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            Chapter 1

          

          
            We Were Young And Full Of Ideas – An Introduction

          

        

      

    

    
      I must start with a confession. I only ‘found’ The Jam at the time of All Mod Cons. Before you write me off as a Johnny come lately, let me explain.

      By the time The Jam had settled as the three-piece we all know and were playing the pubs and toilets of 1976 London, I was an 11-year-old living in my hometown of Sheffield. Punk had made itself known in the city (pardon the pun) and a few local bands tried their hand, but the venues remained a long way out of reach to me. There was music in my house; Elvis, my mum’s Andy Williams, Jack Jones, Vicki Carr and other easy listeners, and my dad’s scratchy Dixieland Jazz 78s. My brother, three years older, dabbled with glam and owned records by The Sweet, Slade and The Glitter Band, and we had, like many families, ‘Bohemian Rhapsody’, a song I loathed at the time but have since grown to appreciate, if not exactly like. But, for me, it was clear that this was not what I was after.

      For years past, I had joined the millions who every week tuned in to watch Britain’s most popular music show, Top Of The Pops. As The Jam made their debut in May 1977 with their first single, ‘In The City’, I must have seen them, but it clearly failed to register. I also remember ex-mod and glam royalty Marc Bolan introducing them on his TV show Marc in the summer of the same year. And whilst I remember Bolan’s introduction mainly because he called the band ‘Jam’, I don’t remember the band’s performance of ‘All Around The World’, their second single. A quick scan of everyone’s favourite memory jogger, the internet, reveals Bolan’s full introduction:

      

      Alright. Welcome to a new show called Marc. There’ll be a lot of new sounds, a lot of new experiences. The biggest and best so far this week is an amazing group called … Jam.

      

      Fast forward a year or two and by early 1979, I knew about All Mod Cons. In April, on my 14th birthday, my parents gave me a Rickenbacker 4001 bass copy because Bruce Foxton played a Rickenbacker 4001. (I was delighted when I later found pictures of John Entwistle and Paul McCartney playing the same model.) It was another month before I got an amp – ‘We’re not made of money, son’ – but if you hit the strings hard enough, you could hear the notes. I confined myself to my bedroom and, within a fortnight or so, had learned the bass lines to the album. And that was my foray as a musician for the time being, though it was to reappear some years later.

      For now, I threw myself into all things mod, and Weller was my guru. I knew of The Beatles, of course, but now I had the Small Faces, The Yardbirds, Spencer Davis Group, The Kinks, The Creation and The Action; Stax and Motown; Jamaican ska (’63-’67 only, after that it wasn’t ska anymore) and northern soul. I somehow convinced my dad that I had to have a black and white dogtooth check suit and it had to be bought from Carnaby Cavern on Carnaby Street in London because I’d seen the adverts in the nation’s top music paper New Musical Express (NME) which gave legitimacy to my purchase. And so, train tickets were bought, and the suit was acquired. I found a US fishtail parka in a Sheffield Army & Navy store and bought Fred Perry polos and button-down shirts (to this day, I only buy button- down shirts, old habits and all that). I was never sure, when I used to insist on wearing a tie to go to the local shops, if my mum was proud of me or thought I was nuts. In 1982, I reached the obvious pinnacle of mod culture, using the wages from my first job to buy a Lambretta Li150. (Statement: The Lambretta is waaay cooler than the Vespa. Discuss.) That job happened to be as a technician apprentice at the Ministry of Defence, popularly shortened to MOD. It was a continual source of amusement to my friends.

      Following All Mod Cons, The Jam released Setting Sons, arguably my favourite album, though I argue with myself about this a fair bit, Sound Affects and The Gift. Whilst The Jam were a going concern, I saw them play six times. Not many times, some of you may reasonably argue, but considering my age at the time, I would contend that it was not bad. The last show I saw was on Tuesday, 7 October 1982, at Manchester Apollo, the fourth last gig the band ever played. National Express laid on a coach for the gig and I went with my mate, Barney. It was raining hard, unsurprising given the time of year and the city, and, in the hundred or so yards between coach and venue, we got soaked to the skin. On the previous occasions of watching The Jam play, I’d been down the front, in the middle of the frightening crush of bodies, but this time Barney and I stood at the back and watched, properly watched, for the first time.

      And then it was over, I was still only 17 and Paul Weller, incredibly, when you look back at the songs he wrote, was still only 24. I continued my devotion to Weller by becoming an ardent fan of The Style Council, joining the fan club and buying everything released on his own Respond record label, but, eventually and inevitably, my contemporary musical love moved on to others. By now, I had sold the Lambretta, learnt the guitar and, in time, bought an Epiphone Casino as played by John Lennon in the Get Back films and, in the Style Council and as a solo artist, Weller himself. With my first band, our set included ‘It’s Too Bad’ from the All Mod Cons album and later, when I began my career in the music industry, working for bands as a tour manager and backline technician (or ‘tech’ for brevity and please, don’t call them ‘roadies’, it’s not 1972) I would line check the bass with ‘It’s Too Bad’ (old habits and all that.) As I travelled the world, the job enabled me to buy Jam records and CDs in such unlikely places as Los Angeles, Sydney and Tokyo.

      I tell you all this not because I think you may be interested in a potted version of my life story, but to show how much The Jam meant to me at the time, and how you can draw a line back through both my taste in music and my choice of career to the band. John Lennon, in 1966, famously said, ‘Before Elvis, there was nothing’. For me, before The Jam, there was nothing.
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            Chapter 2

          

          
            If We Communicate For Two Minutes Only – About This Book

          

        

      

    

    
      Let me first say that I’ve never met the band. Unless you take into account one memorable Sunday afternoon in 1980 when, as a gaggle of us who’d been waiting outside Sheffield Top Rank from the earlyish hours, we were let into the band’s soundcheck later that afternoon. I would, and do, certainly call it a ‘meeting’, but in reality, it was simply a chance to get a few autographs (for me, it was the cover to ‘When You’re Young’) and ask what we considered desperately important questions but were, in retrospect, as banal as might be expected from a group that seemed to be mainly comprised of 14-year-olds. A favourite was ‘When’s the album out?’ (referring to Sound Affects), which was asked so many times that in the end, Weller sighed, ‘I should have the date written on my fucking forehead’.

      At the time, I thought I’d been incredibly lucky to be allowed into that soundcheck. What I didn’t realise was it was standard practice for the band, as Weller explained in the documentary The Making Of All Mod Cons:

      

      We’re not talking about two or three people; we’re talking about hundreds of people, sometimes three or four hundred. It was almost like doing a matinee in the afternoon. That was us trying to build bridges between us and the audience and breaking down this rock star mystique bollocks. I think that counted for an awful lot for those people who were there. Those things stay with you as you grow up.

      

      And he’s right. That afternoon meant a great deal to me and still does.

      As that was, and is still, my only direct contact with any member of The Jam, I haven’t had the chance to ask their opinions of the songs, so other than what has already been recorded in interviews, I give you my own opinions. As this book isn’t intended as some kind of hagiography, it isn’t all sweetness and light, there is criticism, but I hope it’s valid. I believe it is.

      Some readers may find my focus on the band’s artwork and videos a little longwinded, but I believe that everything together makes a band what they are and as we will see, Weller had some input in this regard, sometimes costing the band thousands of pounds because of changes he wanted to make to album sleeves. And besides, as we live in an age where the question is likely to be, ‘Have you seen the new video?’ rather than ‘Have you heard the new song?’ the image of an artist is more important than ever. None more so than for The Jam in 1977, when their mod aesthetic certainly made them stand apart from the punk crowd.

      From time to time, I’ve used contemporary quotes from the band or from journalists, to illustrate the prevailing thoughts of the day but those aside, these are my remembrances and, after 40 years of listening to these songs, what I take from them now. I’ve also used copious lyrics because there were few artists around at the time who cared as much about their lyrics as Weller, and talking about Jam songs without referring to the lyrics wouldn’t make any sense. Again, although much has already been written about Weller’s words, at times, I’ve interpreted them in my own way.

      As music is, like all the arts, subjective, I don’t expect everyone to agree with everything I say, many of you will have your own memories and younger readers their own ideas, but that’s where we are and if anyone wants to spend an afternoon in the pub telling me I’ve got the wrong end of the stick about ‘Thick As Thieves’, then I’m all ears.

      The songs in this book all appeared on official releases, and either made the charts in their own right or were part of a package at the time. This means that tracks appearing on imports, EPs or extras are included. There are also remarks about post-career Jam albums and compilations Dig The New Breed, Snap!, Direction, Reaction, Creation, Extras and the covers album Fire & Skill. Since, for the most part on these albums, they are simply the same tracks as on the singles and albums and have therefore already been written about, those tracks have been passed over, but there are some interesting demos and cover versions that never saw the light of day during The Jam years, and I’ve made comments about those. There are other Jam compilations available of the Greatest Hits variety, but I’ve chosen to ignore them as they add nothing different in terms of songs or production. I have tried to include in each individual entry when a track has appeared in films or TV shows and dramas to show the overreaching influence of the band through the years. If a reader is aware of an omission that they consider an egregious oversight in this respect, I can only apologise.

      I’ve approached the songs in chronological order, but singles that are part of an album are dealt with within the text of the album so, although ‘In The City’ was the band’s first release, I talk about it as part of the In The City album which makes it the seventh song to be discussed. My reasoning behind this is I think that the order of songs on an album, particularly in the pre- digital age where the listener couldn’t easily jump around and skip tracks to their heart’s content, would be something a band or artist would think long and hard about, and take some time deciding on the track listing; which song opened and closed the album and, as importantly in my view, which song closed side A and which began side B. B-sides of singles will be dealt with after the album on which the A-side appears.

      Some song titles will be abbreviated in the form that, to my way of thinking, all Jam fans abbreviate them. Therefore, after the first mention, ‘The Bitterest Pill (I Ever Had To Swallow)’, becomes ‘Bitterest Pill’, much, I’m sure, to everyone’s relief, and ‘Tube Station’ becomes just that. All of The Jam’s output was on Polydor Records (except where stated) and release dates, where they differ in various books and magazines, are taken from official Polydor publications. Also, in the technical information of the singles and albums, I’ve included a catalogue number (cat. no.).

      I’ve tried to stay away from muso-wankeryness as far as possible, but after playing in and working for bands for the last 40 years, I’m afraid a little of this will inevitably seep in. Gigs, for me, can be something of a busman’s holiday and I bring that with me when I listen to music. I will, however, keep that sort of thing short and use it only when I think it will add to the narrative. A bit like a Weller guitar solo.

      Band Credits

      Finally, the personnel on these songs are Paul Weller (guitar), Bruce Foxton (bass) and Rick Buckler (drums). From time to time, each band member would add a little something different (harmonica, piano, accordion) and, where known, these are credited in the text. Occasionally, especially towards the end of the band’s career, guest musicians appeared, and these will be accredited as they were on the releases. I apologise to anyone who appeared on these records who has been omitted.
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            Absolute Beginners – 1972-1977

          

        

      

    

    
      In 1972, popular music in Britain could broadly be divided into an unholy triumvirate: glam rock, prog rock and heavy metal. Glam rock consisted mainly of groups of men past their youthful prime who had given it a go in the sixties as Beatles wannabees or pure R&B acolytes who’d taken the 12- bar blues formula, ramped it up, grown their hair, grown flares and grown rich parodying themselves. That some of these acts turned out to have some musical integrity (Slade and Sweet being the most obvious) appears rather by accident than design.

      Progressive rock (prog rock) was, to my admittedly less than extensive knowledge, exclusively men, but these men had university degrees and knew more than basic rock and roll riffs, and that wasn’t a good thing. Whereas glam rock might bring a smile to your face as you stomped around in dangerously elevated boots, prog rock wasn’t intended to make you smile, dance, or do anything other than (lazy stereotype alert!) lounge around your shared student house, contemplating life on other planets and how any one song could ever be spun out to more than 20 minutes long. The answer to the last question was to use an astonishing number of complicated chord structures and sequences which had the consequence, or perhaps the intention, of making the music impossibly difficult to play.

      The heavy metal brigade was more simplistic than even the glam rockers; double denim, supercharged blues riffs, long hair and a visceral delivery from a front man in jeans so tight you could count the veins, they took the 12-bar method and gave it some real welly. That some of these groups became worldwide and long-lasting music legends is a testament to the fact that a simple tune played with a degree of passion will always hit the right nerve.

      Back in 1972, on a Thursday evening in Woking, a suburb 20 miles to the south of London, cold because winter was setting in, the patrons of a working men’s club were about to witness the first gig by two young kids, barely into their teens. They had a set of six songs, all covers, the last of which was a Chuck Berry number. The audience took little notice but applauded politely as they knew the father of one of the boys. Paul Weller and his best friend Steve Brookes had played their first gig. The father was John Weller, Paul’s dad, and he became The Jam’s manager for the duration of their career.

      Weller was 14 years old when he took that first step, became hooked on the buzz that you get when you’re on stage, and never let the feeling go. Within a year, the duo had met other like-minded musicians, all from the same school in Woking, Sheerwater County Secondary, and Weller and Brookes had begun writing their own songs, most of them Beatles pastiches because, at the time, Weller listened to little else. Within a year, the band had become a four-piece, Weller playing bass as one of those like-minded musicians, Dave Waller, had arrived with his guitar and another Sheerwater pupil, Neil Harris, played drums. By now, the band had a name, though the etymology is disputed: either it was simply because of the jam sessions the band had at school, or it was Nicky Weller, Paul’s sister, who suggested it one morning over the breakfast table. Whatever the reality, The Jam it was.

      In the summer of 1973, Harris left the band and was replaced by Rick Buckler and by the end of the year, Waller had left to try to carve out a career writing poetry. The following year, the band advertised for another guitarist, and, on the recommendation of Harris, Bruce Foxton joined. By the end of 1974, Weller and Foxton had swapped instruments. It was also in 1974 that Weller first heard The Who song ‘My Generation’ and learned about mods, and for him personally, things started to fall into place. Mod, Weller said, ‘would give me a base and an angle to write from’. But it was more than just a passing interest. Matching black suits and Weller’s first Rickenbacker 330 (bought primarily because Pete Townshend played the same, it was the guitar of choice for many 1960s mod groups) gave The Jam a ‘look’. Though it was a look that was to make them instantly different to the punks who appeared a year or two later, it also became a stick to beat them with by many critics.

      By early 1975, the band had become proficient enough to audition for EMI, though the label passed on the chance to sign what would become the biggest band in the UK. More importantly, Weller had discovered Dr. Feelgood and began to style his playing on the choppy rhythm/lead of the band’s guitarist, Wilko Johnson. Indeed, you can clearly see on some early TV performances Weller steals something from Johnson’s on-stage actions. With the departure of Waller, and after unsuccessful auditions for a second guitarist, the band remained a three-piece, though still not feeling entirely settled with the format.

      In 1976, Weller saw the Sex Pistols play and his writing, and the band’s playing, attained a focus; mod styles played with punk ferocity. Seeing The Clash showed Weller that lyrics could say something about politics, and that idea became The Jam’s calling card; at his height, no one wrote songs that were so socially and politically acutely observed than Paul Weller.

      Looking to add to the band’s line-up, an advert was placed for a keyboard player, but there were no successful applicants and, finally, the band settled as a three-piece. Still without a record deal, they played as many shows as John Weller could arrange whilst Foxton, always more cautious than his bandmates, held on to his job as a printer. In October 1976, the band played a gig on the streets of Soho Market and by then had gained enough interest from the media that the show was reviewed in music papers Melody Maker and Sounds, (‘could do with a bit more originality’ opined the latter) as well as the fanzine Sniffin’ Glue, a magazine with which Weller would have a spectacular falling out within months after it wrote The Jam spent too much time on stage tuning their instruments and described them as being ‘tighter than the London Symphony Orchestra’. Quite the crime. Being discordant is one thing; personally, that’s a sound I like, but being out of tune is something entirely different and no one can listen to a band play out of tune and not find it rubbish. Those were the times of punk, though, and hipsters will have their opinions. The quote led to Weller burning a copy of the fanzine on stage.

      In January 1977, after the NME had reviewed a live show at London’s 100 Club as ‘exceedingly promising’, Polydor A&R man Chris Parry saw them at another London venue, the Marquee. With half a mind on the fact that Polydor had already missed out on the Pistols and the Clash, he quickly

      signed the band – for the princely sum of £6,000 – and it was duly reported in the press, ‘Polydor climb aboard the new-wave bandwagon’. For the

      18-year-old Weller, though, it was the culmination of his dreams. The only thing left now was to be bigger than The Beatles.
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ALL AROUND THE WORLD
Words and Music by

PAUL WELLER

Arranged by
ZIGGY LUDVIGSEN
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“All Around The World', arranged by Zi i
Al A rd, ged by Ziggy Ludvigsen. Included are the author’s ha
this is an A, and this is a G’ chord diagrams. It was my early days as :;:::m(:s: o
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THE JAN TH ISTHE MODERN WORLD

Left: Generally
regarded as not
good enough, This
Is The Modern
World could have
been the end for
the band. (Polydor)

Right: NME cover stars
way back in '78.






