatis going to happen
here,butthis band hasreally got
something unique going.

Respected US publicist Steve M artin

firstbecame aware ofRam m stein
when actson hisrosterincluding Dave
Grohland the Beastie Boys returned
from European festivals raving about
them , so he flew toVienna to see them,
andwas bowled overby their
dangerous take on performance art.
“Ilwas utterly dumbfounded,” he
recalls. “Kiss was the very first concert
thatl saw when Iwas akid, butthis was
something beyond that. Kisswas
cartoonish, Ram m stein is more on
the scary side. Seeing them that first
night,everything threw me o ff

balance.The theatrics just seemed
more serious and authentic. lwalked
outofthere saying, ‘This may take a
w hile butit's going to translate to
America’lknew itwould work.”

11 1 ith Sehnsuchtim minently due out
111 tfe US,Wayne contacted his
M I friend M ichaelArfin,aNew York-
based booking agenthe’'d metin
college.On the excellentdocumentary
Rammstein In Amerika, M ichael
admitted to having reservations about
the band (“My initialinstinctwas this
would never,everworkin America”),
butWayne convinced the labelbosses
to fly him to the west coastto see their
LA date atthe Palladium .

“Thatshowwas pretty crazy,” Wayne
says. “Halfway through he turned to
me and said, ‘Dude, I'm in."”

The live extravaganza, he says,was
key to theirappealto the US market. In
the land ofsupersizing, abandw illing
to goso faroverthe topevery night had
ahead start.

“W ith them it’s the whole package,”
he says. “The fire'sjust partofit. It’s
the costumes, the lighting, and they
are so tight musically. Itallworks
perfectly. Everybody sees flames
shooting up to the sky and you can feel
the heatonyourface,and it'scrazy, but
itwouldn'twork if the music and the
lights and everything didn’t fit with the
fire. And they also have Till, who’s this
m assive, hulking man. He’s strong and
imposing, and hecommands the stage.
He’'s maybe the bestfrontm an I've ever
seen. Theysuckyou in with the antics
and the pyro,butonce you start to
really look atit,you realise there'salot
more goingon.”
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Frontman TillLindemann is indeed a
beastofafigure, his massive frame and
booming, m ilitaristic vocal style
contrasting with some ofthe more
camp elementsofthe stage show
(usually involving some kind of staged
abuse ofkeyboardist Christian ‘Flake’
Lorenz)in amannerthat makes him
seem allthe more imposing. O ffstage,
though,Wayne’sfirst im pression ofthe
band was one ofthoughtful
professionalism .

“Theywerevery softspoken,” he
remembers. “Tillhas alwaysbeen
incredibly respectful, pleasantto deal
with.He certainly likes to have a good
tim e butifyou’re talking to him , he
w illalways be super-polite and cool.
Every one ofthem was always thatway
with me.They've neverbeen
disrespectfulordifficult.”

“Theywerereally aclose-knitgroup,
like a fam ily,” adds Steve. “I noticed it
was allaboutthe bond between the six
ofthem.Theywere allon the same
wavelength,and meeting them that
first nighthelped me understand, this
iswhythey made thiswork, this
improbable musical style and really
dangerous live show. Butthey had a
reallywarm fam ily vibe,just mature
adultguys.ljustcould tellwhen | first
metthem thatthese guys had come
from nothing and they don’t take
anything forgranted.”

fter the release ofSehnsuchtthe
like demons, firstw ith
en as headliners, and

estour.Butthey scored
,soon after the album
cameout,when MTV ran with the video
forDu hast.

“Thatwas pretty huge,” says Steve.
“When I'd go to geta cup ofcoffee with
one ofthem, people in carswould be
sticking theirhead outthe window
going ‘Ram m stein! Du hast!" They
didn’t fitwith anything thatwas on
MTV atthe time and | think thatwas to
theiradvantage. Sticking outlike a sore
thumb between aNo Doubtvideo and a
TLC video, that’s going to pique
anyone’sinterest. | justimagine ifl had
seen thatwhen lwas 15years old
there’'snowaylwould be able to look
away from thatscreen.”

W ith nu metalon the rise, opening
doorsforheavybandsofall stripes, and
the reputation ofRam m stein’s colossal

spartofKorn's multi-band

k 7/ tyn,
in

live show spreading like, w ell, wild fire,
Am ericawas hooked. Sehnsucht
eventuallywentplatinum on the
Billboard chart,unheard offora
German-language act.

“It’stheatre,it'sopera,you can go
and watch it and notunderstand aword
ofitand yetyou can still figure out
what'sgoing on,” says Wayne. “W hen
we started working w ith the bandin the
States, thatwas always the question:
how is this going to translate in
America? How would this connectw ith
someone em otionallywhen you can’t
understand what’s being said? We
actually did cutDu hastand one other
song in English, and itjust doesn’t
work. It sounded soweird and outof
place,sowe scrapped it. It'sam azing
how thatlanguage barrier can be
broken down.”

"The translation was too literaland it
lostallthe emotionalimpactofthe
originallyrics,” adds Steve. “In the
samewaythatwhen Iwatch aforeign
film ,Iwanttowatch itwith subtitles, |
don’twanttowatch itdubbed.”

In October 1998, guitarist Richard Z.
Kruspe told Hammer scribe lan
Fortnum ofhis own satisfaction that
Am erican audiences took the band so
firm ly totheirbosom. “ltwas an
absolute smashing surprise forus,” he
said. “Because you goto another
country and you're singing in aforeign
language and they still like whatyou

"WE CUT DUHAST IN ENGLISH.
IT SOUNDED SOWEIRD THAT
WE SCRAPPED IT”

WAYNE PIGHINI, FORMERLY OF LONDON RECORDS
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Vorsprung durch technik
Rammstein onstage in
Munich in 1997.

do, that’'samazing.Before we came
here everybody backin Germany told
us: ‘Youwon't make it, because that’sa
thing thatnobodycan do’ Butwe
alwaysbelieved we could achieve it
because we strongly believe in whatwe
do and thatwe can getour message
across.”

he band weren’ta completely

unknown quantity on theirarrival

in the US, having been personally
picked by director David Lynch to
soundtrack a scene in his 1997 nco-noir
film LostHighway. “If adirector like
thatgives the band asealofapproval,
thatlendsalotofcredibility to it for
people,” says Wayne.

Butitwas only after touring thatthe
wider population started to notice
them, and inevitably, the m oralists
started to gettwitchy. Aside from local
fire m arshalls forbidding them to use
their pyroin Chicago,they faced a
sm allbutvocalgroup ofcritics for
whom Ram m stein’s onstage persona
was too much.

“A couple oftim es in the States,in
Denverand in the Mormon states, in
Chicago,acouple ofcities, there were
like little dem onstrations,” Till
Lindem ann told Rolling Stone in 2015.
“Church people.A dem onstration with
big signs in the airand, ‘Go home,
Nazis’ and stufflike this. Itwas
Christian and religion groups, but
they're always there. ForSlipknotand
Manson,they're always there. It'slike a
weekend procedure forthem .People go
to picnic and they go to make a
dem onstration [laughs]. It's like, ‘Some
rude guyis playing here tonight.””

“Ilrememberwe had to putouta
statementwhen they found some of
their music in the collection ofthe kids



who perpetrated the Columbine
shooting,” adds Steve. “We just had to
putouta statementsaying thatthe
band did notcondone violence, and
theywere shattered to hear that people
had been killed.Butldon’tthink they
have apublicenemynumberone
standing. I don’tthink they're seen as
anything negative.”

Things came to a head - if you'll
pardon the expression - in Worcester,
M assachusetts, on September 23, 1998.
Theywere onthe Fam ily Values tour
when Tilland Flake were hauled offto
jailforthe night, charged with lewd
and lascivious behaviour after
simulating sex during Buckdich, using a
prosthetic penis that squirted liquid
overthe crowd.

“1f lhave an artistic interpretation of
something,it’s myinterpretation of
thatthing,which Idon’'tfind bad atall”
Till said in Rammstein INnAmerika. “I
mean,if | getouta plastic dildo and
squirtsome m ilk around, | don't expect
to be locked up because ofit. Thatthis
actually happens, that such athing
exists, such narrow-mindedness,you
have to getyour head around thatfirst.”

“ladmire thatthey were going to do
theirshow the way they were going to
do it, and let the consequencesbe what
theywere” says Steve. “Theywouldn't
compromise.Oneofmy first
impressions ofthem was how sincere
and intense theywere. Theywere
focused and passionate, and l1can see
how people ofthatlevelofbeliefin
theirown artwould say, ‘I'd rather go to
jailthan tone down my show.”

This uncompromising stance was
partofthe reason Ram m stein were so

successfulin conquering the nu m etal
crowd on the Fam ily Values tour,
despite having very little in common
w ith the scene.Conceived by Korn, the
tour also featured fellow nu metallers
Lim p Bizkit and hip hop icon Ice Cube.

“ldon’tthink the audience knew
whathitthem overthe head,” Korn
guitarist M unky said ofthe response
to the German band.

Orgywere the opening band on this
traveling nu metalcircus, and
frontm anlJay Gordonremembers
Ram m stein taking them undertheir
wing. “I can’t say enough good things
aboutTill, he’sam azing,” sayslJay.
“Every guyin the band was areally
good dude, and they taught me how to
say badwordsin German.We made 20
bucksaweek and we had, like, aHappy
Mealonourrider.ButRam mstein had
cooks,and they would make usfood,
European cuisine we had nevereaten.
They also taught me how to party like a
rock star. Iwould walk in their dressing
room,and aHeineken bottle would go
at120mph pastmy head. Onetime it
costus $27,000. We were atthe
Philadelphia 76ers Arena, and the
dressing room they had was the
visiting team’slockerroom,sowe
pushed overallthe lockers over, put
axesin the ceiling, fire extinguishers
everywhere,and we created some
havoc.And | don't meanjustonceor
twice,we did the whole place.”

Steve M artin takes a more business-
like view ofthe tour. “Thatwaswhen |
first noticed thatthis thing was a
juggernautj he says. “People were
actually showing upwearing
Ram m stein T-shirts. I'm notsure the

role it played in taking them to any next
levelbut seeing them perform in that
situation reaffirm ed that theywere
going to be headlining these places.”

Am ericahad beenwelland truly
broken.And then,justas suddenly as
they'darrived, they disappeared.The
follow-up to Sehnsucht, Mutter,was
released in 2001 to criticalacclaim and
commercial success,butthey soon
stopped playing the States. Almosta
decade later,they elected to return in
spectacular fashion atasold-out
M adison Square Garden in M anhattan
on Decemberll, 2010, with atourto
follow. “That,” says Steve,“wasareal
‘told-you-so’moment.”

Formostbands,abandoning the US
to concentrate on Europe would have
ended them in North Am erica. But
Ram m stein aren’t mostbands, and
w hile they were gone,YouTube arrived.
A whole new generationwas able to
witness the videos and incom parable
live shows, and they longed to
experience it them selves.

“Ram m stein are one ofthose bands
thathave managed to getbiggerand
more successfulby notbeing in the
public eye,” says Wayne. “Some bands,
iftheydon’t stay in the public eye they
are forgotten about,butthen there are
some bands,the longerthey are gone
the more demand is created. That’s
whatis amazing aboutRam m stein, the
mystique thatthey've created for
them selves” H
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1 The late, great Keith

1 Flint: atwisted
firestarterto strike fear

H into the hearts of MPs. 1
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By taking dance music into
heavy new territories, The
Prodigy lit a fire under metal
that burned so brightly, it
couldn't be ignored

WORDS: MORAT

hen The Prodigy began

appearing in metal and rock

magazinesin the mid-90s, not

everyone was happy. Letters

pages were fLooded with

complaints. Subscriptions
wer ncell®® Morethan one death threat was
issued by a disgruntled metalfan.

In hindsight, this reaction - whiLe OTT- was
perhaps understandable. In the early 90s, the
band and the rave scene they emerged from
was seen as the enemy. The antithesis of heavy
music, it was the preserve ofwhite-gloved
button-pushers who would happily dance around
a car alarm. The bottom line was simple: rock and
dance did not mix.

Allthat began to change in 1994 with the
release ofThe Prodigy's second album, Music For
Thelilted Generation, which incLuded a couple of
rock-orientated tunes - TheirLaw and Voodoo
People. Butit wasn't untiLa truly incendiary
Glastonbury performances '95 thatit became
obviousthatThe Prodigy were morphinginto
something very specialand utterly unique; a mad
hybrid of rock and punk, hip hop and dance music,
that had the ability to bring alLthese disparate
tribes together. Even then, mostfans discovered
them more by Luckthanjudgement.

And then, in March 1996, The Prodigy released
their new singLe. Its incendiary title told you al
you needed to know: Firestarter. Helped along by a
video featuring vocalist/ringmaster of chaos
Keith FLint bugging outinan underground tunnel,
the single went straightto Number One,
prompting questionsin Parliament about the
two-mohawked lunatic advocating arson. The
Prodigy were too big to ignore-and rock fans
started to getit.

"That's whatyou want, innit!"
grins Prodigy founder/leader/
genius Liam HowLetttoday,
remembering the controversy.

"Butatthe sametime |
thought, wasthere nothing
eLse more important going on
thatthey had to taLk about my
record? Get on with running the
country, you cunts!”

espite the success of Firestarter,

Dand its equally provocative
foLlow-up singles

Breathe and Smack My Bitch

Up, there was still

resistance from the

more diehard

quarters ofthe

metal community.

Some remained

vehemently

opposed to these

upstarts

imposing dance

beats on'their’

music. For Liam

himselLf, it was

"WE DIDN'T GIVE A F**K
ABOUT ACCEPTANCE"

LIAM HOWLETT

never quite as simple as The Prodigy
becoming a rock band.

"lwasinto hip hop before The Prodigy
started,'he says, "andatthattimeitwas
quite noisy in its sound. Ifyou listen to
Public Enemy, itwas Loud, chaotic, a real
'fuckyou'sound. Then when the east

London breakbeat sound started
happening, | heard that chaos and noise in
those records, sol gotdrawn in."

Growing bored with hip hop, Liam started
going to raves, butthat, too, became
stale, eventually feeling safe and
repetitive. The Prodigy werein LA
when Rage Against The
Machine's debut was released,
and had aLso been playing
festivals alongsidethe likes
of SuicidalTendencies and
Biohazard. Tired of
playing to undiscerning
ravers, The Prodigy
wanted the rock crowd.
"Butit was never like
we were moving into
rock music/'argues
Liam. "Wejust

expanded our sound and brought backthe edge |
wanted. | will say, though, thatthe fundamental
underpinning sound ofthe beats and bass never
changed; that attack has always stayed the same
from ourfirst record to now."

By 1997, The Prodigy had proved their mettle
- and indeed their metal - on the festival circuit,
blowing away the opposition at the Likes of
Reading, Phoenix Festival, and Tin The Park,
something Liam says was very importantin
winning over a new audience. "WebentpeopLe
towards what we were doing, ratherthan trying to
fitinto the rock scene,” he says.

Prodigy's third album. The Fat OfThe Land,
sealed it for them. Released in June 1997,
anticipation had reached fever pitch -the world
was gagging forit. Matters were helped along by

another burst of controversy, this time
surrounding the single Smack My Bitch Up and its
no-holds-barred drug-taking'n'nudity video. After
complaints from feminist groups about the track,
the album was pulLed from the shelves of certain
record stores, butthat didn't stop it going to
Number Onein morethan 20 countries including
the USand UK.

I f Firestarter had Laid the groundwork, then The
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"THERE'S FIVE KILLER TUNES
ON THE FAT OF THE LAND"

LIAM HOWLETT

"It's alright,” says Liam, modestLy reflecting on
thealbum some 20 years later. "I mean, there's
five killertunes on there. Smack MyBitch Upis still
our live anthem, and the sound still hits hard and
fresh today, so | gotthat mix right, which I'm
proud of. | don'tthin kit's our best album, as a
whole, butithastwo orthree of our besttunes,
and it signifies a good momentin time when
barriers had been broken down."

He's understatingtheimpactofthe record and
its enormous influence on the rock scene.
Everyone from Biohazard and Sepulturato Gene
Simmons (no, really) have covered songs from Fat
OfThe Land, and the big beats that were then so
unusualin rock are now almost commonplace. The
Prodigy became DownLoad fixtures, finally
headlining the main stagein 2012, evenifthey
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still weren'ttotally accepted by sections ofthe
metal crowd. Foranyoneelse, thatwould have
been frustrating. Not for Liam Howlett.

"Nah, man, never," he laughs. "We loved it. We

weren'ttrying getaccepted, we didn't give a fuck.

We were simply telling people there's another
heavy attacking sound here and
anewangle.lthinkonce
people had seen us Live, it was
easierto understand.”

Even after the huge
worldwide success oftheir
best-known album, The Prodigy
never eased up on their
confrontationalapproach. "None
of my influences have changed,”
says Liam. "Ithinkyourinfluences

whenyoufirststartwritingmusicalwaysstaywith
you and never leave. From the attack and groove
ofthe Rage sound, to the chaos and beats of PubLic
Enemy and [their production team] The Bomb
Sguad... System OfA Down always inspire me, and
they're a band who do shit their own way. They
don'tsound like anybody else... and we don't
wanna sound like anybody eLse!"

Tragedy struck The Prodigy with the sudden and
shocking death of Keith Flintin 2019. But Howlett
has continued the band, partlyin his honour. Ask
him now to sum up the impact and influence of The
Fat Of The Land end Liam simply shrugs. "Fuck
knows, and | don't wanna know." Thattype of
thing, he says, is for other people to analyse and

write about. "We'rejust doing our
thing and pushing forward."
Hedoesconfessthatit'sa little
stran ge for The Fat Of The Land to
be considered a cLassic'metal’
album, given the band's history
with the genre.

“"Butwhen | look back,
there's never been any one thing
that's been normalabout this
band. I'm used to strangeness

in myworld!"
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It was the year nu metal truly crossed over - but new champions
were being crowned right across the musical spectrum.

hile nu metal had steadily builta head of steam

throughout the middle of the decade, 1998 saw the

breakthrough of some ofthe biggest names

in the game as it became a commercial

powerhouse. Korn’s third album Follow The Leader

topped the charts in the US, as well as breaking the
top 10 in other countries including the UK, Australia and New Zealand.
Jonathan Davis and co further built upon this success with the inaugura
Family Value tour, a US-wide trek that bridged the worlds of hip-hop
and rock with a line-up that included Korn alongside Limp Bizkit,
Rammstein, funk rockers Incubus and ex-NWA rapper Ice Cube.

The tour helped put Limp Bizkit on the map, thanks in part to a stage
set that saw singer, Fred Durstemerging onto the stage via agiant toilet
bowl (pictured left). The success ofthe tour helped cement nu metal’s
legacy, ultimately grossing more than $6.4 million. It also pushed
Rammpstein towards platinum sales on their second record Sehnsucht,
albeit while also adding to their legend when the band were arrested for
‘indecent exposure’after ashow in Massachusetts - remarkable for an
industrial metal band who sang entirely in German.

It wasnt entirely free ofcontroversy. Limp Bizkit themselves were
struggling to gain a airplay in Portland, Oregon when their managers
stumbled onto aplan to ensure airtime - they'd just pay for it. Thus
kicked offa’payola’ controversy that highlighted a shady underbelly in
dubious practices within the music industry. Not that Bizkit cared too
much - the gambit ultimately paid offwhen they became ascendant
stars in nu metal's new regime.

Even old-school metal bands weren't able to resist nu metal’s pull -

thrashers Slayer released one oftheir most divisive records oftheir
career, Diabolusin Musica inspired by the new craze, while ex-Sepultura
frontman Max Cavalera barely let the dust settle on his departure from
the Brazilian thrashers before unveiling his new project Soulfly. Amidst
itall, new stars were emerging. System ofa Down’s self-titled debut
didn’t quite take the world by storm in 1998, but moderate radio success
for Sugar and Spidersand popularity at the third Ozzfest (for the first
time) helped plant the seeds for their own explosion into the
mainstream three years later.

Ironically, while Ozzfest continued to thrive and adapt with the
times, alternative festival Lollapalooza declared it was ‘unable to secure
a headliner' and was unable to go ahead for the firstyear since it had
been established. But even with nu metal rapidly taking over, alternative
rock still flourished. Smashing Pumpkins achieved a Number 2 spoton
the Billboard 200 with the divisive Adore and Hole enjoyed their most
commercially successful release to date in Celebrity Skin, while The
Offspring achieved a smash hit with the release of Americana, selling
over 175,000 copies in the first week.

The dour tones that had defined the start ofthe 90s finally began to
break as the decade reached its close. Monster Magnet’s Powertrip
reintroduced a sense ofhedonism to the rock lexicon, while ex-Kyuss
guitaristlosh Homme emerged after a brief period experimenting in the
desert, debuting his new band Queens ofthe Stone Age with aself-titled
release packed with fuzz-soaked 70s riffs. 1998 may have been the year
nu metal broke into the mainstream, but the sheer diversity of
commercially and critically successful releases that year ensured the
genre had a foothold for decades to come. ©



Korn: the band who
invented nu metal.
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In 1998, Korn released their multi-platinum third album, Follow The Leader; and nu metal became the biggest
sound around. This is the epic story of the scene that defined the end of the 1990s...

urt Cobam was dead.Eddie Vedder had
o interestin being apublic figure and
Soundgarden had become a polished
hard rock band thatlacked the blazing
uitartones thatmade 1989’s Louder
n Love and 1991'sBadinotoifingerso
undeniable. W ith traditional metal
bands like Judas Priestand Iron Maiden
enduring line-up shifts and suffering seismic culture
shock, there were no rock stars left to deify.

Itwas 1993.Atim e when grungeandaltrockhad
made celebration adirtyword.Rage AgainstThe
Machine were bombastic, buttheywere as political
asThe Clash.Nine Inch Nailswere aggressive and
theatrical,buttheirmusic wasstrongly rooted in
keyboard pop and theirlyrics were introspective. Tool
were cryptic and brooding, creating greatsongs that
offered no easy climaxorrelease. Twentyyears ago,
audienceswere craving something heavierand dirtier,
and anew breed ofbandswere waiting around the
comerto give them whattheywanted.

“Alternative music was a
depressing time in rock,” says Korn
frontman Jonathan Davis. “Itwas
boring.l'd go to those shows and just
fall asleep.lwanted to wake people
the fuck up and make music thatwas
exciting and vibed me up "

‘Atthattime,LosAngeleswas
amusical dead zone;therewas
no scene whatsoever,” adds Coal
Chamberand DevilDrivervocalist
Dez Fafara.“Labels weren't signing
bandsfrom LA anymore because
Poison,W arrant and the hairbands had killed the
Sunset Strip. In the early 90sitwasjustus and afew
otherbandswho camealong and foughtlike hellto
bring the scene backto life.”

Equally captivated by hip-hop and metal, Korn,
Coal Chamber, Deffones, Lim p Bizkitand others
injected a new leveloffirry, fun and freewheeling
recklessness backinto rock. The scene started in
and around California,but quickly spread around
the world. Audiences were attracted to the inherent
volatility and explosive performance value o fnu
metaland critics, eagerto champion anew scene,
scrambled forthe rightwords to describe these new
bandsthateschewed guitarsolos and palm-muted
metalriffing,butembraced the eclecticism o fFaith
No More, the bombast o fSepulturaand the rock-rap
hybrid ofRage Against The Machine.

“Unfortunately, I'd say | played a large partin the
evolution ofnu metal,” laments RATM guitarist
Tom Morello.“Therewas awave ofbands, thatsort
offirst Lollapalooza nation:Tool,Nine Inch Nails,
Rage Against The Machine,Nirvana, thatwere
artistically forward-looking,combining elements of
arenarock with artistry and punk.Buttheyall had
qualms aboutplaying the same arenas that Poison
was playing. IttookRage, Tool,NIN fourorfive years
to make a record because we were all kvetching over
the situation wewere in. And I'm confidentthatat
the sametime, record com panyexecutives in board
rooms across the nation were saying, “Ifonly we can
find aRage AgainstThe Machine thatwould make
five videos perrecord and have songs about chicks
and show offand shit” And nu metalwas bom.

Words: Jon Wiederhorn

Since LosAngeleswas awasteland formetalin
the early 90s,mostnew metalgroups formed in the
suburbs. Bakersfield, California, 110 miles south of
LA turned outto bethe prime breeding ground for
the nascentscene.In 1989 vocalists Richard M orrill
and Pete Capraformed LA R D , with guitaristlames
‘M unky’Schaffer,bassistReginald ‘Fieldy’ Arvizu
and drummer David Silveria. The band moved to
LA and released one full-length album before Capra
left,allegedly due to excessive am phetamine abuse.
Itwould be the first drug-related ejection in ascene
that teemed with excess and indulgence,justlike their
Sunset Strip predecessors.

LA .P.D.hired new guitaristBrian ‘Head'W elch and
changedtheirname to Creep when they connected
with producer Ross Robinson - am anoften cited,
quite correctly,as the ‘GodfatherofNu Metal' -
whose 80s thrash band Detente they had once shared
the stagew ith.

Robinson happened upon them playing the tiny
club CoconutTeaser.“Theydid three songsand Reggie

“LA. WAS A MUSICAL DEAD ZONE.
IN THE EARLY 90S, IT WAS JUST US
AND A FEW OTHER BANDS WHO
FOUGHT LIKE HELL TO BRING THE

SCENE BACK TO LIFE."

Korn’s Jonathan Davis

broke abass string and took 10 minutes to changeit,”
Robinson recalls."The singerwas talking shitabout
the band to his friends on the side o fthe stage. And
there were only aboutfive peoplethere.l waslike,
‘OhmyGod!Thisisgood!'l could feelit Itwasone of
those life-altering moments.”

In need o fanew singer, Schafferand Welch went
to Bakersfield to check outashow by SexArt,
featuring Arvizu’schildhood friend Jonathan Davis.
The guitarists weren’tim pressed by the band’s first
song and were getting ready to leave.“They thought
we sucked,” laughs Davis.“Then they heard myvoice
andflipped out.Then Fieldy called and asked me to
try out.| wentto theirstudio and from the firstnote,
when | heard theirsound, I was like,“Oh my God, this
isinsane!”

Creep gave Davis some demos and asked him to
write lyrics forthe songs and then come back for
aformalaudition Although they played so loudly
during the rehearsalthatno one could tellwhat
Davis sounded like, the singerthrew him selfinto his
performance and im pressed everyone in theroom.

“Hewas flailing his arm sand wigging out,” says
Robinson.“l gotchills allover mybody just watching
him and | knew hewasit”

Hewas. Davis shortly became ensconced in Creep,
andin turn CreepbecameKom.The band’s strength
came from the combination ofDavis’twisted,
tormented vocals - which addressed such subjects
as death, child abuse, loneliness and teenage angst -
and theband’sblend offunk and hip-hop rhythms,
skewed, seven-string riffs and haunting guitar effects.
“Istarted using a seven string guitar to make the

music really dark and differentsounding and lower
than otherbands,” says James ‘M unky’ Schaffer. “[A
Kom guitartone has] gottabe heavy,butwith clarity.
Then we use lots o fsound effects to make it sound
evenweirder.”

Butforallthe strange noises and unusualguitar
tones, atthe heartofthe new sound there were
still songs with identifiable choruses- melodies
thataudienceswould latch on to.Kom wrote and
refined theirsongswith Robinson forayearbefore
they started recording. ForRobinson, thegoalwas
to captureboth Davis'vulnerability and theband’s
aggression.He saw him selfas much the musician’s
psychologistas hewastheirengineer.“l wanted to
capture their fire and make sure it stayed completely
lit,” he says. “l worked with each person to make sure
they understood why theywere doing what they
weredoing and myinquirywas very deep and we
discovered alot o funhealed wounds.I'm notafraid to
go there and | craved it. But everything wasbased on a
foundation oflove and support”

hile Kom were honing theircraft

with Robinson,about400 miles

to the north, the similarly-minded
band, Deftones, were cultivating their
own influential sound in Sacramento,
California.Following a life-changing
accident- hewashitbyadrunkdriver,
thrown offhis skateboard and nearly
died - guitarist Stephen Carpenter
jammed with two ofhisfellow high
schoolstudents,vocalist Chino Moreno
anddrummerAbe Cunningham.He
knew instantly that Cunningham’s flailing beats
would workwellwith his altm etal riffs and Moreno’s
halfsung, halfscreamed vocals so he asked the two to
join him in Deffones.

“The first Deftones show was in someone’s
backyard and it was hilarious," Carpenterrecalls.“Our
bass playershowed up late. He wasin cut-offsand a
W ASP,shirt. Whenwe were playing, his strap would
come offand he didn't have enough sense to take
the cord up through the strap and plug itin, so he'd
step on the cord and unplug himself.” Realising their
bassistwas aliability, Deffones found areplacement
in theform ofChiCheng.“Chifitted the imagewe
wanted to have,” Carpentersays.“Hejusthad long
hairand some fresh-ass equipment,and we're like,
‘You're in theband,dude’And with time he turned
into agreatbass player.”

In no time, Deftones were playing localdubsand
recording demos,and earlyon they were already
inspiring others.“l saw theirname on aflyer,and
someonein the localscene said, ‘You gotto check out
thisband,” PapaRoach vocalistJacoby Shaddix says.
“| started going to Deftones showsbefore theywere
signed and | wasblown awayby the raw emotion.
Theywere fuckin’rockstars, for sure. | dressed like
them.lwalked like them.Theyweremyidols.And |
was like, ‘I found it. Thisis whatlwantto do.”

Before Kom ’s self-titled debut exploded, Deffones
played aconceitin Bakersfield. Ross Robinson was in
the audience and liked what he saw. After the show,
the producergushed to the Deftones abouthow
much he enjoyed the gig and the band gave him a
demo,which Robinson played forKom. o>
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Coal Chamber;
freaks unleashed

“WE RECREATED THE 80S IN
THE 90S. THE DRUGS, ALCOHOL
AND GIRLS WERE OUT OF CONTROL

Coal Chamber's Meegs Rascon

“A couple days later, the Korn guys called and said,
‘Dude, welike yourstuff. Wewant to play shows
withyou guys,” recalls Moreno.“Wewentto LA and
did ashow together.Thatwas rightwhen theywere
starting to getabuzz.We had nevereven heard each
other’sbands before thatand that'swhy | tripped
out.W hatthey played was kind oflike whatwewere
doing,exceptalittle darker.”

“lt wasso weird,” saysArvizu. “Jon and Chino were
making almostthe same movesand wearing Adidas
jum psuits. Butwe didn’tgive a fuck.W e liked them
‘cause they were good and we allbecame friends."

Thatthe Deftonesand Korn looked and sounded
sim ilaris understandable. Both Davis and Moreno
grew up listening to new wave and loved Depeche
Mode and The Cure.And the two groups formed in
an alternative era thatshunned conventionalmetal
and downplayed technicalexpertisein favourof
agonised emotion.Audiences identified notjust with
the fierce grooves, butalso the confessionallyrics.

By the time Korn and Deftoneswere on their second
albums, 1996 LifeIs Peachy and 1997's Around The
Furrespectively,nu metalwas on the verge o fgoing
stratospheric. Korn had already gone platinum,
Deftoneswould soongo gold.

Bythen,LA’'sCoal Chamber,featuring vocalist
Dez Fafara,guitarist MeegsRascon,drummerM ike
Cox andbassist RaynaFosswere making aname
forthemselves. Afterseeing them play,Robinson
talked to them about producing theirfirstaloum and
introduced them to the A& R team atRoadrunner.But
afterCoalChamberheardtoo manypeople comparing
them to Korn, they became skittish and asked Jay
Baumgartner(Ugly Kid Joe) and Orgy’sJay Gordon
to produce their self-titled 1997 album.“There was
alotofnepotism in the scene,which Ilwaswary of,”
Fafaraexplains.“We loved Korn and before they
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madeit theyused to cometo ourstudio and watch us
play.W e were stoked forthem when theygotfamous.
Butthings quickly spun out ofcontrolso quickly
and itgotto the pointwherewe didn'twantto be
mentioned in the same breath with them all the time.”

It wasn’tjustseven-string guitars, hip-hop rhythms
andyouthfulangerthatunified the nu metalbands.
From Korn to Snot,nearly every group eschewed
guitarsolos and concentrated instead on creating
harrowing and haunting tones and propulsive
grooves. Maybetheywere taking cue from the wave
ofalternative bands that had removed solos from
theirlexicon years ago,butRobinson is happy to
acceptcredit forthe trend.

“Iwanted to tailorthe sound o fthe bands | worked
with around those heart-opening,dark feelingso f
sorrow and angst.In Detente, | played guitarand |
saw how ego-driven solos were. Itjust didn't feelright
in this new form ofmusic.The solo is an egotistical,
terrible device. Maybe itwas my hatred ofmy own
playing that made me feelthatway.But | thoughtit
was betterforaband to have continuous movement
rather breaking thatmomentum to show off.”

heband thatwould forever change and
eventually fragmentthe nu metalscene didn't
come from anywhere near California,and
were farmore rooted in hip-hop than theirpeers.
Jacksonville, Florida-based Lim p Bizkitwas fronted
bybackwardsbaseballcap-wearing rapper Fred
Durst,who played in therock bands Malachai
Sage, Split 26 and 10 FootShindig before convincing
M alachaiSagebassistSam Riversto form anew rap-
rock band with him in 1994, Rivers recruited
his cousin Sam Otto,who was studyingjazz
drumming, then art-metalguitarist Wes Borland
cameinto the fold.

“Fred had this ideafora mega-band,where he'd
have musicians who could cross overinto asmany
differentstyles o fm usic as possible and m ix them
alltogether,” Borland says. “W e were alladopted one
byone”

Lim p Bizkit created alocalbuzz almost
immediately,but theirbig break camewhen
Korn opened for hardcore band Sick O fltAllin
Jacksonville and Durstgottogetherwith Korn after
the show.Manydrinks later, he said he was a tattoo
artistand volunteered to tattoo the band backathis
house.Welch took him up on the offer.

‘The tattoo's supposed to say ‘Korn,'butitlooked
morelike ‘Nor” laughs Arvizu."W e started talking
and Fred gave us some o ftheirdemos,which we
liked. | called up Ross and said, ‘You should produce
theseguys.’So | pretty much hooked them up.Then
wetookthem underourwing and broughtthem on
tourwith us becausewe liked them.Ifwe like a band
and we getalong with them, they're gonnago on tour
with usand we're allgonnagetcrazy.W e paid Fred
[Durst] $500 to go onstage naked and play Faithby
Geotge Michaeland he wentoutand did it. The stage
was aboutthree feet o ffthe ground, so people's faces
wererightup againsthis dick.Wejust satbackand
giggled ourasses off.”

Lim p Bizkit recorded theirfirstalbum,Three Dollar
Bill YallSwith Robinson in 1997.Itincluded their
coverofGeorge Michael's Faith along with 12 other
songs,including theirfirstradio single, Counterfeit
Robinson recalls the recording sessions were upbeat
and filled with juvenile humourandkillerjams.
“Therewas so much humorand pure Beavis &Butt-
head fun,”the producer says. “They’re agreat,great
band.The swing ofthose drums and the talento fthe
bass playerwasundeniable.And then you had Wes,
who was adifferentanim alaltogetherand could play
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anything.The musicwas pure and raw and I knew it
was magical after| listened to acassette ofthe mixes
while Iwasdriving.”

By the time Korn began to write theirthird
album .Follow The Leader, the m usicians had become
consumed by theirpopularity. Along with Coal
Chamber,Orgyand Snot,Korn were doing cocaine,
methand drinking asheavilyasm anyofthe bands
whose whole aesthetic they had originally strived to
escape, like M otley Criie, Ratt and Poison.

“They had peopleinvolved with theband who
were giving them blow and atthatpointlwas no
longerinterested,” Robinson says.“lwasn'tinvolved
w ith the drug scene orthe party scene with those
guys. | was the straight-edge dude and the one they
trusted the most. Butbasically they hired people to
partywith.As soon asthe scene turned completely
into Modey Criie,Iwas outofthe picture.”

By the time Robinson abandoned the music style
he helped pioneer, mosto fthe artists he helped
mould were too fucked up to notice orcare.

“Wewere drinking mass quantities o feverything,
and when Igotreally fucked up Fd bite people,” Davis
admits. “W hen I walked into the bus everything
stopped because nobodywanted to getbit. | bit
everyonein the band hard.|bitawholebunch of
people when I was still drinking. | didn'tknow what
Iwas doing. lwould party and getdrunkand do
cocaine orcrank orwhateverwas around. Then Fd
getallhomyandwannabetied up and fuck some
chick, butl've gotawife.So Fm fighting inside,and I'd
drink more to dealwith the pain.”

Sex,drugsandrock’n'rollmaybe along-
established cliche but“that'swhatwe lived,” Fafara
says. “We did everykind ofdrug - coke, sniffing
ketamine.We had fourbottles ofw hisky aday on
ourriderand afterthatwasgone we would go out
to the bar.I was doing anything thatcould take me
down.So I would take handfuls o fSomas, mixed
with Xanax, mixed with redwine and whisky. And
then attwo in themorning Fd decide to eatan eighth
ofmushrooms.l oncedid two weeks straight on the
road on mushrooms.”

“Wekind ofrecreated the 80sbutin the 90s"
Rascon says.“The musicwasdarker,heavierand
angrier,butthe amounts o fdrugs, alcoholand girls
wasoutofcontrol.lwasdoingalotofwhatwe would
calldrug salads. It wasjusteverytype ofdrugs atonce
-coke, speed,weed, Special K, GHB, ecstasy...”

The popularity and profits
ofnumetalmade partying a
breeze.And since nu metal
appealed to youngwomen
almostasmuch as
men, concerts turned
into Romanesque
bacchanalias. Even
though the population
was still concerned about
AID S, attitudes about sexwere
looserthan they had been in years.Nu
metal bands gloated about theirrelationships
with pom stars and their
hedonistic exploits in
awaythatwas
verboteninthe
grungeera.

‘There is definitely
aconnection between
the pom and metal
worlds,” Rascon
says.“It'sallabout

rhythm and it correlates with sexbecause sexis all
aboutpulsing rhythms.It'shard forarockerguy to
date anormalnine-to-five banker. They’lllook atus
like we're outofcontrol. W hile someonein the sex
industry theylookatusas normalbecausetheyhave
the same kind ofcrazy lifestyles.”

W hen the challenge to having com mitment-free
sexwasgone, some nu metalmusicians turned
theirsexlivesinto acallous game, seeing how many
girls theycould score in anight,how badly they
could treatwomen on tourorhow crazy their sex
lives could become.“Onetime,lwasin the shower
backstage,and these three girls broughtabag full
ofdildosandwhips and they wentatit,” Davis says.
“lgottied up and gotthe shitbeatenoutofmewith
Judas Priest belts and about 50 people watched.Then
some otherpeopletook beerbottles and used them
in both o ftheirorifices. Iltwas pretty intense. It's not
like llook forit.l usuallyjustwalk into my dressing
room and, hello, thereitis. It'sinsane.”

hen theywere attheircommercial peak,Korn
rd thattheywere often at
notherand eventually the

theiroffstage instability. Korn launched the label
Elementree,on which theysigned Orgy, Videodrone
and Deadsy.Thenin 1998, they created theirown
tour,FamilyValues,which featured Kom,Limp
Bizkit, Ice Cube,Incubus, Orgyand Rammstein.
“Itwas the perfecttouratthetime,” said Ice Cube.
“These bands pumpedalotofhip-hop
into theirmusic and they were
big fans ofthe stuffl was
doing.So you had this
really powerful
mixtureof
hardcore and
metalmixed
with hip-hop. It seta
wholenewvibeand the
world tooknotice.”
Deffones were invited
tobe apartofthe first
Family Values, butturned
down the offerbecause

o travelin differentbuses.Buttheir
had thewherewithal to take advantageand System O fA Down.Interestingly, the second
status and the ability to deliver despite stage thatyearincluded Slipknot,a band whose

nu-metal

theygrew wary ofbeing lumped in with nu metal
scene; once they had furtherestablished themselves
and the musicwas on the decline,theywentouton
FamilyValues 2006.Butin 1998, Deffones were most
interested in proving themselveson theirown.

“We had alreadybeen togetherfor 10yearswhen
that [scene] started happening, and we and never
tried to be lumped in with thatoranything else,”
Carpentersays. “Before thatwas happening, we used
to getcompared to Rage Against The Machine. That
was flattering,butwe've alwaysjustwanted to be
Deffones.”

‘The minute the angst-ridden, heavy music goes
outofstyle,| don'tthink we're gonnago outwith it,”
Moreno said in 1998.“There are alot more elements
to our music that separates us from thatscene.As
faras the otherbands, | respect them and | dig them,
butthe minute we getpigeonholed in ascene,the
minute everyone decides thatscene is notcool,
basically everything weve worked 10years foris out
thewindow.Suddenlyyou're reliant on all these other
bands,when you should justrely onyourselfand
whatyou're doing.”

In 1999, Deftones proved themselveson O zzfest
with Rob Zombie, Slayer, Primus, Godsmack

iconoclastic stylewould eventuallyreplace mostnu
metalacts as the next musically extreme and insanely
popularvoice ofmetal. “Itwas aweird tim e because
weimmediatelygotlumped in tothe nu metalside
ofthings eventhoughwewere way more violent
than all ofthatstuff,” says vocalist Corey Taylor.“But
itdidntbotherus.We said, ‘Look,you can labelus
whateveryouwant.We'rejust trying differentthings.
Welluse hip-hop ifwe want,and we’'ll play
grindcoreifwe want.’ | think because o fthat,
we were able to setastandard thatwe
weren'tatype ofgenre,we were
ourowngenre.”
Thatsameyear,nu
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metalwentsupernovathanksto Lim p Bizkit's second
album, Significant Other, w hich featured the lowest
common denominatorsmash hit Nookie, with the
chorus,! diditallfor thenookie, c'monfThe nookie, cmon/
Soyou can take that cookie/And stick it upyouryeah!/Stick it
upyouryeahl/Stick itupyouryeahf In no tim e, backwards
baseballcapswere the rage and Significant Other
rocketed up the charts, selling seven million copies
inthe US and 12 million worldwide. ForDurst, the
album wasn’tabout“nookie”,as much asbeing in
unfaithfulrelationships.

“Alotofmy lyrics come from betrayaland the way
Ive been treated by certain ex-girlfriends because
those scars don'tgo away," he said in 1999. Despite
his alleged sensitivity, D urst’s post-Noofeie,behavior
didn’t curry much sym pathy from his detractors. He
becameahustlerand an opportunist,and strived to
build his career like a hip-hop mogul,becoming an
A&R man (signing Staind and Puddle O fMudd),and
was contracted to direct several Hollywood film s. But
following the debacle atW oodstock, in which Durst
urged the audience to follow the advice ofthe first
track on Significant Otherand Break Stuff, the rapper
becamethe whipping boy o fthe nu metal nation.

Itwasn’tentirely fair. Durstdidn'tinstructanyone
to committhe rapesthattook place in the pitand
the bonfiresin the audience didn'tstart untilthe
ChiliPeppers'setthe nextday.ButDurstbecamea
convenientscapegoat, especially five years after the
fact Bythen,Borland had leftthe band,come back
and then quitagain and Durst had written songs
forBritney Spears and boasted abouttheiralleged
romantic relationship. He also dated Carmen Electra
and reportedlyHalle Berry,who shota rom antic scene
with him forthevideo ofBizkit'scoverofThe Who's
Behind Blue Eyes, which was featured on 2003’s Results
May Vary, with M ike Smith on guitar.

“Fred really wanted to
embrace celebrity
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and stardom justas | was hoping to become the
charactero fthisweird M ike Patton-yguy in these
crazycostumes,”Borland says.“He and | saw two
completelydifferentvisions ofthe band.lwas out
ofcontrolin manywaysthatwere similarto the
ways thathe was outo fcontrol.l went, ‘We have the
opportunity to do the weirdest fuckin’record right
now,’and hewas like,'No,we have the opportunity
to write asmash record!”And | said,'No,you don't
understand! We can throw everybody acurveball
and bereally artful’And he’slike, ‘Nope,we gotta set
everybodyup forahomerun.’And Iwas like, That
willbeahome run!"We had these majorcreative
differences. Butlooking back, my attitude ofwanting
to do something reallyweird wasjustasmuch a
mistake as him saying, ‘Let'swrite abunch ofhits.’ But
it led to us falling apartbecauseit really bothered me
thatalotofthe people | had looked up to my entire

m usic careerwere bashing Lim p Bizkit and hating
ourmusic. It tookawhile forme to getoverthat

's hard to pinpointwhatthe death knellwas for
umetal. Some pointto Woodstock 1999, others
lame labels forwatering down the genre and
embracing less confrontationalrap-rock groups
including Kid Rock and Linkin Park. Stillothers put
the blame on new musicalgenres thatemerged.
“Fourcargaragerockkilled rap metal,” says
Shaddix. “Bands like The Strokes, The Vines, The
The’bands.They killed it. They stole the audience
and theindustry turned itsback instantly.”
“Moneygrabbers started to think theyknow the
schematico fwhy it was asuccess and they started
interfering with the process, interfering with the
songwriting,” Robinson
adds.“You can hearthe
sound o fpeople’s voices
changing.
Theywerentas
raw.The songs
were getting
overproduced. It

started turning into an obvious money machine and
people started going, ‘Fuckyou! I'm notbuying your
salespitch’”

Even afterthe masses turned theirbacks on nu
metal, bands thathad switched up their style to
become more mainstream, including Incubus and
PapaRoach, were able to persevereatrock radio.
Meanwhile,industry founders,Korn and Deftones
maintained as well. Korn were able to continue in part
thanksto Davis,who had been soberatthatpointfor
years,butrefused to be judgmentalo fSchafferand
Arvizu’s persistent partying.

“I had stopped drinking because | realised | was
gonnadie if lkeptgoing,” Davis says. “One day,when
my babywas aboutthree,| camehome drunk one
nightand he saw me and gave me this fucking look
that11neverforget | felt like the biggestpiece o fshit.
Iwas like, ‘I'm notgonna do this to my son. | gotta
be there forhim " So | sobered up. | still party like a
motherfuckerwith allmyfriends, ljust don't partake. |
don'tevendrink caffeine.”

Unlike many bands, Kom’sfan base remained
strong through the lowestpoints for nu metaland
continued to supportthe band when W elch bailed
in 2005 afterhe found religion and got clean.“The
alcoholand drug usejustkeptescalating,” he said.
“Now there were timeswhen | tried to clean my life up,
butljustcouldntdoiton myown.lreally [needed]
God to take awaym y addiction to drugs.”

Notlong after, Arvizu wised up and followed suit
thanks to adeath-bed pleafrom his father.W ith most
oftheband sober,Korn took extratime to analyse
and dissecttheirmusic, determine what theirgreatest
strengths were and experimentaround those strengths
toremain viable in a changing market.The band’s
2005 industrial-tinged, dance beat-inflected See You On
The Other Sidewentplatinum and 2007’s atm ospheric,
experimentalself-titled discwentgold.Korn tried to
recapture the mindset ofLife s Peadtyby reconnecting
with Robinson forthe heavier,more primal 2010
album Kornll: RememberWho YouAre, butitwas
201 1’s The Path O fTotality, with dubstep percussion
and collaborationswith Skrillex and other cutting
edge producersthatbroughtKom to new,younger
audiences.

Deftones,meanwhile retained their fan base by
circumnavigated boundaries, writing pained but,
unpredictable and sometimes sprawling songson

2003's Deftones and 2006's Saturday Night Wrist. The
musicians’camaraderie and chem istry keptthem
togetherthrough circumstancesthatwould have
destroyed lesserbands. In November 2008,
Deftones were wrapping up theirsixth aloum,
Eros,which they had been working on for 18
monthswith theirlongtime producerTerry
Date.Then disasterstruck.
Bassist Chi Cheng’s sister
Mae was driving away from
awake fortheirbrother,
who diedayearearlier,
when her carstruck another
vehicle traveling at high speed
and flipped three times.
Cheng wasn’t
wearing a seat
beltand was
thrown from
the vehicle and
suffered severe head
traumaand lapsed into acoma.
Forfourmonths afterthe
accident, Deftoneswere on the



verge o fcollapse.They visited Cheng in the hospital,
butspentmostoftheirtime apartfrom each other
trying to escapewhat had happened. Finally, they
decided to meetin theirrehearsal spacein Sacramento
to decide it they wanted to stay together.“We
considered breaking up the band,”Moreno admits.

“W e thought,‘Maybe thisis too hard now and this
thing hasrun its course.”

“I neverconsidered breaking up," Carpenter says.
“Butltold everybody that|was perfectlycomfortable
with starting awhole new band—coming up with a
new name and starting again from scratch.”

In the end, Deftones kepttheirname, but they
shelved Eros,which reminded them too much of
Cheng (itremainsunreleased). They broughtin
bassist Sergio Vega, who had filled in forDeftonesin
1999 when Cheng broke his footand was unable to
tour.Afterplaying some showsw ith Vega,they felt
revitalised, so they re-entered their practice space in
June 2009 with producerNick Raskulinecz.

Atfirst, Deftoneswere hesitant,butassoon as
theypluggedin and started jamming they clicked
into gear,and before long they were coming up with
ideas ata previously unprecedented pace. W riting
was therapeutic and recording an album became a
goodway to dealwith ahorrible situation.“In alot of
ways,we didn'thave achoice but to gettogetherand
be productive.” Carpentersays. “Us moving forward
and doing thiswas ourway o fnotsitting around being
bummed out.We did thatfor months,and it's tough.“

The resultantalbum, Diamond Eyes, was cohesive,
cathartic and simmered with equalparts textural
creativity and raw brutality. The band applied

nu-metal

"WE'D BEEN TOGETHER 10 YEARS WHEN THAT
IPCENE STARTED HAPPENING. WE NEVER TRIED
ANUMPENMNMWITin™ R ANYTHING ELSE”

the same formulato theirlatestalbum 2012's
universally acclaimed Koi No Yokan, also produced by
Raskulinecz.On April 13,2013,almost exacdy five
months afterthe album was released, Cheng, who had
been in asemi-conscious state foralmostfourand a
halfyears, died in the emergency room as his mother
cradled his head and sang his favorite childhood songs
into his ear.

t'sashame Cheng's notstillaround to enjoy the

resurrection ofnu metal. Eventhough thegenre

was ridiculed foryears, itis currently undergoing a
renaissance thanks to the passion and determination
ofits pioneers and the blandness ofmuch o ftoday's
radio rock, which is leading new audiences to seek
outmorevisceraland emotionalbands.Korn are
currendyworking on theirfirstalbum with Welch
since 2003-and are playing high up on the bill at this
month’sDownload: the same festivalwhere Slipknot
are headlining forthe second time in five years.Limp
Bizkit have signed to LilWayne’s label Cash Money
and are recording the follow-up to 2011's Gold Cobra,
which failed to generate enough interestin the US for
afull-scale tour, so the band focused their efforts in
Europe,where they blew up largerthan ever, resulting

Deftones' Stephen Carpenter’

in them securing aDownload berth too. “We're
goingin two differentdirections, rightnow,” reveals
Borland. “I've gotten really intense aboutwriting
snappy,com plicated riffs thathave aloto fdive-bomb-
typewhammybarpush-and-pull suction sound in
them and are heavierthan ever. It's heavygroove stuff
with rap, so itsounds like whatyou'd expect from
Limp Bizkit.”

In addition to Lim p Bizkit's Big Cash developments,
CoalChamberhave reunited overthe pastyear,Jay
Gordon hasre-formed Orgy with an entirely new
lineup and entered the studio to record the band’sfirst
album since 2004’s Punk Statik Paranoia. For Robinson,
the renewed interestin metalwas inevitable.

“Rightnow I'm looking outmywindow and 1
can see across the Santa M onica Bay, rightwhere we
recorded the first Kom album,” he says.“l can always
lookthere and it feels so good. And that meansitwas
arealthing.As long as something’sreal, there’s the
potential forit to be great" ©

Some source materialfor thisfeature is tafen
from fouder ThanjTell: The ‘Definitive Oral
ffistory Of&Metal by Jon TOiederhom and
Katherine Turman
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Controversy, tragedy, knob jokes and nine men in masks - this is how
music's greatest decade came to a close.

he 90s belonged to the freaks. Afterall,in adecade where

bands like the Butthole Surfers or Primus could sign major

label deals and become mainstream successes,who else could

itbelong to? Buton April 20,1999 the same sense o fotherness

that had defined the alternative movementsince the late 80s
was scapegoated forsomething darkerand more sinister. The Columbine
schoolshooting was atragedy that made global headlines,but devolved
into acircus as mediablame questioned alternative culture as a potential
factorin the event.

Columbine wasn’tthe only dark eventrock weathered in 1999, as the
W oodstock 1999 eventin July devolved into rioting and violence,as well
asreports ofsexualviolence during some band's sets. Once again, the
music was blamed - the likes ofLim p Bizkit,Korn and Red Hot Chili
Peppersall putunderscrutiny.

No betteroutletforall o fthe darkness ofrock and metal could be found
thanin Des Moines’Slipknot.An 18-legged whirlwind ofbile and vitrio|,
Slipknotdistilled the angstofnu metaland took it to its logical, extreme
conclusion.Nu metalhad found its newest starsjustin time forthe
millennium hit. Before thatthough, some late additions from the scene’s
established heroes proved to furtherdemonstrate nu metal's grip on rock
culture. Lim p Bizkit's second record Significant Other topped the charts in
June 1999, while Korn managed to nip atthe heels o ftheirwildly
successfulFollow The Leaderw ith follow-up Issuesagain hitting Number
One on the Billboard 200.

Yetrock and metaldidn’thave the monopoly on public enemies.
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DetroitrapperEminem was anew kind ofrock star- albeitone not
formed in the bounds o frock ormetalitself. The Slim Shady characterhe
had developed allowed him to explore topics like drug abuse,violence and
murder,butalso attracted the same level ofcriticism thatrock actswho
covered sim ilartopics would receive. N aturally, such controversy also
translated into enormous album sales.

Forall the hate rock was getting in the press, it didn't seem to hurt its
commercial prospects any. Blink-182 (pictured right) hit big with their third
album, Enema ofthe State, am ix ofgoofy pop-punk stylings and knob
jokes.Similarly,Red Hot Chili Peppers’ Calfiomication saw the return of
prodigalson guitaristlohn Frusciante, his comeback helping the band
shiftaway from the cartoon funk-rock o ftheir early releases. Even
M etallica, one-time kings ofthrash,were soothing things down with the
baroque metal-meets-orchestra live album S&M.

The end o fthe 90swas supposed to be a party - the biggest party, in fact.
And why not- it was the end ofthe world afterall. Atleast so far as the
music industry was concerned atleast W ithin 12 months ofthe launch of
groundbreaking file-sharing service NapsteronJune 1,1999,the website
was being sued by M etallica. O vertwo decades on, streaming and
downloading remains a contentious pointfor artists and has caused
irrevocable changesin how the music industry itselfoperates

1999 was more than just the year that separated the 90s from the 2000s
- itwasthe crucible that forged and consolidated some ofour biggest
namesincluding Slipknot, Blink-182,Korn and Lim p Bizkit,aswell as the
line between how things were and how things are now. ©
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From the highs of BloodSugarsexM agik to the lows of guitarist John
Frusciante's near-fatal drug addiction, the Red Hot Chili Peppers had a
turbulent decade. But with 1999's californication they delivered an album
that would usher in the funk rock icons' stellar third act.

nlJune 14,1998, the prodigal son came
home.When the Red Hot Chili
Pepperswalked out onstage at the
Tibetan Freedom Concert at

W ashington DCs RFK Stadium, it was
with guitaristiohn Frusciante, the
man who had deserted them mid-tour
six years earlierand spent the ensuing
period in afull-blown drug hell.

It was Frusciante’s highest-proflle
appearance since reconnecting with his estranged
bandmates earlier thatyear.But thiswas more
than areunion:it signified the return ofmanwho
had journeyed to the brink o fdeath.

It nearly didn’thappen.

Storms caused the show to

run overand the Chili
Peppers,who were last

minute additions to the bill,
looked like theywouldn't be

able to play. But headliners
PearlJam - who had

supported the Chilisin theirvery early days -
threatened to pullout unless organisers cut their
setshortby 15 minutes so theirold friends could
take the stage.

The band played just three songs that night:
Give ItAway, Under The Bridge and The Power O f
Equality. But the truncated setlist didn’t matter.

W hat mattered was that the band and Frusciante
had emerged from a decade ofdramaintact. The
Red HotChili Pepperswere whole again.

played his first gig with the Chili Peppers,in
November 1988. His new bandmates were
barely a decade older butit feltlike they'd lived
many more lives than he had.
SingerAnthony Kiedis and bassist Flea had
formed the Red Hot Chili Pepperswith guitarist

John Frusciante was 18 years old when he
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Hillel Slovak and drummerJack Irons in 198 3.
Theywere the ultim ate good-time party band,

the exuberance oftheirsongs mirrored by the
chaos oftheirlifestyle. Kiedis and Slovak especially
were ardentdrug users, with heroin their favoured
means o fgetting wasted.But the good times
screeched to ahaltin June 1988, when Slovak died
ofan overdose at the age o f26.

Frusciante was the natural replacement. He had
discovered the Chili Peppers when he was 15 and
was aregularattheir LA club gigs.He already
knew theirsongs inside out, and aced his audition.
“I realized that | wanted to be arock star, do drugs
and getgirls,” Frusciante told GuitarPlayer.

I had no image to present to anyone. | was
as close to dying as a person could be.”

John Frusciante

Hejoined aband who were stillgrieving - and in
Kiedis’'case, stillwrestling with his demons.
Despite his own hedonistic am bitions, the teenage
Frusciante barely even smoked pot, prompting his
new bandmates to nickname him “Greenie”.

The Chilis’ first aloum with Frusciante, 1989's
Mother’s Milk, was their most successfulyet,
selling 500.000 copiesin the US.Butitwas 1991's
Rick Rubin-produced BloodSugarSexMagik, that
turned them into superstars. It was ameasure of
theirsuccess thatboth Nirvana and PearlJam
opened forthem in late 1991.

Yet as the record sales rose and the shows got
bigger, Frusciante found him selfstruggling with
the scale o fthe band’s fame.The omens were there
even before he'd joined the band. Hillel Slovak
once asked the youngerman if he thoughtthe
ChiliPepperswould stillbe popularif they played

the 20,000-capacity LA Forum.No, Frusciante had
replied,it would ruin the whole thing.

Now the guitaristwas watching his prophecy
come true.“John would say, ‘We're too popular, |
don’t need to be atthis levelofsuccess, | would just
be proud to be playing this music in clubs like you
guyswere doing two years ago,” wrote Kiedis in
his book, Scar Tissue, adding that the pairwould
getinto heated arguments backstage.

The relationship between the alpha male singer
and the sensitive guitaristhad broken down.“O f
all personalunderstandings in the band, the one
between Anthony and | was the worst,” Frusciante
told Dutch magazine Oor.“Ourrelationship had

reached an all-time low before
| BloodSugarSexMagik."

Frusciante’s fragile state o f
mind wasn’t helped by his
chemicalintake. The kid
whose bandmates had
nicknamed him “Greenie” due
to his lack ofexperience with
drugs had shotheroin forthe first time shortly
afterfinishing BloodSugarSexMagik, and now his
dabblings were getting serious - something that
both concerned and angered Anthony Kiedis,
who was trying to maintain his own sobriety.

The toxic combination o fdrugs, fracturing
interpersonal relationships and the pressure of
being in ahugely successfulband was impacting
on Frusciante’s mental health.The snapping point
camein thesummerof1992.As the band flew to
Japan foraseries ofshows, the guitarist started to
hearvoices in his head: “Youwon't make it during
the tour,you have to go now.”

That's precisely what he did. On May 7,1992,
just after playing ashow in the city ofSaitama,
John Frusciante walked outon the Red Hot Chiili
Peppers mid-tour, flew back to Am erica and
disappeared into ablack hole ofhis own creation.

J>



Red Hot Chili Peppers (I-r):
Anthony Kiedis, Chad Smith,
Flea, John Frusciante.
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etween the summerof1992 and his eventual

return to the Red Hot Chili Peppers six years

later,John Frusciante hovered between life
and death.Following the aborted Japanese tour,
he figured his life as a professional m usician was
over.The fog ofdepression prompted a freefall
into full-blown addiction: heroin, cocaine, crack,
anything he could get his hands on.

The role ofdrug addict with a death wish was
one Frusciante embraced. He holed up in ahouse
in the Hollywood H ills,walling him selfo fffrom
his formerlife. His waking hours were divided
between snorting, smoking orshooting up and
dazed artistic endeavours - painting, writing short
stories, making lo-fifour-track recordings.

As Frusciante's addictions worsened, his friends
began to drift away, their
concern athiswell-being
giving way to helpless
fatalism:no one thoughthe
was going to make it out
alive.One ofthe people
who had stayed close was
RiverPhoenix.The My
Own Private Idaho star
moved in with Frusciante
in October 1993,and the
two ofthem would spend days
atatime getting high and not
sleeping. Frusciante was reportedly
with the actoron the nighthe
collapsed and died ofa drug overdose
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on the pavementoutside LA club The ViperRoom
on October31,1993.

In 1994, Frusciante released his debutsolo
album,NiandraLadesAnd UsuallyJustA T-Shbt.
Its skeletal, half-there song-sketcheswere aworld
away from the Chili Peppers' taut funk-rock
gym nastics and areflection o fthe guitarist's
precarious physicaland mental state. It sold just
15,000 copies. Butthen that was exactly what
John Frusciante wanted.

Asthe 1990s progressed, his life goteven
darker. His arms became covered w ith scars, the
result o fabscesses from shooting heroin and
cocaine,and he began to lose his teeth. At one
point,he nearly died from ablood infection. He
tried half-heartedly to getclean, butit neverstuck.

In a 1996 piece on the guitarist for the
LA New Times, journalistRobert
W ilonsky described him as "a skeleton
covered in thin skin.”
“[Heroin] helpsyou do anything
betteryou wantto do,” Frusciante told
W ilonsky."Atleastfor me,not for
otherpeople. A lotofpeople... they
know thatwhen I'm clean
| lose the sparkle in my eye,
Ilose my personality, I'm not
happy, I'm kindaempty.”
Frusciante seemed to existin
avortex ofdarkness.In 1996, his
house in the Hollywood Hills
burntdown, destroying several

guitars and tapes ofthe music he was working on.
He moved into the Chateau M armont, the hotel
where comedian John Belushidied ofa speedball
overdose nearly 25 years before. When hewas
kicked out ofthere,he moved to another hotel,
and then onto another.

In 1997, he released a second solo album, Smile
From The Streets You Hold, arecord thatwas even
more untethered to reality than its predecessor.
Frusciante later claimed thathe made the album
for“drug money”, and it soundslike it. This was
thework ofsomeone who had lostinterestin the
world and in themselves.

“I had no image to care aboutorpresentto
anyone," hetold Alt Press. “Iwasn‘tashamed... |
was as close to dying as a person could be.”

ExceptlJohn Frusciante didn'tdie. Against the
odds, he cleaned up and rediscovered the partof
him thatwanted to live again. And then he
rejoined the Red HotChili Peppers.

rusciante’s sudden departure had leftahole

that his form erbandmates struggled to fill.

The first guitarist they recruited, A rik
M arshall, lasted less than ayear. The second, Jesse
Tobias, barelynotched up amonth.“We were
looking forvery specific,cosmic characteristics,
and they weren't presenting themselves,” Kiedis
told Rolling Stone.

A seemingly permanentsolution was trader

theirnoses. Dave Navarro was the guitarist with
Jane's Addiction,aband whose rise to fame
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paralleled the Chili Peppers’own, rightdown to
theirdrugs habits.Jane’s fellapart atthe end of
1991, and the Chilis saw Navarro as the perfect
replacementforFrusciante. He rebuffed their first
request,butthe band persevered and he said yes at
the second time ofasking.

The union didn’t quite deliver on its promise.
Theirsole aloum together, 1995’s One Hot Minute,
was solid rather than spectacular. Navarro’s
psychedelic heavy rock style wasn’t a great fit for
the ChiliPeppers’groove-centred approach. It
didn’t help thatboth Navarro and Kiedis were
falling back into bad old ways.“We both had a
loose grip on reality,” the guitarist later admiitted.

W hether the reasons were musicalorchemical,
the partnership between the Chilis and their latest
guitarist o fficially dissolved in 1998. “We did not
fire him ; he did not quit,” Flea told Alternative
Pressthe following year.“It was like, thisis not
working. Basically, the intangible things that make
magic happen were nothappening.”

And so the Red Hot Chili Peppers found
themselves withoutaguitarist for the second time
in sixyears.Butbringing the magic back this time
would prove to be alot easier.

henJohn Frusciante and Anthony Kiedis

metatagig by the reunited Jane’s Addiction

nearthe end 0f1997, it was the first time
they had spoken in five years.Flea had stayed
sporadicallyin touch with Frusciante,but Kiedis,
angered by his mid-tour departure, had not

“Hewasn'tondrugs,butlwasand hewasn't
judgemental,” Frusciante told Rock Sound oftheir
encounter. “He used to give you abad vibe about
potand drinking,buthewasjustcool.”

It was Flea who suggested they call Frusciante
after Navarro'sdeparture.The guitarist had begun
hearing voices again, except this time they told
him hewould die if hedidn't quitdrugs. Frusciante
listened to them,checking him selfinto rehab that
January to clean up and save him self.

*RED HOT CHILI PEPPERS

Kiedis was sceptical aboutgetting his former
bandmate back,butFlea dug in.The bassist told
him thathe would quitthe band if they didn't at
least call Frusciante.

“When Dave left, Flea called me up
and asked mewhat| thoughtaboutplaying with
John,"the singertold Kerrang/.“I told him it
would be adream,butthatitwas avery far-fetched
concept.Then aweeklaterwe were playing
together”

Things moved fast. W ith three months ofa
"bombastic” - Kiedis’'words
-rehearsal, the Red Hot Chili
Peppers were onstage at the
Tibetan Freedom Concertin
W ashington D C with
Frusciante.Soon,they were
working on songs for their
firstalbum with the guitarist
since BloodSugarSexMagik.

The originalplan was to
make an electronica album.
“lfeel the mostexciting
m usic happening is
electronica, withouta doubt,” said Flea.They
considered Brian Eno,W illiam Orbit, U2 associate
Flood and even David Bowie as producers, none of
whom were available.

Instead, they wentback to Rick Rubin,who had
produced BloodSugar... and One Hot Minute.
Rubin allayed any doubts as to Frusciante’s
physicaland mentalwellbeing.“He’sbrimming
with ideas, and he lives and breathes m usic more
than anyone I've everseen in my life,” the producer
told Spin ofthe guitarist, who would go spend
tens ofthousands ofdollars on surgery to clear up
the scars on his arm s and replace his ruined teeth.

Frusciante’s renewed vigour reinvigorated the
ChiliPeppers, Their seventh album,
Califomication, feltless like the work ofaband
picking up where they'd left o ffalm ost a decade
earlier,and more like the startofan entirely new
chapter. It didn’t ditch the funk rock ofthe past so
much as hone itinto something mature and
intelligent. Around The World and Parallel
Universe ramped up the energy,butthe slower
songs- Scar Tissue, Otherside and the title track,

co-dependent and
we know it, but
we also trust each
other.”

John Frusciante

with its acute dissection ofthe California state of
mind - showed amore thoughtful, measured side
to the band.But Flea batted away suggestions that
it signified the Red Hot Chili Peppers’rebirth.

“l just feelthatwe always exist,” the bassist told
Rock Sound.“John,Chad,Anthony and me.lIt’s
like we're stillaround, we always have been.”

“Notme,” added Frusciante. “Everybody
thoughtlwas dead.Butasyou can see,I'm very
much alive.”

alifomication was

released on June 8,1999.

Itreached No.3 in the
US,and would go on to sell
more than 15 million copies
worldwide - more, even, than
BloodSugarSexMagik.

Butthe album’sreal
trium ph wasn’tits
com mercial success. Kiedis
acknowledged that
Califomication effectively
saved the Chili Peppers
(“UntillJohn rejoined, Flea was atthe end ofhis
Chili Peppersrope,” said the singer). More
importantly, as Frusciante acknowledged, it
signified his own return from ajourney thatwas
alm ost destined to end in tragedy.

“It's a second chance forallofus,” he told
NYRock.“In away,we're all co-dependentand we
know it,butwe also trust each other.”

The momentum from Califom ication carried
the Chili Peppersand Frusciante through 2002's
By Your Side and on to 2006’s sprawling and vasdy
under-rated Stadium Arcadium . Yetthere was
always asense thatold ghosts -if notdemons -
could return, and the guitarist bailed on the band
forasecond time in 2009 to pursue his solo career.
Itwas more amicable this time - Frusciante even
recommended his own understudy, Josh
Klinghoffer,as his replacement.

Yeteven thatwasn'tthe end ofthe story.In
2019, Frusciante returned to the band, displacing
Klinghoffer. “It’sjust returning to family,” he said
in 2021.“I'm extremely comfortable with those
people.ltwasasifno time atallhad gone by.” ©
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Red Alert: Slipknotin 1999.
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Released in 1999, Slipknot’s snarling self-titled debut album was one of the defining
debuts of the decade. This is how nine outcasts from the Mid-West changed the

“IFTRUTH BE TOLD IT WAS really my
w ife who persuaded me to sign Slipknot’’
recalls RoadrunnerRecords A&R supremo
MonteConner,the manwho signed Slipknot.
“I'reallywasn’tsure. |l liked them butlwas
prevaricating. Thatand acharacterthatthey
had in the band atthattime - called, | think,
The Baby [actually the m entalist Cuddles] -
swung me.”

Welcome to the mid 90s, a period thatseems
almostasremote asthe Dark Agesin terms of
the phenomenalchangesthatwe have seenin
heavy music and in the lives ofnine [or so]
crazy kids from the Mid-W estern USA who had
an idealistic dream to scare the living piss out
ofthe whole motherfucking planet.

“Slipknotis stillthe heaviestalbum ever to
m ake it onto the Billboard Top 31 says Corey
Taylor. “There’s no doubtthatthe album
opened the doorto alotmorevery extreme
bands crossing into the mainstream ) says
Monte Connor.

“It set thebaj, agreesJoeylordison.

In retrospect, Slipknot's 1999 self-titled
album was amajorchange in metal Until
then,bandswere stillcaughtup in the fallout
from grunge, and while the lightweight

game virtually overnight...

WORDS: TOMMY UDO

pop-metalofbands such as Korn,Lim p Bizkit
and otherswere keeping hard rock alive and
on permanentrotation on MTV, there was
nothing outside ofthe underground to
challenge the old guard of Slayer, M etallica and
Megadeth, nothing with anyrealsubstance.
Slipknothad no ideawhattheywere going to
sound like when they formed: stuck in
dead-end bands and dead-end dayjobs, they

“ITWAS VIOLENT. THINGS
WERE GETTING BROKEN. IT GOT
CRAZY REALLY QUICKLY.”

ROSS ROBINSON

wanted to do something - anything - to get
the fuck rightoutofthatlife. “Back at the

tim e, there was no metalgoing on in Des
Moines, there was no hardcore,nothing. We
had allbeen in bands that had opened up for
each other, and the scene had become just
terrible. Noone really gave afuck about m usic,
sowe formed Slipknot3 says CoreyTaylor.

Shawn Crahan used to frequentaclub in Des
Moinescalled The Runwaywhere coverbands
and tribute bandswould try to outshine each
otherin their slavish imitation ofotherbands.
When the onlytwo originalm etalbandsin Des
Moinesthathe liked broke up,he knew itwas
time forhim todoithim self.Along w ith
vocalistAnders Colsefniand PaulGray, he
formed aband called Meld. Localdrummer
Joeylordison was persuaded to come and
watch them rehearse: one song they played
thatnightwas called Slipknot. He knew there
and then thathe had to bein.

Joeylordison worked asanight managerata
gas station.He'd leave band practice at 10pm,
take aradio and TV to the gas station and crank
m etaloutall night. Shawn Crahan would come
down and they’'d start plotting things out.
When he leftat5am , they had worked outthe
blueprint forthe band that Slipknotwould
eventuallybecome.Then he gotfired because
hewas scaring the customersaway. “We
literally had people pullup, see me and Shawn
sitting in the window, floorit outofthere and
goto the Amoco station across the street.”

Slipknot's live shows around the period
between 1995 and 1998 were occasionally
sham bolic affairs, played outin barsin the bad »
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Boiler suited and
booted: Slipknot
go to work

partoftown to atbest
indifferent and at
worsthostile crowds.
Line-upschanged:
original guitarists
Donnie Steele and
Josh Brainard le ft,
the former after he
“found Christ”
the latterlost
interest.
Anders
Colsefnileftin
1997 and was
replaced by Corey
Taylorwho the hand
had metwhen they faced
offagainst Stone Sourin a
Battle Of The Bands
contest. Craig Joneswas
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tapped to replace Donnie,buthe was moved to
samplesand Mick Thomson joined as lead
guitarist. WhenlJosh bolted, Corey suggested a
replacement,James Root, from his old band
Stone Sour.The band found DJSid Wilson later
on,and the incarnation of Slipknotthatwe all
love to hatewas formed.

Therewere afew labels interested in
Slipknot, particularly in the wake oftheir
debutrelease Mate. Feed. Kill. Repeat, essentially
acollection ofdem o-quality tracks thatgives
usasnapshotofaband notquite fully formed.

“There were afew tracks on thatrecord that
were good thatended up being redone on the
first Roadrunner albuiri’ says Roadrunner’s
Monte Connor.

AswellasConnor,producerRoss Robinson
- thenriding high onthe successofhis work
with Korn and Lim p Bizkit - had heard the
album and wentto Des Moines to see the band
him self, intending to sign them to his IAM
im print. After seeing them and hanging out
with them in strip bars- “Des M oines’ m ain
form ofentertainment*’ saysCoreyTaylor atad

wearily - Robinsonwas impressed by their
dedication and by theirvision. Itwas the
alchem icalreaction thatwould turn base m etal
to gold.

Thanks in partto Robinson and Monte
Connor'swife, Slipknotwere signed and
travelled outto Robinson’s Indigo Ranch studio
in California to startwork on the album.Fora
tim e, Robinson seemed to be the only person
who was totally convinced by Slipknot.As far
as the bandwere concerned, they'd written the
album forthemselves and had no idea that
anyone else outside oftheir friends and fam ily
would buy it.

“Wehadn’'trecorded the album yet;we
hadn’'tgone outand toured;we didn’'t know
how peoplewere going to take us. Sowe'djust
w ritten the songs forus. There was no
audience until then’’ says Corey.

The band travelled economyclass in those
days and sleptwhere they fell, on couches and
on arm chairs if they were lucky, on hard floors
if not. Robinson has areputation as a producer
who lays down challenges to bands to getthe
bestworkoutofthem;with Slipknotitwasa
two-way street.

“Ilwasworking outevery dayjustto stay on
topofthatrecordlRobinson,amanwho seems



to hyperventilate with enthusiasm in everyday
conversations, told Hammer. “It was
spontaneous,itwasviolent. Thingswere
getting broken.We were outthere away from
anyone else, nobodydropping by orhanging
out,it gotcrazy really quickly.”

“Rosshad me pounding thatkit so hard that
myhandswere bleeding, and thatwaswhen
we were just setting up the drum levels. My

handswere covered in these bloody bandage”,
sayslJoey.

“Ross pushed usand we pushed back? says
Corey. “Itwasafight.Rosswas throwing
punches atus. Hewas so into it. You can hear
thaton the record.”

“It’'s apiece of magicl says Robinson. “We
made it forus.”

Itwas abrutal desensitised catalogue of
rage and despair. Itwas like afusion ofthe
mostextreme hip-hop with the mostextreme
m etal. In the raw blast ofEyeless, CoreyTaylor
scream s: “Insane - Am | the only muthafucker
with a brain?/I'm hearing voices but all they do is
complain/How many times haveyou wanted to
kill/Everything and everyone - Sayyou'lldo it but
neverwill/You can’tsee California withoutMarlon
Brando’'s eyes/l am my Father’'sson/He's a
phantom, a mystery and that leaves me/Nothing!/
How many times haveyou wanted to die?/It’s too
latefor me/Allyou have to do is getrid ofme!"

The songwas inspired by the schizophrenic
ravings ofa streetdwellerthatthe band metin
New Yorkwhen theywere visiting the offices
ofRoadrunnerRecords to sign theircontract.

According to Mick Thomson: “He was
running around, screaming it ateveryone.
Though I think his choice ofactorwas pretty
cool. Hewas offhis shit.”

In the more defiant Surfacing Corey sings:
“Fuck itall/Fuck thisworld/Fuck everything that
you standfor/Don’tbelong/Don’texist/Don’t give a
shit/Don’teverjudge me.”

Butthe truly terrifying Scissors, an
unconnected, ram bling stream of
consciousness evocative ofaderanged Kkiller,
was the album’s ‘money shot’the equivalentof
Linda Blair's 360 degree headspin in The
Exorcistor the chest-bursterinAlien: “I play
doctorforfive minutesflat/Before | cut my heart
open and let the air out/Three bugs, a pound of
dust/Some wind spilled before me In the strangest
manner that had/Broke away my tearspout”.

It may have sounded like horror comic stu ff
to some critics,butthere was abasis in the
very realhuman pain thatsome ofthe band’s
members had suffered. Rumoursofchild
abuse, suicide attem pts and a m ania for
self-slashing added to the band’s mystique.

In aninterview with Metal Hammer atthe
tim e,Joeylordison said: “You stick nine guys
togetherwho have had no outletfor their
whole lives,and you live in lowa and you come
outon afucking stage,then you have some
shitto portray.Wewere walking around like
ghosts, slitting ourw rists open saying, ‘Please
take alook atthis,look atwhatwe are trying
to do’.When we putit togetherand came to
doing alive show allthe elementsofbeing
downgraded, notappreciated, being given
nothing because we live in such ashithole, all

thatcame out. There is nowayyou can go
through life thinking everything is great
because it’'snot. Look atall the fucked-up shit
that goeson.The world is a sick fucking place.
The factis you can come to our show and getall
youraggressionsoutand go away feeling
relieved.lwanteveryone to getarush of
emotion from it.”

The band’s self-titled debutalbum was the
mostsuccessfulrecord Roadrunnerever had,
with only CoalChambercomingclose.The
rapid successofthe album owed alotto the
rather shrewd decision to buy Slipknotonto
the opening slotofthe 1999 O zzfesttour.

The band struck up a good relationship with
Jack Osbourne,who had a hand in hooking
subsequenttours. Withoutthe benefit of
supportfrom press,radio orMTV, the album
became acultitem thatwentplatinum within
three monthsofrelease. This allowed them to
obviously shock the shit outofthe
m ainstream ;the music and the image
guaranteed fodderforthe ban-itbrigade in the
wake ofthe Columbine shootings.

Butthe first people to turn their noses up
were notconcerned Conservative Christians, it
was the metalunderground,who wrote them
offasanotheraddition to the nu-m etalcanon
- something the band bristled against

Joey: “If you listen to a song like Get This
from the digipack, or Surfacing or [sic] oreven
like fucking Scissors, the roots are death m etal,
thrash,speed metal,and | could goonand on
aboutallthose bands. I know allthe songs,and
Iknow every fucking label.. the underground
m etalkids should also be happybecause the
currentsuccess ofSlipknot, on songs like
Surfacing and [sic] that have super-fast
16th-note double-bass - none ofthose fuckers
in the otherbands they lump usw ith could
contend with that” S

“ROSS HAD ME POUNDING THAT KIT
SOHARD THAT MY HANDS WERE
BLEEDING. THEY WERE COVERED IN

THESE BLOODY BANDAGES.”

JOEY JORDISON



THE 50 GREATEST
ALBUMS OF THE

Grunge blockbusters, pop-punk monsters, stadium metal
behemoths, alt-rock game-changers - these are the albums
that defined an entire decade.

MOTHER LOVE BONE
APPLE @990)

Appleis proofthat
grunge had its
glammierside. From
the swaggerofThisls
Shangri-La to the wind-
down sim plicity o fthe
piano-led Crown Of
Thoms, the m usic has so much more impact
knowing itwould be the only aloum MotherLove

[AJ

Bone would ever make - singerAndrew Wood
died o fan overdose before Apple was even released

i d

THERAPY?
TROUBLEGUM @994)
Therapy's second
album bore traces of
the antisocial noise that
they'd made their
name with,butthis
was prim arily an
album dominated by
enormoussing-along anthems such as Screamager
and Nowhere A record custom -built to unite the
rock tribes - ajob it did brilliantly.
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PRIMUS

SAILING THE SEAS OF CHEESE

n i W ith its barking-mad
worldview and wonky
hooks, Primus’second
studio album was
perfectforthe
uncertain butcurious
early 90s. Tommy The

Catand jerry Was A RacecarDriverwere so full ofso

much energy thatthegenuinely bizarre nature of

Primus’approach to rock'n’rollbarely registers.
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SUBLIME

SUBLIME @996)
Long Beach’s Sublime
were setto become the
leading lights o fthe
So-Calpunk scene,
until frontman Bradley
Nowelldied ofaheroin
overdose on May 25,
1996, two months before their self-titled third
album was released. Yet despite the backstory,
songs such asWhat | Gotand Doin’Time rem ain as
euphoric and beach-boy coolas anything that
came outofthe movementtheyhelped popularise.

INEUTEEUTEETEC TR EEEEE T

WHITE ZOMBIE

ASTRO-CREEP 2000 (1994)
Astro-Creep was W hite
Zombie’s fourth and
finalalbum, and they
really did save the best
till last. Here the New
Yorkers pulled no
punches,just stripped
flesh from haunches. Across 52 minutes, it rattled
through enough sample-heavy grooves,B-movie
gabbling and gut-twisting heaviness to rival any
metalband in the 90s.
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KORN

KORN (1994)
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Korn drew on the
influence ofFaith No
More, Rage Against
S The Machine and hip-
hop,butturned itinto
something brand new.
Theirdebutalbum
seethed with pain, rage and self-loathing in a way

thatmetalbands had never expressed before,
single-handedly ushering in nu metal Itremains as
integralto modem metalas the first Black Sabbath

album or M etallica’s Master O fPuppets.
I

RAGE AGAINST
THE MACHINE

EVIL EMPIRE (1996)

PlifflS/raii.'kinrclan ?

Occasionally
overshadowed by
RATM's shock-and-
awe debut, this follow -
up is stillaphenomenal
record. Bulls On Parade
and People O fThe Sun
were the hits,butthe deepercuts are no less

im pactful: the psychedelic punk o fRevolverand the
scattergun jazz o fDown Rodeo are as good and as

experimentalas anything Rage have everwritten.
IN———

tVIL
(3
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SYSTEM OF A DOWN

SYSTEM OF A DOWN (1998)
System O fA Down’s
debutis an absurdly
brilliant record and the
leaderin afield ofone.
Spawning the
anthemic likes o fSugar,
Suite Pee and Warr, it
stands asone ofmetal’s finest opening statements,
mixing demented punk energy with fragile beauty
and setting them up to become one ofthe era’s
biggestand mostunique bands.

RAMMSTEIN

SEHNSUCHT @997)

js, 42
m

Building on Herzeleid's
muscularsound,
Ram mstein’s second
album delivers dollops
! ofgothic noiralongside
the usualindustrial-
t metalpunishment.
Confrontational, provocative, utterly Teutonic,
Sehnsucht proved there was way more to German
metal than the Scorpions.
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STONE TEMPLE
PILOTS

PURPLE (1994)
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The accusations of
bandwagon-jumping
clearly stung STP.Their
second album found
them demonstrating
theirgrowing am bition
on the country-tinged
Interstate Love Song and the muscularpop-metalof
Silvergun Superman, both ofwhich deviated from the
grunge blueprint- although Meat Plow and Vasoline
keptabootin thatcamp.



THE OFFSPRING

SMASH (1994)
Released in April 1994
- the darkestmonth of
the decade-The
O ffspring’s third
album rocketed these
Orange County punk
veterans to global
fame. Compared to grunge’s self-lacerating angst,
Gotta Get Away, SelfEsteem and m assive hit single
Come OutAnd Play were ablasto ffresh air.

FOO FIGHTERS

-FOO FIGHTERS (199s)
Six months after the
death ofKurt Cobain,
Dave Grohllaid down
15songsatRobert
Lang Studios in Seattle,
playing virtually every
note him self. The result

was the mostuplifting album of 1995, with I'll Stick

Around, BigMe and ThisIsA Call bursting with

energy and positivity. A new dawn rising.
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HELMET

MEANTIME @992)
New Yorkers Helmet's
staccato riffs cemented
them asone ofthe
mostinfluentialbands
ofthe 90s.Yettheir
second album proved
thatthey didn’tjust

create massive concrete blocks ofsound, they also

dealtin arty, avant-garde passages o fnoise. O ften

imitated, neverbettered.
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RADIOHEAD

THE BENDS (1995)

Somewhere between
their debut Pablo Honey
and The Bends,
Radiohead must have
entered into a pactwith
the forces o fdarkness,
so profound is the leap
in quality between those two albums. The Bends is a
masterpiece:beautifully written, played and
recorded, startling in its am bition and depth.

FUGAZI

REPEATER @990)
The ultimate DY band,
Fugazi'sdebutalbum,
stunned with its

m articulate anger atthe

capitalism that so
enveloped society. Yet,
you could also hum the

tunes in the shower. Steadfasdy refusing to

compromise by chucking in theirlotwith amajor
label,Fugaziled by example.

OASIS

DEFINITELY MAYBE (1994)
One ofthe defining
documents o fthe 90s,
the Manchester
quintet's debutwas a
thrilling snapshotof
whatit means to be

/ TMtM i young, fearless and

fiercely convinced ofone’s own capacity to

transcend the mundane and mediocre. More than

25 years on, its swaggerremains undiminished.
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DEFTONES

AROUND THE FUR @997)
If their 1995 debut
Adrenaline suggested
Deftoneswere riding in
Korn's slipstream, this
follow-up proved they
were nobody’s shadow.
A denserecord,where
de-tuned,nervy metaldallies with starkly bare
tunes, Around The Furrem ains arguably the
definitive Deftones aloum.
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PEARL JAM

VS (1993)
Vs.was the sound of
band kicking against
fame.On their second
album PearlJam dialled
down the grand
emoting ofdebutTen:
Go and Blood were

blasts ofpetulant fury.Yetthey couldn’t quite

throw the baby outwith the bath water.
Rearviewmirror and the plaintive Elderly Woman
Behind The CounterIn A Small Town backed up the
notion that Eddie Vedderand co were an arena
rockband,and aclassy one atthat.

i m i i iiii

SLIPKNOT

SLIPKNOT @999)
The startofa genuine
phenomenon and the
pointwhere nu metal
almostswallowed the
world whole.The
frustration and
alienation captured by
Slipknoton theirdebutalbum struck aresounding
chord with those hungry for the next shotof
extreme sonic outrage. And outrage was exactly
what they got:squealing, scratching volleys
ricocheted offgrinding, bullet-proofthrash riffs
w hile arhythm section hammered away in titanic
triplicate. Nasty, brutish, overwhelmingly nihilistic

bututterly mesmerising.
T

RED HOT CHILI
PEPPERS

CAI1.IFORNICATIO N (1999)
Afterarocky few years,
Califomication came
along atatime when
the Chilis had their
backs to the wall. They
didn’t so much ditch
the funk rock o fthe
pastas honeitinto something mature and
intelligent. Around The World and Parallel Universe
ramp up the energy,butit’s the slowersongs- Scar
Tissue, Otherside and the title track - thatshow a
more thoughtful side. The resurrection ofthe Red
HotChili Peppers was complete.

iiiiiiim i iiiiiimiiii



REJU.

AUTOMATIC FOR THE PEOPLE 0992
R.E.M ’seighth alboum
was alesson in how to
go stratospheric
withoutselling out, It
married Michael Stipe’s
poetic lyrics to some of
the band’s most

irresistible hooks, resulting in arecord that made

you tap the wheeland contem plate your own

m ortality atthe same time.
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THE BLACK CROWES

THE SOUTHERN HARMONY AND

MUSICAL COMPANION @992)
The Black Crowes’
second album - and
only USNumberOne
- remains theirfinest
work.The band were
on aroll, cutting the
whole album in just

eightdays. Its heavy, funky, soulfulrock’n’roll -

bestillustrated by the snaking Remedy and the

stoned jam Thom In My Pride - was classic yet

tim eless, repackaged foran entirely new decade.
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L7

BRICKS ARE HEAVY (992)
Named after 1950s
slang for ‘square’, L7
were anything but
dull. The LA band
hooked up with
Nirvana producer
Butch Vig o fNevermind

fame for their third album, Bricks Are Heavy, a union

which turned them into unlikely stars.. Pretend We're

Dead mightbe the album's best-known and stand-

outtrack, but Shitlist, Everglade and Wargasm are

no slouches either.

NIRVANA

UNPLUGGED IN NEW YORK (1994)

Even withoutthe
baggage o fKurt
Cobain’s death, the
posthumously released
Unplugged In New York
was stirring and
poignant. Highlights
include the squeezebox-bolstered Jesus Doesn't Want
Me For A Sunbeam and the magical A Il Apologies, but
the bestcomes last, when Cobain’s draw | breaks
into aravaged how|at the three-minute mark of
Where Did You Sleep Last Night. Nirvana didn't need
the noise to do their thing.
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JEFF BUCKLEY

GRACE (1994)

_ UNPLUGGED
IHHEWTOMI

Buckley copycats
might mimic the
angelicvoice, but
they're missing the
point: the late
Californian had eclectic
tastes and his sole
album mixed moments ofdrowsybeauty with
bom bastic rock and reworked Middle English
hymns,while his coverofLeonard Cohen’s
Hallelujah gained an unlikely afterlife that no one
saw coming.. “l know | can do better," said Buckley
atthe time. Sadly he nevergotthe chance.
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SLAYER

SEASONS IN THE ABYSS 1990)
Some believed that
thrash icons' fifth
album was the sound
ofaband stuckin arut.
Butthiswasactuallya
band in agroove,
knowing precisely

whatthey should be doing, and how to deliver it.
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The last studio to feature talismanic drummer
Dave Lombardo until 2006, w hile it offered no
discernible change in direction from whathad
gone before, the band's strength ofvision was clear
on Dead Skin Mask and War Ensemble. Thrash metal
mighthave been on the ropes, but Slayerweren’t.
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ALANIS MORISSETTE
JAGGED LITTLE PILL (2995)
lagged Little Pill
seemingly appeared
overnight. W hat was
remarkable aboutits
unimaginable success
was its relaxed and
humble genesis. Alanis
M orissette, a 21-year-old Canadian dance-pop
singer, hooked up with Glen Ballard, fresh from
producing/writing with Michaellackson and Paula
Abdul,and 13 days later,a m ultim illion-selling,
Grammy-grabbing album was written.
Like a90sversion ofCarole King’s Tapestry -
ahighly charged emotionalunburdening of
youthfulheartbreak setto crack songcraft- the
intensely personal nature o fthe naked and angry
lyrics resonated with an entire generation, and not
justyoungwomen.
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SMASHING
PUMPKINS

SIAMESE DREAM (1993)

P—. Bythefimeofthe '
Smashing Pum pkins’
second album, Billy
Corganwasboth
writing the songs and
playing all the
instruments exceptthe

drums,with his perfectionist tendencies finding his
bandmates - particularly guitaristJameslha and
bassist DArcy W retzky- relegated to the role of
‘the help’. Notfitting the grunge, metalorindie
brackets, Corgan instead magpied from every
genre to make an album to appeal to all tribes. The
resultwas came on like agrunge Queen,with all
the fearlessness and foolishness thatsuggested. It
sold by the bucketload, and forawhile theywere
one ofthe most-talked aboutbands around.

NI n

OASIS

(WHAT’'STHE STORY) MORNING
GLORY? (1995)
The pointwhere Oasis
wentfrom being the
most exciting new
band ofthe mid-90s to
one ofthe biggest.
Theirsecond album
evokesamomentin
time, all CoolBritannia optimism , laddish
bonhomie and, tellingly,a point when the
Gallaghers were famous formusic rather than for
their tabloid antics. An unstoppablejuggernaut, it
wenton to sellin excess of10 million copies.



THE WILDHEARTS

EARTHVS THE WILDHEARTS

(1993)

‘W 2!

An intoxicating mash-
up ofpop melodies,
metal aggression and
punk swagger. The
W ildhearts’brilliant
debutis a perfect

1 encapsulation ofwhat
it meant to be young,skintand lairy in mid-90s
Britain. Bursting with dazzling riffs and
memorable melodies, songs like Greetings From
Shitsville and Everlone sounded like allyour favourite
rock’n'rollbands playing atonce.The work band in
love with music, life and lots and lots ofdrugs.
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MANIC STREET
PREACHERS

THE HOLY BIBLE (1994)
In amusical landscape
in which grunge was
reaching the end o fits
glory days and Britpop
was on therise, the
M anic StreetPreachers’
third album was an
anomaly, areading list,awarning from history.
This was the lastalboum theyrecorded with now
disappeared guitarist Richey James, whose
personalturm oil stains this vivid record like a
tattoo. A relative flop atthe time, today it'sviewed
with areverence thatborders on the cultish.

iim m

FOO FIGHTERS

THE COLOURAND THE SHAPE @997)
The Colour And The
Shapewas not an easy
album to make. By the
time it was completed,
both guitarist Pat
Smearand drummer
W illiam Goldsmith
had tendered theirresignations, and Dave Grohl
had been served divorce papers by his firstwife.As
ever,music would be his guide out o fthe darkness.
Everlong, Monkey Wrench and My Hero are the big
hitters here, butthis is the Foo Fighters’ most
cohesive artistic statement, and their finesthour.

iniiiimii

SMASHING
PUMPKINS

MELON COLLIEAND THE INFINITE

SADNESS (1995)
Setaside an afternoon
forthis pairof
discretely titled but
interlinked song cycles.
It'salanguid sprawlat
two hours,with more
than 28 songs, and it

shows Smashing Pum pkinsin bold and

adventurous form.Alongside the band’s signature
undulating rock,you’ll also find them trying their
hands at practically every musical style under the

sun,many unexpected, and all o fthem beautiful.
IN
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SOUNDGARDEN
BADMOTORFINGER (mi>
By the time oftheir
third album, original
grunge architects
Soundgarden were
long overdue the
success oftheir peers.
Theirthird full-length
album finally delivered it for them.But
Badmotorfmger was more than just astandard-issue
grunge album: prog-esque song structures
abounded, and there was blaring saxophone on
severalsongs. Butit was M TV hit Outshined that
propelled the album up the charts and gave
Soundgarden the place atgrunge’s top table that
they sorichly deserved.

HOLE

LIVE THROUGH THIS @1994)
There'sneverbeena
rock starlike Courtney
Love,and all o fthe wiit,
venom and irony
inside herwas poured
into Hole’s second
album . Live Through This

cutthrough the grunge boys’club like abuzzsaw

- killer singles MissWorld and Bruise Violet were

funny and fearsome. Released the week afterthe

death ofLove’shusband Kurt Cobain,the aloum's

title became am ix of prophecy and defiance..
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ALICE IN CHAINS

DIRT @990)
Alice In Chains' debut
album, Facelift, was
grunge’s first
mainstream hit,
opening the door
com mercially for
Nirvana’s Nevermind,
PearlJam’s Tenand Soundgarden’s Badmotorfinger to
step through.Buteverything wasjust aboutto get
darker- awhole lotdarker- with AIC’s follow-up
record,Dirt. Heavy, bleak and brutally self-
lacerating, Dirt was A IC’s epic junkie confessional.

Sadly, it'd prove all too prophetic for Layne Staley.
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FAITH NO MORE

ANGEL DUST @992)

Following on from
their success with The
Real Thing in ‘89, FNM
delivered anotherslab
ofinnovative rock -
and we'd not heard
anything quite like it.

Despite publicly giving the im pression that he was
justkilling time in FNM untilhis ‘otherband'Mr
Bungle hit the big tim e, frontm an M ike Patton
excelled him selfhere.The singer’sidiosyncratic
characteris smeared all over Angel Dust. Many of
the lyrics were even cooked up in a sleep-
deprivation experimenthe puthim selfthrough

- see the self-help psychosis o fLand O fSunshine or
the gale-force paranoia o f Caffeine. Faith No More
made alot ofgreatalbums,but with Angel Dust

theymade one hellofa masterpiece.
i

NIRVANA

IN UTERO @993)
MRWA How are acultband
meantto reactto levels
ofsuccess they had
barely dreamed ofand
didn'task for?
Nirvana opted to stay
true to theiroutsider
values, and broughtin hardcore legend Steve
Albinito give them a harsher, more abrasive sound
designed to satisfy old fans and alienate new ones.
Nirvanabelonged on the margins and In Uterois a
brutal,visceral fuck-you to success.
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JANE'S ADDICTION

RITUAL DE LO HABITUAL (1990)

- The artrock oflane’s

iiiimiiiiiim

Addiction’s 1988 debut
album, Nothing’s
Shocking, had been an
exercise in musical
graffiti. This time, Perry
Farrelland co painted
onawidercanvas. Ritualdelo Habitualwas
designed to appealto a more mainstream audience
while turning rock’n’roll onits head by throwing
elements offunk, goth and punk into the m ix with
complexand catchy-as-hellsongwriting.

The subversive perversity that drove the band’s
psyche was always bubbling beneath the surface
ofsongs like Been Caught Stealing, w hile m ystic epic
Three Days were their Stairway To Heaven.

RED HOT CHILI
PEPPERS

BLOODSUGARSEXMAGIK (1991)
Enter producer/guru/
star-makerRick Rubin,
whose work on the
Red HotChiliPeppers’
fifth album helped turn
them into the
megastars they'd
always been in their heads. Recorded in a
supposedly haunted mansion once owned by
Harry Houdini, BloodSugarSexMagik exists where
the spiritual meets the carnal. Give It Away, Suck My
Kiss and Sir Psycho Sexy take their livewire funk rock
to its logical conclusion, butit’s Kiedis's tender
junkie’s mea culpa UnderThe Bridge that stands as
the album’s outstanding moment.



RAGE AGAINST
THE MACHINE

RAGE AGAINST THE MACHINE (1992)
Rage AgainstThe
Machine’s debutalbum
was a Molotov cocktail
exploding in the face of
popularculture. It
arrived asM TV metal
was flat on the canvas
with bluebirds fluttering around its head, sucker-
punched by both alternative rock and anew
generation ofpolitically-charged hip hop acts.
Rage channelled the vitality ofthe formerwith
the fury ofthe latter,dropping this rap-metal
A-bomb againstabackdrop ofriots, racial tension
and globalturm oil- timely back then butall too
timeless now. Nearly 30years on, its flames still
burn brightly, having lost none o ftheir power
or provocative fervour.

GUNS N'ROSES

USEYOUR ILLUSIONVOLUMES I &n
(1991)
Received wisdom says
thatif these two
sprawling double
albumswere
condensed into one
single record it would
rival Appetite For
Destruction. Butthe beauty ofthe UYItwins was
theirscope: these 30 tracks played like a history of
rock'n’roll’s past,presentand future, from the
gimlet-eyed snarl o fRight Next Door To Hell and the
epic balladry o fEstranged to NovemberRain's

lit

showstopping blow-outand Coma’s all-out
weirdness. Overblown? No, this is the pointwhere
A xIRose fully realised his vision forwhatGuns
N’Roses could be.

TOOL

AENIMA (1996)
W eird, esoteric,
sarcastic, unsettling...
Tool's second album
was the pointwhere
they separated
themselves from the
alt-metalpack.

They could stillland adirectpunch when they
wanted, as the perfect build-and-release ofrock
club favourite Stinfefistproved. But Aenimawas
the pointwhere these King Crimson fans’
progressive underbelly began to show itse If- the
nine-minute Eulogy built from two notesto awall
offurious noise, while the psychedelic nightmare
trip ofthe clim actic Third Eye properly showed
the world the real Toolfor the firsttime.Atatime
when rock had gone back to basics, Aenimawas
outthere onits own.

SOUNDGARDEN
SUPERUNKNOWN (1994)
Soundgarden’s fourth
album is the quartet's
| definitive statement, a
periect blend ol jolting
rock riffs, rhythmical
bursts and powerhouse
vocals. It veers from
surging songs you had to race to keep up with to

"the (machine

doomy, slow-moving sludge-rock, sometimes
pulling into alayby between the two.

Like allgreatalbum s, Supemnknown is a
record ofmany shades and characters. Atits
centre were tw o ballads, Fell On Black Days and
Black Hole Sun, radio hits thatresembled lullabies
you’d sing to yourchildren ifyou wanted them
to have nightm ares. Elsewhere, there was a silly
swaggering groove abouta Spoonman that
became one oftheirbiggesthits.

It'shard to imagine anotherrock band at
the timewho could go from the minor-chord
waltz o fLimo Wreck to the theatrical lurch o fThe
Day | Tried To Live in one track, never mind over
the course ofawhole record. They were aband
ofmultitudes, unafraid to explore every aspect
oftheirpersonality. By removing the shackles,
Soundgarden made their careerpeak.

RADIOHEAD

OK COMPUTER (997)
Few modern albums
have been as showered
w ith accolades as O k
Computer. Fewer still
have deserved them.
Radiohead’s third
album didn'tjust

redefine the Oxford five-piece, it redefined what it

meantto be arock band in the 1990s.

W here f995's The Bends was a com paratively
straightforward, if intelligentalt-rock alboum, this
found Thom Yorke and his not-so-merry-men
processing the effects o ffame, loneliness and the
weightofmodern life. And they didn’t like what
they saw. Butagreat conceptis nothing without
greattunes to back it up, and OK Computer had
them: Lucky, Karma Police and the utterly unique
Paranoid Android were arena rock songs written
by people towhom arenarock was a disgusting
concept. A 90s landm ark in sound and spirit.

NINE INCH NAILS

THE DOWNWARD SPIRAL (1994)
W hile Nine Inch Nails’
debut aloum Pretty Hate
Machine put them on
the map, and 2000's
The Fragile is the
greateststatementin a
ully sense o fscope, The
Downward Spiral rem ains Trent Reznor’s definitive
moment. Recorded in the Tate House (where the
Manson Family murdered actress Sharon Tate and
fourothers)while Reznorwas depressed, anxious
and suffering from crippling addiction, the band’s
second album is one ofthe grimmest depictions of
the human condition ever.

Yes,Hurtis stillincredible, butthis aloum is
infinitely more powerful thanjust one song.Loops
oflive drums and anaemic, w iry guitars take the
Broken sound and starve it ofany hope,love or
nutrients. March O fThe Pigs' quiet/loud dynamic
delivers the mostbeautiful ofbeatings, Closerw ill
remain is an apocalyptic strip club anthem.The
Downward Spiral is ableak, barren view through
Reznor'seyescirca 1994 - lookifyou dare.



GREEN DAY

DOOKIE @994)
By 1994, Green
Day were already a
successfulband by
punkrock
standards. The
trio’s second
album Kerplunk

sold more than 30,000 copies and gained the

band an im pressive live following.

ButDookie - named afterababy’s shit- was
something else. Released two months before
Kurt Cobain’s death, it offered sweetrelief
from grunge’s cycle ofmusicaland human
misery. There was angsthere, too, on the self-
lacerating Basket Case and irony-bom b Welcome
To Paradise, but its bubblegum energywas more
Banana Splits than Nirvana.By the end ofthe
decade it had sold more than 10 million copies
and turned Green Day into the superstars they
neverexpected to be.

PEARLJAM

The debutfrom the
band who emerged
from the ashesof

MotherLove Bone

is one ofthe great

grunge albums.

W here their peers
wielded irony like aweapon,Tenwore its
earnestness as abadge,yoking Eddie Vedder’s
intensity to songsthatwere anthemiic (Even
Flow), em pathetic (Jeremy) and brooding (Black).

Theirdebtto the unfashionable rock bands
ofthe pastprovided ammo for their detractors
- Alive was snidely pegged ‘the grunge FreeBird’,
disregarding the personal heartbreak atits
core.ButTensold in the millions and Pearllam
had the lastlaugh - even if would ultim ately
prove to be a bitter one.

METALLICA

METALLICA (1991)
Itwas abold move
A* VitJ-yi - ashitt from
n thrash metal to
mainstream rock.

i slower, more direct
songs,and most
controversially, aslick production from Bob
Rock,whose previous clients were hair metal
kingpins M otley Crtie.

But M etallica’s fifth album found them
shifting gears withoutcom promising their
core values. W here Enter Sandman and Sad But
True were unsurpassed stadium metalanthems,
the more measured The Unforgiven and Nothing
Else Matters had genuine em otionalweightand
alyricalduality that hinted attroubled times
pastand ahead. More than anything else, that's
why the Black Album retains its fascination
three decades later. The gamble paid off.

Nirvana: impossibly

brilliant, totally iconic.

N EVERM IN D (1991)
Is it possible to
really quantify
how much of
an immense
~ im pact this,
Nirvana’s
IM A second album
has had on the
world ofrock music? Probably not.

Nirvana were significantbecause their
musicalinfluences were rooted in 70s metal
- Black Sabbath, Led Zeppelin etal- buttheir
attitude was most assuredly punk rock, and
theirsuccess united both sides ofthat divide and
crossed overto the mainstream in away thatnot
only took the music business by surprise,buthas
had a lasting im pact on rock music eversince.

Nirvana had already made one greatrecord.
Bleach, recorded for Seattle label Sub Pop on an
eight-track. Cobain's band found itselfat the
vanguard ofthe Seattle ‘grunge’movement
that also included Soundgarden and soon Pearl
Jam.American alternative music was rapidly
becoming big business with the Pixies flying
high and Sonic Youth now signed to am ajor
label, Geffen. And this positioned Nirvana
perfectly to take indie rock to the masses.

The restis history. Suffice to say thatthe
musical landscape ofthe world would probably
be alotdifferenttoday had Kurtnotshared with
us the glory o fSmells Like Teen Spirit, ComeAs You
Are and the rest. Impossibly brilliant, utterly
game-changing, totally iconic.
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“‘Here weare now, entertain us...

The Ultimate '90s Rock Collection is a 132-page
celebration ofthe decade that changed the world.

This collection ofinterviews and features from
the pages of Classic Rock and MetalHammer charts
10 electrifying years, from the rise ofgrunge superstars
Nirvana and PearlJam to the earth-shattering success
ofMetallica, RedHot ChiliPeppers Rage Against The
Machine, Green Day, Tool, Foo Fighters and more.
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