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RITCHIE BLACKMORE, OZZY OSBOURNE, 
KIRK HAMMETT, KERRY KING AND A HOST OF 
OTHER MUSIC GIANTS TRACE THE HISTORY 
OF METAL IN THE HEFTY NEW TOME 

LOUDER THAN HELL: THE 
DEFINITIVE ORAL HISTORY 
OF HEAVY METAL.
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EW BOOKS ABOUT hard rock and heavy metal have been 
as anxiously anticipated as Louder Than Hell: The Defini-
tive Oral History of Metal, a colossal new collection of inter-
views with hundreds of the genre’s key figures that success-
fully traces the entire history of hard music, from its mid-
Sixties British infancy through the rise of hair metal, thrash 
and black metal, all the way to the modern metalcore era. 
Written over a period of years by rock journalists Jon Wie-

derhorn and Katherine Turman, the 700-plus-page Louder Than 
Hell finally sees the light of day on May 14 via !t/HarperCollins. Hell finally sees the light of day on May 14 via !t/HarperCollins. Hell

In this exclusive excerpt, we present a selection of passages from 
this wildly entertaining, informative and comprehensive tome.

Heavy metal was never officially “born.” It 
came together in bits and pieces between the 
mid Sixties and early Seventies, and stemmed 
from a desire to rebel, shock and create a level 
of intensity that did not then exist in pop music. 

DICKIE PETERSON (BLUE CHEER)
What we were playing was anti-music to a 
lot of people. They were saying we can’t play 
that loud, and we were saying, “Yes you can. 
All you have to do is turn up the amplifier, you 
idiot.” They didn’t know how to take what we 
were doing because we were one of the first 
bands knocking on the doors of volume. In 
1968, we played with Iggy and the Stooges and 
the MC5 at the Grande Ballroom in Detroit, 
and I honestly think to this day it was really 
the first metal show ever.

KICK OUT THE JAMS:
PROTO METAL, 1964–1970

Je�  Beck was one of the pillars of pushing the 
guitar tone. And then there was Townshend, 
Hendrix, Jimmy Page and what I was trying to 
do with the MC5. We were all trying to push 
the guitar, so we didn’t just play the guitar; we 
played the ampli� er as well. It was about get-
ting that overtone sustain out of the ampli� er. 
That was at the beginning of the invention of 
stomp boxes—fuzz tones and overdrives.

WAYNE KRAMER (MC5)

From the 
forthcoming book 
LOUDER THAN 
HELL: The Definitive 
Oral History of 
Metal, by Jon 
Wiederhorn and 
Katherine Turman, 
Introduction by 
Scott Ian, and 
Afterword by Rob 
Halford. Copyright 
© 2013 by Jon 
Wiederhorn and 
Katherine Turman. 
To be published on 
May 14, 2013 by It 
Books, an imprint 
of HarperCollins 
Publishers.L
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RITCHIE BLACKMORE (EX–DEEP PURPLE)
From the beginning, I thought theatrics were 
really important to this music. I started incor-
porating pyro into the show in 1968. At the 
California Jam in 1974, I wanted to do some-
thing sensational. People had blown the guitar 
up. So I said, “I’ll blow the amp up.” I told my 
roadie, “Just pile some petrol on the dummy 
amplifier and throw a match to it when I point 
at you.” So he did that, and we put too much 
petrol on there, and of course, not only did we 
blow a hole in the stage; one of the cameramen 
went temporarily deaf. [Drummer] Ian Paice’s 
glasses blew off and half the stage caught fire. 
It looked great—like it was well in control—
but it wasn’t. The police came after me, and I 
had to jump into a helicopter to be rushed out 
of the area.

My guitar style was modeled in part after 
Hendrix. What really in� uenced me was his 
attitude—the way he dressed, the way he 
looked. He was so antiestablishment, and 
nobody wrote music like him. He wrote about 
LSD, he wrote about sex and drugs and rock 
and roll. It was all about rebellion, and he was 
so radical and ahead of his time, it ended up 
swallowing him up.

MASTERS OF REALITY: 
SABBATH, PRIEST AND 
BEYOND, 1970–1979

BRITISH STEEL: NEW WAVE OF BRITISH HEAVY 
METAL SHAPES THE FUTURE, 1980–PRESENTACE FREHLEY (EX-KISS)

As heavy as bands like Led Zeppelin, the 
Stooges and Blue Cheer were, they lacked the 
power and sonic impenetrability of the metal 
bands that followed their lead. Not long after 
Black Sabbath introduced the core ingredients 
of metal to the masses, other aggressive bands, 
including Deep Purple, Judas Priest, AC/DC 
and Kiss, conceived their own formulas for 
metal domination.

K.K. DOWNING (EX–JUDAS PRIEST)

As 1979 dawned, the metal landscape looked 
dim for the genre’s founders. But even if Sab-
bath and Ozzy had never returned, the founda-
tion they had built was so powerful, it couldn’t 
be destroyed. Inspired by Judas Priest and 
Sabbath, Iron Maiden, Saxon, Def Leppard 
and a batch of other U.K. groups were about 
to spawn the awkwardly titled but hugely 
influential New Wave of British Heavy Metal 
(NWOBHM) movement.

BRIAN TATLER (DIAMOND HEAD)
Sounds magazine [in the U.K.] started rav-
ing about Iron Maiden, Samson, Saxon and 
Def Leppard. These bands got played on 

Radio One Sessions, and we’d think, Who are 
all these young bands our age, 19 years old, 
doing all this metal stuff, and some of them 
are pretty good? I bought The Def Leppard EP 
they pressed themselves, and I thought it was 
really good. Next thing you know, Leppard 
were signed to Phonogram and Iron Maiden 
got signed to EMI. I was thinking, This has got 
to be the next big thing. Diamond Head need 
to get signed now. 

PAUL DI’ANNO (EX–IRON MAIDEN)
We did the Soundhouse Tapes in 1978 [in a sin-
gle 24-hour session] at Spaceward Studios in 
Cambridge. We only did 500 copies of the 

OZZY OSBOURNE
I said to Tony [Iommi] all the time, “How can 
you know what strings you’re touching if you 
have no feeling in your fingers?” [Iommi lost 
the tips of two fingers on his fretting hand in a 
factory accident when he was 17.] It’s amazing 
to me. Whenever we’ve been arguing or fight-
ing or whatever, I’ve always maintained one 
thing about Mr. Iommi: you will never find 
another soul who comes up with better hard 
rock riffs than him. When we’d be together, I’d 
always be like, there is no way he can top that 
riff. Then he’d beat it every time.

CHRIS BRODERICK (MEGADETH)
The opening to “Black Sabbath” is a classic 
example of the tritone riff. It starts with a 

tonic, goes to the octave, then the tritone. It’s 
basically the distance from one pitch to the 
next; it’s also known as the “flat five.” What 
this basically translates into is a very disso-
nant-sounding interval. When they hear it, 
most people want to cringe a little bit. It’s a 
tonality that invokes a certain mood, a certain 
attitude. It suits metal.

GLENN TIPTON (JUDAS PRIEST)
If you look at what Hendrix and Cream were 
wearing, we weren’t far from that. We had 
flares, and there were a few Cuban heels 
on the old boots. Very dangerous onstage, I 
may add. Fortunately, we all managed to get 
through that era without snapping our ankles.

The Sabs got an album jump-start on us, but that was great. It 
was good to see that a band relatively comparable to ourselves 
had some success. Everyone was playing it, and that was great 
news for the Priest because it made us think, Yeah, if we stick 
with what we’re doing, this is really going to happen.
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original. It’s like gold dust now, it’s so rare, and 
I gave all my copies away. From that, EMI asked 
us to be on a compilation, the Metal for Muthas 
record, which was put together by [London DJ] 
Neal Kay. From there on, we were taken over 
by a real manager, Rod Smallwood, and Iron 
Maiden was offered a deal on EMI.

K.K. DOWNING 
All credit due Maiden that they were gunning to 
overthrow the mighty Priest or aspiring to one 
day. We thought that was great, because that’s 
all we ever did when we supported bands—try to 
take the stage away from them. And it made us 
work harder.

YOUTH GONE WILD: METAL GOES MAINSTREAM, 1978–1992

JOE ELLIOTT (DEF LEPPARD)
Were we part of the New 
Wave of British Heavy Metal? 
Well, from a timing point of 
view, absolutely. But to me it’s 
as relevant as saying we came 
out in the new romantic period 
too, because that was 1979. So 
you might as well compound 
us with Duran Duran.

JOHN GALLAGHER (RAVEN)
When we first got together in the Seventies, 
there was a circuit of workingmen’s clubs. 
You’d sign up, get cheap beer. You could play 
bingo, and there would be bands playing. 
There were a lot of punks there, so it was a bit 
rough. We learned our trade from being three 
feet in front of somebody who was looking at 
you going, “Impress me!” If you didn’t, they’d 
throw beer at you or spit at you.

While the New Wave of British Heavy Metal was taking over the club scene in the U.K. and 
Europe, a batch of bands in and around Los Angeles—triggered by a love for Kiss, Van Halen 
and glam groups like the New York Dolls and the Sweet—were about to shake the Sunset Strip 
like a 7.0 earthquake.

WARREN DEMARTINI (RATT)
I moved to L.A. in the fall of 1982. The late Seventies commercially was a pretty hard time if you 
liked rock. New wave and disco were selling the best, at least in San Diego. The first change was 
going to see Mötley Crüe and there’d be lines way up the block on Sunset. You got a feeling you 
were seeing something that was about to explode.

BLACKIE LAWLESS (W.A.S.P.)
When everyone started coming out to L.A. in 
’81 and ’82, people thought these bands came 
out of nowhere. They didn’t realize they’d 
been around forever in sweatshop garages, 
writing their little songs. So when the mo-
ment was right, they exploded. The move-
ment was ’82 or ’83, but it started in, like, ’76.

VINCE NEIL (MÖTLEY CRÜE)
Rock Candy was a party band that played a few 
times on the Strip. [Neil was the group’s lead 
singer.] We weren’t a big giant band, and [Möt-
ley Crüe bassist] Nikki [Sixx] never knew me. 
Mötley had already found [guitarist] Mick 
[Mars], so the three of them came to see me at 
the Starwood, and that’s when they actually 
asked me to join the band. The very first day, 
the very first rehearsal, we wrote “Live Wire,” 
which turned out to be a big hit. So yeah, we 
clicked completely right away.

BRET MICHAELS (POISON)
For Poison’s record signing, I thought there’d 
be some big party for us with a limo and caviar, 
and we ended up sitting in a warehouse in El Segundo, California, boxing and packaging and shrink-
wrapping our own record, Look What the Cat Dragged In. I was sitting on the floor in leather pants.

DON DOKKEN (DOKKEN)
We thought we’d get rich once we were signed and selling records, but even the Elektra contracts were 
garbage. For every dollar they made, we made twenty cents split four ways. That’s what started the 
war between [guitarist] George [Lynch] and I. The original deal was that I owned 50 percent and they 
divided the other 50 percent, but they ended up forcing me to sign a contract that said it was a four-way 
split. We spent the next five years together getting very famous, and I hated them, and they hated me.

GEORGE LYNCH (EX-DOKKEN)
I tried out for Ozzy three times. The initial time was before Randy [Rhoads] got it. He and I were 
up for it. Randy came to a gig I was playing with Exciter, my band before Dokken. He came down 
to introduce himself. He knew he got the gig before I did, and he came down with his mom. He 
said, “I got good news and bad news. Bad news is that I got the job with Ozzy. The good news is 
that you got the job teaching at my mom’s guitar teaching school, five dollars an hour.”

RUDOLF SCHENKER (SCORPIONS)
The Eighties were like a big party. In the 
Sixties and Seventies, the music was very 
much connected to political situations in 
the world—Vietnam, � ower power. The 
Eighties became more and more a kind of 
party music. A girl on the left side, a girl 
on the right side—let’s party. We had the 
pure rock and roll life. It was the best time 
in our lives.R
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JAY JAY FRENCH (TWISTED SISTER)
Over time, I found the Eighties metal thing to 
be as pretentious and phony as Championship 
Wrestling. Hair bands fell apart because kids 
were dying for something real, and they got so 
sick of the pretentiousness and the “let’s party 
on, dudes” vacuous music garbage that was 
coming out of the Eighties. So when Nirvana 
and Pearl Jam hit, it was a dose of real emo-
tion. The songs were better, the message was 
more real.

GEORGE LYNCH
We were like sheep—very short sighted, a 
product of our environment. We’d all go to 
the same clothing designer, Ray Brown, wear 
the same makeup. We’d go to others and go, 
“How do they get their hair up that high? I’ve 
got to get mine higher.” Everyone just chased 
each other’s tail until it exploded on itself. 
Grunge exposed it for the silliness that it was. 
[The attitude of grunge was] “I don’t care if I 
can play a fucking guitar solo or if my guitar is 
even in tune.”

At the same time as the hair metal scene 
developed, a handful of young, defiant bands 
were creating a new, more aggressive coun-
terculture that would eventually go main-
stream. By combining the speed and rugged-
ness of Motörhead, the attitude of the Sex Pis-
tols and the precision and complexity of Judas 
Priest and Iron Maiden, groups like Metallica, 
Slayer, Exodus and Anthrax birthed a scene 
diametrically opposed to everything that made 
commercial metal popular.

KERRY KING (SLAYER)
Before we came out, what was popular? Glam. 
Men looking like women. I knew that’s what 
I didn’t want to be. We definitely missed out 
on a lot of good-looking groupies that way, but 
I’ve still got my credibility, and where are all 
those other guys?

GARY HOLT (EXODUS)
We preached killing posers, and if somebody 
happened to show up at Ruthie’s Inn wearing 
a Ratt shirt, we thought nothing of it to pull out 
a pocket knife and walk up to him and demand 
that he let us slice that shirt off his back. The 
funny thing is, years later, all of us guitar play-
ers finally came out of the closet and admitted 
how much we coveted all of George Lynch and 
Warren DeMartini’s licks.

KIRK HAMMETT (EX-EXODUS, METALLICA)
We were all looking for the most extreme 
stuff, and back when I was in Exodus, the most 
popular music was Mercyful Fate, Venom, 
Motörhead. Then this band came into town 
called Metallica. That was the sound that 
everyone was looking for but no one could 
actually execute until Metallica came along 
and showed everyone how to do it. There were 
pockets of bands in L.A. and New York that 
played heavy metal, but it was Metallica that 
brought it up to the next level.

CRONOS (VENOM)
We always used to say that Venom was all 
of our favorite bands thrown into a pot and 
mixed up: the stage show of Kiss, the lyrics of 
Sabbath, the speed of Motörhead, the look of 
Judas Priest. We were trying to use as many 
influences as we could to make the ultimate 
metal band, but also be original.

JAMES HETFIELD (METALLICA)
So we get this gig—our first ever. The crew at 
soundcheck steal a keg from the place. The 
venue calls us and says, “Well, you’re can-
celed.” We said, “Oh, we’ll bring the keg back, 
hold on!” It was our first run-in with what you 
were supposed to do and not do in the music 
business. But yeah, basically seek and destroy. 
Drink, smash stuff up, feel good.

DAVE MUSTAINE (MEGADETH)
The hair bands turned metal into a farce or a 
joke. You had a video [for Whitesnake’s “Here 
I Go Again”] where Tawny Kitaen is trying to 
swallow a Jaguar with her vagina. That kind 
of stuff cheapened everything. You’ve got guys 
like us who live heavy metal. It’s what we eat 
and breathe. Then there were bands like War-
rant and Poison, and when people thought of 
metal, they thought of them, which did a ter-
rible disservice to the music. But at the same 
time, there was a loyal following of thrash fans 
who hated that shit, and it made them want to 
be even heavier and less commercial.

SCOTT IAN (ANTHRAX)
We’d stand onstage every night [during the 
1991 Clash of the Titans tour with Slayer, 
Megadeth, Anthrax and opening act Alice 
in Chains] and watch Alice get pelted with 
everything those crowds could throw at 
them. [AIC vocalist] Layne Staley would be 
jumping into the audience and punching peo-
ple. But they never once walked off the stage. 
Every night they finished their set. They 
stood there and they took it.

JERRY CANTRELL (ALICE IN CHAINS)
As soon as we hit the stage, shit just started 
raining down. It was insane. It was like that 
movie 300, with all the arrows. The sky was 
black with coins and bottles during our whole 
40-minute set.

CAUGHT IN A MOSH: 
THRASH METAL,

1981–1991

LARS ULRICH (METALLICA)
We played faster and heavier and louder 
and more obnoxious and more out there 
than any of the rest of them. And slowly, 
people started taking notice. In the begin-
ning, it’s not like they actually appreciated 
what we were doing. It was more like, 
“What the fuck is that?”

DIMEBAG DARRELL 
(EX-PANTERA AND DAMAGEPLAN)
Metallica’s Kill ’Em All was the � rst really 
consistent thrash album where every song was 
just a razor blade and the whole record was 
one direction. James’ fuckin’ rhythm playing is 
unbelievable, especially for his � rst record. They 
wrote fantabulous songs, and it made me moti-
vated. It made me want to tear something up.
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In the mid Eighties, thrash metal and hardcore 
fans who had once been bitter rivals realized 
they had a lot in common. Once the barriers 
between the two subcultures had broken down, 
the foundation for crossover was established, 
and bands from across the country began con-
structing their own blends of metallic hardcore.

DAVE GROHL (FOO FIGHTERS)
In the mid Eighties, bands like Cro-Mags, 
C.O.C. and D.R.I. went from being strictly 
hardcore to adding more metal riffs and get-
ting even heavier. That crossover period 
of music really allowed both hardcore and 
underground metal to grow because everyone 
was feeding off each other’s ideas and sharing 
each other’s audience.

IAN MACKAYE (FUGAZI)
From the start, the Bad Brains were really con-
structive. They were encouraging, they were 
inspirational, and their music was undeniable. 
They made you want to do something. And 
[their singer] H.R. was a visionary who made 
things happen. Plus, the way they played was 
so incredible that if you were on the same bill 
and didn’t at least try to put on a show, you had 
no business having a guitar in your hand.

KURT BRECHT (D.R.I.)
When Dealing With It came out in 1985, we 
had already started mixing slower songs in our 
set, because we had 40 songs that we played 

in about 20 or 30 minutes. We wanted to start 
letting our old, slower metal influences seep 
back in. This was the time the New York hard-
core bands were doing slower mosh parts, so 
we started incorporating that as well, and the 
metalheads liked it. They heard influences 
from bands like Exodus and Metallica and 
Slayer and Anthrax coming out in our music.

While other Nineties thrashers (with the 
exception of Slayer) were either breaking up 
or becoming slower, grungier and more alter-
native, Pantera stuck to their guns, holding 
the metal torch aloft and inspiring a new gen-
eration of underground bands that would 
later dominate the metalcore scene. Even tra-
ditional metal heroes like Rob Halford and 
art-metal pioneers such as Rob Zombie were 
moved by Pantera’s energy.

ROB HALFORD
Pantera changed the playing field for a lot of 
people. They were so heavy and aggressive, 
and their songs had amazing melodies. And 
there was this unbelievable guitarist who was 
in your face and played with incredible skill.

DIMEBAG DARRELL
It would sound egotistical to say I’m a natural 
guitarist, but I’m gonna have to say it. [laughs] 
I know for a fact, dude. It just came too quick. 
Three months and it was there. I knew that 
was my calling.

REX BROWN (EX-PANTERA, KILL DEVIL HILL)
Phil [Anselmo, Pantera vocalist] was a 
scrappy dude, a young kid who had left home 
to live in the back of his car. His temper was 
out of control. He’d fight anybody at the drop 
of a goddamn hat.

PHIL ANSELMO (EX-PANTERA, DOWN)
We were down in Houston, Texas, in ’88, and 
I had fucking had it with our look. I told them, 
“Fuck this. I will quit the band,” and I was 
dead serious. I was not going to do another 
show in Spandex. We had a huge argument—
a knock-down-drag-out fucking huge fight 
that spilled over into Fort Worth. I finally said, 
“Fuck it. This is my last gig.” I laid down the 
law. It was ugly at first, but it proved that the 
brotherhood was there. I could jump onstage 
in the same clothes I wore all day and sing the 
fucking songs. That bred confidence and a new 
fire in our bellies.

AGE OF QUARREL: 
CROSSOVER/HARD-
CORE, 1977–1992

GLENN DANZIG
The Mis� ts were the � rst hardcore band to 
experiment with speed metal, and we got a 
lot of � ak for that. I never saw why the two 
weren’t connected. They were both about 
power, rebellion, violence.

FAR BEYOND DRIVEN: 
THRASH REVISITED AND 
REVISED, 1987–2004
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From the mid Eighties to the mid Nineties, 
Tampa was unquestionably the death metal 
capital of the world. Groups including Death, 
Morbid Angel, Obituary, Deicide and Canni-
bal Corpse played blazing savage and lyrically 
graphic music that abounded with frantic dou-
ble bass drumming and blast beats that made 
Slayer sound like Bad Company.

PAUL MASVIDAL (EX-DEATH, CYNIC)
Central Florida is a hyperconservative, reli-
gious retirement community. So it’s a weird 
place to begin with, and then you have these 
kids with no place to go. So maybe death metal 

happened as a reaction to that, or maybe it’s 
just some energetic physics thing—a spirit 
that’s in the air that kids just tune in to if they 
have an artistic bone in their bodies.

JEFF BECERRA (POSSESSED)
I came up with the term “death metal” during 
an English class in high school. I figured speed 
metal and black metal were already taken, so 
I said “death metal” because the word wasn’t 
associated with Venom or anybody else. We 
wanted to piss people off and send everybody 
home. And that can’t be, like, “flower metal.”

TREY AZAGTHOTH (MORBID ANGEL)
Morbid Angel assembled in 1984 to lift 
ourselves with a celebration of the gifts from 
the triumvirate: the spirit, true will and cre-
ative faculty. That’s always been our purpose: 
to be their instrument on this earth and let 
their in� uence � ow through us.

JAMES MURPHY (EX-DEATH)
To be honest, the early Tampa scene was very 
divisive, and a lot of the bands didn’t like each 
other and talk to each other because it was 
extremely competitive. No one knew that lit-
erally every single one of their bands was 
going to get signed.

GLEN BENTON (DEICIDE)
All the bands in Tampa were practicing in 
these metal storage units that you could rent. 
It was the only place you could rehearse, and 
there was no air conditioning. You get there 
and you’re totally sweated out before you even 
start playing. It builds endurance and feeds 
your anger.

The international media has thrived on it. Fans 
have obsessed over it. And musicians have 
made it their calling—one that, for some, has 
led to arson and murder.

HAMMER SMASHED
FACE: DEATH METAL,
1983–1993

TALES FROM THE HARD SIDE
continued from page 68  

IN THE NIGHTSIDE 
ECLIPSE: BLACK METAL, 
1982–PRESENT
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IHSAHN (EX-EMPEROR)
Being very intense and dark, black metal 
enables us to roar out of the dark atmospheres 
at high energy, giving it a very strong appeal 
to those of us who enjoy these kinds of emo-
tions. Our intention is to bring the listener on a 
journey into those “nightside”  landscapes we 
describe in our songs.

QUORTHON (BATHORY)
My vocal style at the time must have been 
something nobody had ever heard before. It 
was described as reminiscent of a dog choking 
on a goat’s head.

FENRIZ (DARKTHRONE)
We all had a contempt for organized reli-
gion since we were mere toddlers, combined 
with a natural interest in the opposite of that 
and a morbid hunger for the sickest sounds of 
underground metal. Sounding angry or aggres-
sive was also important, but the bands we got 
the black metal vibes from were original and 
had evil atmospheres and sounded twisted. 
They certainly weren’t overproduced.

HELLHAMMER (MAYHEM)
Police took Dead’s [Per Yngve Ohlin, May-
hem’s frontman who committed suicide with a 

shotgun on April 8, 1991] body, and we lived in 
the house for a few more weeks. Dead’s blood 
and pieces of his skull were all over the room. 
Once I looked under his bed and found two big 
pieces of skull. I took one piece and Eurony-
mous [Mayhem’s guitarist, who was killed by 
Burzum founder Varg Vikernes in 1993] took 
the other. We made amulets out of them.

GRUTLE KJELLSON (ENSLAVED)
Everybody was talking about death metal 
in the late Eighties and the � rst one to say, 
“Okay, we don’t really play death metal, 
we play black metal,” was Euronymous. He 
painted his face, he inspired loads of other 
bands to quit playing death metal and start 
this new thing that would later become a 
huge trend.

EVIL (MARDUK)
In the middle of the night Euronymous called 
and told me, “Today the war has begun,” 
when the first church burning was a reality. 
[Musicians and fans of the Norwegian black 
metal scene were responsible for more than 50 
arsons at Christian churches in Norway from 
June 1992 to 1996.] It was something we had 
talked about many times, and we were very 
excited about it.

FROST (SATYRICON)
At first, Varg [Vikernes] and Euronymous 
seemed to be the best of friends. No doubt 
they were some kinds of soul mates for quite a 
while. Varg even recorded all the bass parts on 
Mayhem’s excellent De Mysteriis Dom Sath-
anas [after Necrobutcher left the band]. The 
rivalry started later. Irritation became anger 
and just escalated.

VARG VIKERNES (BURZUM)
Euronymous had intended to kill me, and I 
did not feel bad for killing him. His cowardice 
made me angry, and I saw no reason to let him 
live. Had I, he only would have made another 
attempt on my life later on. 


	GW201306p062
	GW201306p063v3
	GW201306p064
	GW201306p065
	GW201306p066
	GW201306p068frac
	GW201306p158frac
	GW201306p160frac

