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            Credits And Acknowledgements

          

        

      

    

    
      Writing a book is a collaborative effort. OK, it’s my job to pound the keys into submission, but many people have provided assistance in one way or another, and I’d like to thank them for their contributions. Firstly, though, it’s worth pointing out that the origins of this book date back to August 2013, when I was asked to produce a book on Judas Priest for Independent Music Press’s Early Years series. This book was duly completed,although IMP sold out to another publisher before it could be published and since then it’s lain, unloved and forlorn, on my hard drive.

      So the first person to thank is Stephen Lambe at Sonicbond, who was sufficiently interested in the book to greenlight a new version for the On Track... series. The original manuscript had to be wholly reworked – or, in music parlance, remixed and remastered – for its 2019 appearance, and a number of people’s contributions to the original version have now been edited out as they just didn’t fit the new format. However, their efforts the first time around are greatly appreciated, so, whether their words made the cut or not, I’d sincerely like to thank, in alphabetical order, Al Atkins, Ann Boleyn, Paul Britton, Per Brodesson, Biff Byford, Terry Dark, Phil Denton, John Gallagher, Miles Goodman, Olle Hedenström, Götz Kühnemund, Adam Lindmark, Lips, Mal Pearson, Doro Pesch, Rock ‘n’ Rolf, Jim Sieroto, Brian Tatler, Russ Tippins, Chris Tsangarides (R.I.P.), Willem Verbuyst and Russ Weaver. I’d also like to extend a grateful thank you to K.K. Downing, who took time out of his promotional schedule for his own autobiography to talk to me. Acknowledgement must also be due to both Geoff Barton and Steve Gett who championed Judas Priest in their respective publications Sounds and Melody Maker in the past and to Neil Daniels and Martin Popoff who have researched and recounted the band’s history in their own in-depth publications.

      As ever, I am indebted to some good friends for delivering the goods. There’s the Lone Rangers Steve Mortimore and Keith Shapland (forever riding to the rescue with live cassettes from age-old trading circuits and cuttings and memorabilia, respectively), Ant Jones who managed to track down the drubbing given to Killing Machine in Sounds for me (a piece I’ve been dying to read for years), Matthias Mader for his inspiration and assistance with a number of interviews he’s carried out for German publication Rock Hard and Olly Hahn at SPV for the images.

      And, of course, no list of credits and acknowledgements is complete without thanking Lia for thirty-six years of support, guidance and proof-reading and, well, just about everything really.

      By the way, please note that I’ve used the usual convention of writing interviews I’ve undertaken in the present tense, while quotes from other sources are written in the past tense. The exception to this rule is Chris Tsangarides whom I interviewed in 2013 but who sadly died in January 2018. Please also note that in the introduction to each album I’ve taken the credits from the original LP releases which do tend to vary from the later re-issues.

      John Tucker, April 2019
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            Introduction – The Ballad Of Judas Priest

          

        

      

    

    
      By the time they came to record their first album in 1974 Judas Priest – the band as they’re known today – had been a recognisable unit for no more than a few months, even though their origins date back to the end of the Sixties.

      The Judas Priest story really starts with a frontman called Allan – better known as Al – Atkins, who by that time was already a veteran of the local music scene in West Bromwich. Born in October 1947 Atkins had already been in a number of acts and in 1969, having left The Jug Blues Band to join Evolution and then fallen out with them, was keen to get a new outfit together. His first recruit was former Jug Blues bassist Brian ‘Bruno’ Stapenhill. ‘I don’t know why he stood by me through the years,’ Atkins recalled in his autobiography Dawn Of The Metal Gods. ‘His loyalty showed no bounds. I felt I had let him down badly by walking out on him and The Jug Blues Band after we had worked so hard together, but he forgave me and we both set about forming another band.’ The roll call was completed by ‘the best musicians from our old line-ups: Johnny Perry [guitar] from The Jug Blues Band and John Partridge on drums from Sugar Stack. It was kind of like a mini super group. It was a great idea, and for the first time in a few years, I was really excited about being in a new band. We’d all been around the block as it were, and so we shared similar ideas.’

      Life, however, has a knack of springing horrible surprises. Before the band had even chosen a name for themselves, Perry was killed when the van he was driving downhill at high speed careered into a phone box. After a time the remaining members decided to continue and in September 1969 auditions were held for a new guitarist. ‘After the death of John Perry – they said it was suicide; a terrible waste as I thought he had such a great future ahead of him – we eventually decided to carry on with the then-unnamed band,’ recalls Atkins now. ‘One of the guitarists that came to the audition was a local seventeen- year-old lad called Kenneth Downing. The bass player Bruno and myself held the audition and we decided the best way was to jam out a twelve bar with Bruno to see how good the players could improvise and show their skills.

      Kenneth plugged his guitar into his wah-wah pedal and gave it his best shot, but we couldn’t really tell what he was trying to do so we passed on him.’ With Downing’s inexperience being his stumbling block when his slot ended he was politely asked to close the door on his way out. ‘Another young lad by the name of Ernie Chataway from Birmingham was far better, and he could also play keyboards, so we gave him the job. Kenneth left a lasting impression on me though, that’s true, but it was more through his good looks and a long mane of naturally blonde hair. There’s no doubt that he would’ve certainly pulled the young groupies!’

      So now there was a band once more, albeit one without a name to put on their gig posters. Collectively Atkins, Chataway, Stapenhill and Partridge were impressed by another local act called Black Sabbath. ‘Ernie, our new guitarist, had been with the same Birmingham agency as a band called Earth but they had now changed their name to Black Sabbath,’ says Atkins. ‘We all thought that was a wicked name so we decided to find a similar double-barrelled, sinister title that would grab people’s attention, and it was Bruno who came up with Judas Priest.’ Stapenhill, it appears, was a bit of a Bob Dylan fan, and on the album John Wesley Harding he came across ‘The Ballad Of Frankie Lee and Judas Priest’. Suggesting the idea Judas Priest to his bandmates a couple of days later, the bassist unwittingly sowed the seeds for the birth of a legend.

      A demo tape featuring ‘Good Time Woman’ and ‘We’ll Stay Together’, and numerous successful gigs (which later included a well-intentioned but seemingly disastrous tour of Scotland) led to a contract with the aptly-named London-based Immediate Records – aptly-named because they immediately went bust. Despite this early momentum Judas Priest began to drift. The band played their last gig in April 1970 and split amicably a short while later. ‘Immediate Records going bust was a real kick in the teeth,’ says Atkins, ‘so that didn’t help our motivation at all. But I wanted to go down the same road as Sabbath with a heavier approach to the music. Ernie was a great player but was more a blues-style player (and still is, come to that), Bruno was offered

      a job playing in Denmark and I really wasn’t very happy with the drummer’s commitment, so it wasn’t just one thing that made us split up; there were a number of reasons really. We still keep in touch, so there were no hard feelings about it.’ Another band – The Bakerloo Blues Band – came and went and by October 1970 Atkins was considering putting a new ‘musicians’ wanted’ ad in the paper. But first, on a whim, he paid a visit to Holy Joe’s.

      A former school a few miles outside of West Bromwich, Holy Joe’s (as it was nicknamed by those who used it) had been turned into rehearsal rooms and was a good place to spot up-and-coming acts. That particular night his interest was piqued by the sound of a band going through its paces, and Atkins quickly recognised the guitarist as a now more experienced Ken Downing. ‘When they finished their song I knocked and popped my head round to see Kenny with his new band called Freight. They were a power trio with Ian Hill on bass and John Ellis on drums. My first thought was that Kenny’s guitar playing had got a lot better since those auditions we did a year earlier, but he still liked his wah pedal a bit too much – Kenny was always a massive Jimi Hendrix fan! Anyway, I told them I was looking for a band and asked if they’d be interested in me fronting them and they all agreed, but I didn’t like the name Freight at all so suggested my old band’s name, and so Judas Priest 2 was born. Just talking to them for the first time I could feel their enthusiasm; they were all around eighteen years old or so, and they were young and hungry for it. They were just what I was looking for.’

      The Freight lads realised that if they took up Atkins’ suggestion of using the Judas Priest moniker they could trade on the reputation that the band had built up locally and perhaps at least start from square two rather than square one.

      The quartet began rehearsing solidly, and as 1971 dawned the name, Judas Priest was starting to appear on flyers and gig posters once more. The Atkins / Downing / Hill / Ellis line-up made its live debut on 16 March 1971.

      Early gigs – as ever in such situations – contained a smattering of originals amongst a set of covers, with early versions of the likes of ‘Never Satisfied’, ‘Winter’ and ‘Caviar And Meths’ starting to make themselves known to small but enthusiastic audiences. Much later, at the time of February 1973’s Heavy Thoughts tour the setlist was: ‘Spanish Castle Magic’ / ‘Winter’ / ‘Voodoo Rag’ / ‘Never Satisfied’ / ‘Joey’ / ‘Whiskey Woman’ / ‘Mind Conception’ / ‘Black Sheep Of The Family’ / ‘Holy Is The Man’ / ‘Caviar And Meths’; according to Atkins’ autobiography. ‘Spanish Castle Magic’ was included in the set, naturally, as Downing’s homage to his idol.

      By July 1971 the band were in good enough shape to record a demo, and a trip to Zella Studios in Birmingham resulted in two Atkins’ compositions ‘Holy Is the Man’ and ‘Mind Conception’ being put to tape. But before the band went much further Ellis quit on 6 October, announcing at a gig with Slade that he was leaving that night. (Interestingly, by default Judas Priest ‘headlined’ the show because Slade had another gig to do so had to get on stage, get down and get with it, and get back in the van and drive to the next venue as quickly as possible.) His replacement, Alan Moore, was found via an advert in a music shop window, but his tenure wasn’t to last long as a band called Sundance made him a better offer, so he upped sticks and left. Next behind the drum kit came Jamaican Chris ‘Congo’ Campbell, ‘more photogenic than our previous drummers,’ notes Atkins, ‘a young, strong-looking black lad with a big Afro, which was obviously a complete contrast to Kenny’s blond mane.’ Once again, the band began to slog around the local gig circuit, spending more than they earned, and for Atkins, the reality of supporting a wife and child finally caught up with him. In April 1973 after the Heavy Thoughts tour, Atkins quit, and Judas Priest disbanded again. Kind of…

      Younger and with no dependents, Downing and Hill were keen to keep plugging away, and a new line-up made its debut at Bolton Town Hall on 17 July 1973. Behind the drum kit sat John Hinch and, up front and centre, stood Robert John Arthur Halford, whose sister Sue Ian Hill was dating at the time. As Halford told Steve Gett in Judas Priest – Heavy Duty: ‘One night, Sue told me that the job was up for grabs and asked if I might be interested. So I went over to K.K. and Ian’s place, which was an apartment just outside Birmingham and I sat in the bedroom with them for a couple of hours talking about music and different things. Since they were also checking out drummers, I suggested bringing in John Hinch who had been in my previous band Hiroshima. All four of us then went up to Holy Joe’s for an all-night rehearsal, and everything just seemed to click. They liked my voice and John’s drumming and told us that the jobs were ours if we wanted them.’ Hearing Halford – a man with one of the most powerful voices in metal and a distinctive four-plus octave range – singing along to a Doris Day record, and his ability to play the harmonica (harmonicas, like hats, were an essential part of any early Seventies rock band) apparently also helped. Thanks to the band’s manager-cum-general factotum, Dave ‘Corky’ Corke, Priest’s latest demo featuring ‘Caviar And Meths’, ‘Ladies’, and ‘Run Of The Mill’ ended up on David Howell’s desk at Gull Records, and he popped along to see the band both at London’s Marquee and at the Fulham Greyhound in February 1974.

      Before they got that far though, they still had to sort out the name, which technically belonged to Atkins. Downing and Hill visited their former singer and popped the question. Despite feeling that ‘deep down I knew I wanted to reform Judas Priest again,’ he noted in his autobiography, ‘I wasn’t prepared to put more work into a band that produced pennies and played small clubs.’ He blessed the pair with the name, and also the lyrics to the band’s live material.

      ‘You have to remember,’ the singer says now, ‘that we were together from 1970 to May 1973 and we’d all worked very hard over that time, clawing our way up from the small clubs to the bigger venues playing alongside Thin Lizzy, Slade, Status Quo, Budgie and Black Sabbath to name a few. We played over 150 gigs in 1972 so it was not hard for me to give up the name and my songs to them after I left because I felt they deserved it.’

      Aside from royalties from the handful of Atkins-penned songs Judas Priest would record, he and the band severed all ties at that point. For a number of years the frontman who once said ‘OK, we’ll give it a go; it’s better than other names we’ve had anyway’ when Stapenhill had suggested calling the band Judas Priest was effectively airbrushed out of the picture.

      The new-look Judas Priest spent a lot of the second half of 1973 establishing themselves and writing new material, and 1974 opened with a string of UK dates followed by their first overseas tour, a freezing cold slog through Germany and the Netherlands from 19 February to 4 March. Back in the UK another couple of weeks of domestic dates followed before Halford, Downing,

      Hill and Hinch dug out their passports once more and set off for a tour of Scandinavia which kept them busy from 25 March to 7 April; and it was sometime during the tour that they found out that Gull Records were keen to offer them a contract. Travelling to London on 16 April, the four members of Judas Priest signed on the dotted line.

      There was, however, one small sticking point. According to Howells, he wanted the band to recruit a second guitarist. ‘At MCA I’d worked with Wishbone Ash,’ he told Neil Daniels, in his The Story Of Judas Priest – Defenders Of The Faith, ‘and it seemed to me that the adoption of their twin guitar signature to Judas Priest’s heavier, fatter sound would beautifully underpin Rob’s extraordinary voice.’ In his autobiography, Downing recalls it differently, claiming that Howells had suggested a saxophonist or a keyboard player before the proposition of a second guitarist came up. ‘The record company said they would record the band, but really they would prefer [another member], they said, because of the four-piece line-up… They said there’s so many other bands out there – Zeppelin, Sabbath, Stray – all with the same line-up, so could we make it a bit different. Sax player? Fuck off,’ Downing laughs now. ‘Not doing that, you know!

      ‘But when I thought about it, I thought another guitar player really is an option, because a two-guitar band – a heavy two-guitar band – didn’t really exist. All the harmony-type bands were lightweight. Even Wishbone Ash, who I wasn’t a big fan of but I was aware of, weren’t doing what I had in mind.

      But another guitar player in a heavy band, I could see that working. We could do harmonies, but we’d make them heavy harmonies, which is hard to do; when you harmonise, it’s supposed to sound all sweet and melodic. But we did manage to do that. And then, obviously, when I would solo on stage there would still be a rhythm player there and vice-versa, and we could create that stereo guitar effect on stage and on record. So I started thinking, yeah, two lead players – could be great. And Glenn’s band had just folded, so he became available.’

      The final member of the Judas Priest jigsaw came from the wreckage of the now-defunct and unfeasibly-named The Flying Hat Band, a trio well-known around the Midlands. Featuring Glenn Tipton, bassist Peter ‘Mars’ Cowling and drummer Steve Palmer, their biggest claim to fame was supporting Deep Purple on the band’s five nights in Europe in January 1974 where Purple continued to road-test their new set (and new line-up) based around the Burn album, before heading off to America (although the US tour this was supposed to lead into had to be postponed when Jon Lord went down with appendicitis).

      Tipton threw in his lot with Judas Priest; Mars Cowling would go on to join the Pat Travers Band alongside Nicko McBrain, and Steve (brother of Carl) Palmer would later turn up in the short-lived and even more unfeasibly-named Mantle Swallow Palmer, whose ‘Ice Cold Diamond’ contribution to Heavy Metal Heroes Vol.II is the only real recording that can be traced to him.

      Incidentally, it was also thanks to Dave Corke that Ken morphed into K.K. Back when they were still a four-piece he mocked up a poster with pictures of the musicians. ‘Ian’s might have said something like Ian ‘Skull’ Hill (Ian’s head had always looked like a skull, ever since secondary school.),’ he noted in his autobiography. ‘Then there was Rob ‘The Queen’ Halford. It’s easy to figure out where he conjured that one up from! And finally, there was Ken ‘K.K.’ Downing. Seeing it in bold on the poster, I thought, ‘oooh, I like that.’

      Although lacking in direction, and certainly missing the point when it came to image – wearing a mixture of whatever satin and tat local boutiques had to offer – the five-piece Judas Priest were ready to take on the world. Almost.
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            Rocka Rolla (1974)

          

        

      

    

    
      Personnel:

      K.K. Downing: guitars

      Glen [sic] Tipton: guitars, synthesisers, second vocals

      Ian Hill: bass guitar

      Bob Halford: vocals, harmonica

      John Hinch: drums

      Record label: Gull

      Recorded at Olympic, Trident and Island Studios, London, June/July 1974

      Produced by: Rodger Bain

      Release date: 6 September 1974

      Highest chart positions: did not chart

      Running time: 38:49

      It sounded fucking awful. Although the material we were doing wasn’t bad, it turned out to be a terrible recording – Ian Hill, quoted in Judas Priest – Heavy Duty

      

      Bassist Ian Hill’s description of Judas Priest’s debut album is about as mortal as a self-inflicted wound can be. But is Judas Priest’s first album that bad? Put in context, a substantial number of people only came to it in retrospect, once the band were becoming a household name, and if you’d just played Killing Machine to death, racing out to buy Rocka Rolla wouldn’t really give the average fan much satisfaction. But it is what it is – a solid, hugely Seventies- sounding debut from a young band still in the throes of evolution. It’s not particularly focussed, and the band seem to want to be every one of their peers, from Budgie (whom they’d supported quite often) to Queen at the same time.

      True to their word, Gull put the new, five-piece Judas Priest into the studio – or studios, as the album was recorded across London at Olympic, Trident and Island – for three weeks in the summer of 1974. Producer Rodger Bain was David Howells’ choice, having worked with him at MCA where Bain had brought Budgie’s first two albums Budgie and Squawk to life. He’d also, more famously, produced those all-important first three Black Sabbath albums. Bain had been a house producer for Vertigo Records, Sabbath’s first label, and when producer Gus Dudgeon refused to work on Sabbath’s debut album, telling the band to come back when they could write songs and play their instruments, Bain picked up the ball and ran with it. And boy, did he run.

      Rocka Rolla, however, didn’t have the impact, in any shape or form, of those early Sabbath albums. Despite the fact – or perhaps because – the album was recorded with the band playing live (it was after all, like many bands of the time, their live set played in the studio) rather than being layered with drums, rhythm tracks, vocals and so on, being put to tape separately and mixed together, K.K. Downing recalls that they were more than aware that they were running out of time and seemed to be constantly working against the clock. ‘It sounded great all the way along in the recording process, it sounded pretty powerful and of course, we were playing live in the studio in those days, that’s the way it was done. We heard things back in the control room and it sounded great. But it was the mastering… It seemed to have the life mastered out of it somewhere really. So we were a bit disappointed with that. But I’m not going to take anything away, in any way, shape or form, from the material, and from who we were and what we were doing. But it was a tough session. We were sleeping in a van outside the studio, things like that. It was tough.

      That last session, it was at least thirty-six hours, nobody had any sleep, our producer Rodger, bless him, was asleep on the couch, we’d finished the last mix, and he woke up, went upstairs at seven o’clock in the morning and cut the record. You can’t do that!’ the guitarist complains, ‘you need fresh

      ears. You need to have a good night’s sleep and come back to it. And Rodger wasn’t a cutting engineer. But irrespective of anything I’m not going to denounce the album. Chris Tsangarides remastered it later on and it sounded considerably better.’

      The first fruits of these sessions came in August 1974 with the appearance of the first ever commercial release to bear the Judas Priest name, a 7” single with ‘Rocka Rolla’ as the A-side and ‘Never Satisfied’ on the flip. The album Rocka Rolla followed on 6 September; some sources give it an August release date though as so few people even noticed its arrival in the shops it’s hard to be accurate!

      

      ‘One For The Road’ (K.K. Downing / B. Halford)

      So, back in 1974, as the days grew shorter and summer gave way to autumn, if you hadn’t heard the band’s debut single or come across a live show this would be your introduction to this new band from Birmingham. Things get rolling with the direct, no-nonsense ‘One For The Road’, a heavy, punchy Downing/ Halford composition (incidentally, the eagle-eyed will notice that the original album credits Glenn with just one ‘n’ and the vocalist as Bob, while Al Atkins’ first name seems to be completely forgotten) with a classy groove through the verse and a time-changing chorus. A song that wouldn’t really be out of place on a Nazareth album of the time, it’s shot through with succinct although not particularly fluid solos.

      

      ‘Rocka Rolla’ (G. Tipton / K.K. Downing / B. Halford)

      Much more accessible than the preceding track, ‘Rocka Rolla’ was the album’s obvious choice for a single. It’s more of a bouncy pop song, immediate and toe-tapping, and also an early indication that lyrical definition was expendable so long as there was a good rhyme to be had; and so the description of the ‘Rocka Rolla woman’ of the title as ‘a classy, flashy, lassie’ is not the finest line to be found on a Priest album. Tipton is the main soloist in the piece, with Downing providing the closing flurry and a rare solo from Halford earns him his harmonica credit on the sleeve.

      ‘Winter’ (K.K. Downing / I. Hill / Atkins) / ‘Deep Freeze’ (K.K. Downing ) / ‘Winter Retreat’ (K.K. Downing / B. Halford) / ‘Cheater’ (K.K. Downing / B.Halford)

      Although listed as separate tracks on the album sleeve (yet bracketed together in terms of running time) tracks three to six on Side One are given over to the nine-minute-and-forty-second ‘Winter Suite’, although quite what the final track ‘Cheater’ has to do with it is anyone’s guess.

      ‘Winter’ was originally an Al Atkins idea inspired by the Scottish tour – actually, more a catalogue of disasters – he undertook with the Chataway, Stapenhill and Partridge line-up early in 1970. Partridge had flu and, deciding he was too ill to travel, stayed home, leaving Atkins to both sing and play the drums. Roadie John ‘Magnet’ Ward, who’d later join the Deep Purple organisation, had broken his left arm but was happy to drive from West Bromwich so long as whoever sat in the passenger seat changed gear for him; and one of the van’s door windows was jammed open, leaving the occupants at the mercy of the snow which started to fall as the van reached Cumbria. And then things got worse. Some dodgy gigs, rough crowds and Chataway’s skin allergy making him look like ‘the TV comedy character Mr Blobby on a bad day…’ is how Atkins summarised it in his autobiography.

      Because the original album doesn’t specify the actual breaks, these have been left at the mercy of CD programmers inserting track spacing where they felt fit. So, the lengths of the individual tracks have seemingly been agreed at ‘Winter’ 1:41, ‘Deep Freeze’ 1:21, ‘Winter Retreat’ 3:28 and then ‘Cheater’ 2:59. But, setting ‘Cheater’ aside for the moment, the CD breaks don’t make sense. At the point where, on CD, ‘Deep Freeze’ is supposed to begin a drum break merely gives rise to a continuation of ‘Winter’. The CD track ‘Winter Retreat’ which, to be fair, does sound like a laid-back piece, begins with nearly two minutes of Downing’s finest Hendrix impression; after he’s finished noodling away a slower, more accomplished semi-acoustic vocal piece takes the song to its conclusion.

      The actual songs are probably more ‘Winter’, with its grinding riff and mid-section drum break running for around two minutes fifty-eight seconds, followed by ‘Deep Freeze’ (Downing’s solo guitar workout) clocking in at about 1:56 with the gentle ‘Winter Retreat’ ballad (1:30) completing the piece. Quite why the Halford/Downing song ‘Cheater’ was also grouped into the ‘Winter Suite’ is open to conjecture, although the short stomper with its ham-fisted lyrics of a man who recalls discovering his wife in bed with another man, that he ‘reached the dressing table, kicked away the door / I gripped the cold black metal, a loaded .44’ does have a certain charm. It features another appearance of Halford’s harmonica and wraps the side up nicely.

      

      ‘Never Satisfied’ (K.K. Downing / Atkins)

      Side Two kicks off with the slow and rumbling ‘Never Satisfied’. A not particularly remarkable outing, it’s an older Downing/Atkins offering which stumbles blindly along, never appearing to know what it wants to be, although it does sit firmly at the heavier end of the album. The midway solo and closing passage lift it from the mundane and take it into more progressive territory, and Halford’s final line is delivered with what would become a trademark scream. The song achieved its four-minutes-and-fifty-seconds of fame when Gull re-issued it as one of three tracks (along with ‘Ripper’ and ‘Victim Of Changes’) on a 12” single in 1980 in a blatant attempt to cash in on the remarkable success of British Steel, and its accompanying singles.

      

      ‘Run Of The Mill’ (K.K. Downing / B. Halford / G. Tipton)
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Left: Where it
(almost) all started
for what would

be now an almost
unrecognisable
Judas Priest - the test
pressing for ‘Holy Is
The Man’ and ‘Mind
Conception’.

Right: The artistic although
seemingly irrelevant to the
contents cover art of the Rocka
Rolla LP. (Gull Records)

LEFT: Rocka Rolla 1984
Fame re-issue with the rather
misleading and extremely metal
Steel Tsar cover art (EMI)
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a cutting-edge fashion and
glamour photographer.(Sony)

Below: Geoff Barton gets all worked up about Sin After Sin in his five-star review in Sounds in

April 1977. Barton became one of the band’s biggest champions, noting in this par

that ‘Judas Priest have come of age.
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