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            ‘Chase has done a fine job here in not only securing interviews with the members, but also in setting out their story in a clear and concise manner.’

            Crack magazine

            ‘There were few more respected groups than Magazine… provocative image-mongering, a sophisticated sense of what the future might look like, a thrilling metallic power… formidable. After songs like these, there really wasn’t anything left to prove.’

            The Guardian

            ‘Helen Chase’s biography of post-punk Magazine is in some ways a textbook example of how to do the job correctly.’

            Howard Male, theartsdesk.com

            ‘Her prose is refreshingly unfussy for music writing, and she wisely steps back to allow those who were there to tell their own stories. A fitting and overdue tribute to the ultimate cult band.

            Daniel Gray, The Skinny

            ‘An exhaustive account of the post-punk oddballs… what Chase does is chronicle almost every professional aspect of a band who still have the ability to fascinate and confuse. And this story is told in an uncomplicated unfussy style.

            Malcolm Dome, Classic Rock magazine

            ‘As well as offering first-hand accounts of the conception of such masterpieces as Real Life (1978) and The Correct Use of Soap (1980), this has the additional advantage of printing up its frontman Howard Devoto’s lyrics - oblique despatches from a mental landscape into which bulk-standard popular music rarely strays.’

            DJ Taylor, New Statesman ii

            ‘…great stuff! Those photos of me from the seventies. God, I look so young. So well researched all of it.’

            Bob Dickinson

            ‘It’s fantastic – well done!’

            Alex Kapranos

            ‘Really like the way you have woven all the various interview material with the other history. I’m learning stuff as I read. Great.’

            Dave Formula

            ‘Congratulations on an impressive and insightful volume.’

            Andrew Graham-Stewart

            ‘Your biography has put the book ends on all the questions I had about the band and for that I am very grateful.’

            Simon Russell, EMMY award-winning music composer

            ‘As much as being great biography of the band it also gives a really interesting insight into the period.’

            Steve Potter, The Book Depository

            ‘As a huge fan of Magazine I learned so much about their career that I would have never known without your work.’

            David Stowell, fan from Chicago
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            For Oliver and Emme

             

            Remembering friend and gig-going buddy

Catherine Lewis (Sutton) 1956–2013 vi
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ix
            Preface

         

         Suburban Manchester. Mid to late 1970s. On Granada TV a snippet of Magazine’s now iconic ‘Shot by Both Sides’ rudely interrupts the tea-time schedule introducing What’s On – a weekly round-up of local events hosted by Tony Wilson.

         In the second half of the 1970s, Tony Wilson became a catalyst for much that happened on the Manchester music scene. Granted an opportunity to curate his own music show – So It Goes – he introduced the north-west to a host of vital and exciting new bands. Magazine got their moment via a live recording at Belle Vue, Manchester in the autumn of 1977. It was the first time that I – and many others – had seen a live performance from Magazine, and it made quite the impression.

         My enduring love of Magazine grew from an emotional, visceral response to their music rather than a cerebral one. They excited me. Live performances thrilled me. The early gigs at the Factory and Eric’s were events; they were theatre, they stirred the senses. While the band struck up the opening chords of ‘Definitive Gaze’ and the sound began to build, Howard Devoto stood in the wings unimpassioned and motionless. The tension grew until he made his entrance to take the mic, imposing his presence on the audience with his wide-eyed stare and commanding vocal delivery. As a frontman he was mesmerising – sometimes still and acting as a perfect foil for the driving rhythm section behind him, sometimes menacing as he coiled himself up the microphone stand confronting the audience below.

         In the years that immediately followed, Magazine released four studio albums starting with Real Life. Fans have their own favourites, with third release The Correct Use Of Soap perhaps coming out on top. For me, however, Secondhand Daylight is xthe stand-out. For the first time, we were treated to the classic line-up of Devoto, McGeoch, Adamson, Formula and Doyle. Resting in a luxurious gatefold sleeve was an album which transported the listener to a landscape of ethereal, seductive, chilling sound, overlain with Howard’s idiosyncratic vocals and tantalisingly cryptic lyrics.

         As the band split and the decades rolled on, Magazine faded from the public eye and memory – apart from a cult following of fans. Despite this, in 2008 there was only one band I wanted to write about …. and by a quirk of fate, upon making initial contact with Dave Formula, I discovered that there were tentative plans to reform the band and – to borrow a Devoto lyric – “the timing was right, but it was still a surprise.” Amazing.

         So here we have it. The story of a band. As told through the words of the people who were there. A story of two halves – or maybe four fifths and a fifth. Through a series of face-to-face interviews with band members, entourage and other musicians in 2008–09, and followed up in 2025, this book chronicles Magazine’s journey.

         The enduring appeal of the band and their continuing relevance to fans and musicians alike was confirmed by the response to their 2009 reunion tour. Alex Staszko, a familiar face to Manchester gig-goers through the decades, captures the mood of celebration when he says, “The first Magazine show back at Oxford was incredible. The ‘standing’ ovation they got after the first song was like nothing I’d heard before or since at a gig!”

          

         It seems there were never enough of us to lift them above cult status, but for some of us that’s the way we liked it. The money might have been nice. But legacy is better.  
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3
            Introduction

         

         Magazine was formed by Howard Devoto in 1977 and brought together some of the finest and most innovative musicians of the era in the core line-up of Devoto, John McGeoch, Barry Adamson, Dave Formula and John Doyle. Original and ground-breaking, the band had its roots in punk but had a greater emphasis on lyrical content while combining elements of avant-garde pop, funk and rock. Although achieving critical success in their four years together, commercial success largely eluded them. However, Magazine were and are a greatly respected and hugely influential band and their music remains fresh and relevant today.

         Magazine came together in Manchester and played their early gigs in the local venues which were still throbbing with the aftermath of punk. Manchester has often been referred to as a music city and the modern history of the place is inextricably tied up with the development of music in the area. Local musician, writer and lecturer CP Lee says, “It is uniquely placed in the history of popular music because it repeatedly jumps in feet first into great music, great scenes and on an international level. If you look very closely you can see the tracer bullets being fired throughout history.”

         CP Lee points to the influence of Jewish culture, Celtic elements and folk elements on the city’s musical identity, and in common with other historians he argues that music was an important part of the working-class culture. In the 1950s the proximity of Burtonwood, a base for the US Airforce, led to an influx of American jazz musicians feeding into existing groups in the city and by the end of the decade the influence of American recording artists like Muddy Waters led to the development of 4beat music and beat groups. By the early 1960s there were over two hundred live venues in the Manchester area. Although the city was overshadowed for a time by Liverpool with the success of the Beatles, venues like the Twisted Wheel and Band on the Wall gained reputations as some of the best places to play and hear live blues music.

         The opening of Strawberry Studios in Stockport put the north-west spotlight firmly back on Manchester as it developed into one of the busiest and most successful studios in the country. Peter Tattersall first acquired the studio in 1967 and it operated as Inter-City until 1968 when further investment by Eric Stewart (then of the Mindbenders, later of 10cc) brought about a revamp and a name change. Much of 10cc’s success was due to the fact that they were able to take their time recording, and experiment away from the pressures and financial constraints of the London music business.

         Although the studio was successful and acted as a magnet to bring bands to the Manchester area, the live scene had dwindled. An Act of Parliament – the 1965 Corporation Act, which came into force on 1 January 1966 – had put paid to many of the live venues as the city fathers feared a subversive influence at work on the city’s youth. In 1972, in an attempt to redress this situation, Victor Brox organised a meeting at the Bierkeller, which led to the founding of Music Force – a socialist organisation and musicians’ co-operative. The stated aim of Music Force was to help musicians take control of their destinies by providing transport, renting out PAs and helping out with advertising. CP Lee says, “There’s always been a tremendous musicians’ infrastructure here in Manchester that’s enabled the different movements or genres or waves of music to happen and to continue and carry on so that one builds upon the other.”

         The image of late 1970s Manchester has to some extent been shaped by the mythology that has built up around bands like Joy Division. Photographer Kevin Cummins’ celebrated images of the band were shot on a grey, bleak, snowy day in January 1979 on a bridge in Hulme. This image of Manchester was further 5romanticised by Anton Corbijn’s biographical film of the band, Control. Certainly 1970s Manchester was a typical post-industrial city with large decaying warehouses and some ill-conceived city regeneration projects. But it shared these attributes with many other large cities.

         Much has been made of the political climate at the time and its influence on the type of music that began to emerge from 1976. Campaigns like Rock Against Racism were set up as a response to an increase in racial conflict and the growth of white nationalist groups such as the National Front. Punk rock formed the soundtrack for the visual imagery of strikes, electricity shortages and rotting rubbish on the streets. Pronouncements from figures such as John Lydon that punk rock was a reaction to the oppressiveness of the system reinforced the relationship between music and political and social unrest. While this might be true for some people, Howard Devoto’s motivation for getting involved in music was personal rather than political: he once observed wryly, “In myself, I can’t say that I was feeling particularly great at that time – but what’s new?”

         The early to mid 1970s is also often described as something of a cultural wasteland, but although the music on the radio in the UK was dominated by glam rock bands and major groups like Led Zeppelin and Pink Floyd (who by this point seemed to represent the corporate face of rock) it was possible to look beyond that to the really vital music which led up to and pervaded this era. Speaking sometime later, Howard said, “There was some big elemental thing that happened with the Sex Pistols, but in terms of music there was a whole gamut of other stuff which I had liked, and which, in the realm of ideas, was not a totally different tin of biscuits – Leonard Cohen, Dylan, David Bowie” (Guardian, 25 February 2000).

         It is commonly acknowledged that it was the Sex Pistols’ legendary gigs at the Lesser Free Trade Hall, which took place in June and July in 1976, that brought together many of the personalities who were to go on to shape the immediate future of music in Manchester and beyond. Despite the extensive
6documentation of these two gigs, exactly who attended each one is unclear. It is beyond dispute that founder Buzzcocks’ members Howard Devoto and Pete Shelley were there – along with Steve Diggle – by virtue of the fact they promoted the gigs and played at the second. Among the thirty or forty people who showed up at the first were Morrissey, along with Peter Hook and Bernard Sumner (later of Joy Division and New Order) and Paul Morley who went on to write influential pieces about Manchester bands in the music press. Less clear is the attendance of Mark E Smith (The Fall) and Tony Wilson although they were present at least one of the gigs.

         Broadcaster, journalist and music fan Tony Wilson has been credited with having a massive influence over the development of music in Manchester in the late 1970s. According to photographer Kevin Cummins, “He was like a kid when it came to music. He believed in bands when no one else did, and was prepared to spend his own money, making things happen. He was the catalyst for everything that happened on the Manchester music scene from the 1970s” (Observer, 12 August 2007). Certainly, he was one of the few broadcasters prepared to give time to new left-field music talent on his cultural round-up show What’s On and the shambolic but iconic So It Goes.

         Many fans who have stayed with Magazine to the present day were first introduced to the band through the programmes Tony Wilson presented. Although What’s On was in reality a fairly mundane and parochial weekly round-up of local events, Tony Wilson transformed it into a slightly anarchic and whacky cult show – with a snippet from Magazine’s ‘Shot by Both Sides’ as its introduction. It ran for several years with its peak in the late 1970s. Along with the parrots, camels and Spiderman costumes that frequented the studio, Tony would always manage to shoehorn in a slot for one of his current favourite bands, probably much to the bewilderment of a large portion of the teatime viewing audience.

         Speaking to Andy Fyfe for Q magazine, shortly before his death in 2007, Tony said, “In 1976 Granada decided to do a 7What’s On music spin off, hoping it would be a network ITV show to rival Top of the Pops. We did one pilot and they went, ‘Well, it’s not a Top of the Pops rival but we’ll give you a late night series, and that was So It Goes’.” He continued, “Many things that people think were on So It Goes were actually on What’s On. So for example when I wasn’t allowed to have Blondie on So It Goes because the producer thought they were crap, I put her on What’s On and she did ‘Rip Her To Shreds’.”

         The first series of So It Goes had a fairly unremarkable line-up, but the last programme in the series came after Tony had attended a Sex Pistols gig. He remembered, “I went back the next day and screamed to my producer that we had to have this band on the show, it was the most exciting thing I’d ever seen. They said okay, but I had to take Malcolm the researcher to see them to make sure he liked the band too. I remember bright blue skies driving from Golden Square in Soho to the Walthamstow Assembly Hall, and walking into the hall at nine in the evening, still this bright sky, and into this completely dark hall, with 20 people watching in a semi-circle stretching across the whole hall. I soon realised that it was because John was gobbing and they were just out of gobbing distance.”

         Magazine featured in the Autumn 1977 series of So It Goes – along with the Jam, Elvis Costello and Iggy Pop. When Iggy behaved like, well, Iggy and Granada found itself in the position of fending off criticism from the network, the programme was pulled in December of that year. Although Tony was to go on to bring other music programmes to the network – including B’Dum B’Dum, the 1978 documentary about Pete Shelley and Howard Devoto and their respective bands – he was for a while bitter about the panning that So It Goes got from certain quarters. Speaking to NME in 1990 he said, “So It Goes was condemned by the entire daily, weekly and monthly press, with the exception of Chris Dunkley in the Financial Times and a second opinion in the Daily Mail. They hated me; they hated it; they hated everything! Once you’ve been that hurt, nothing can ever hurt you again.” 8

         Having rubbed shoulders with the musicians he was such a huge fan of, however, Tony wanted to be part of the scene that was developing. His enthusiasm which, legend has it, far outweighed his business acumen, spawned Factory records and later the infamous Hacienda nightclub. Together with Alan Erasmus he also founded Factory nights at the Russell Club – ostensibly a West Indian night club in the bowels of Hulme. For one night a week it gave a platform to the emerging punk and post-punk bands on the circuit.

         By this time original punk rock venue the Electric Circus had been shut down by the authorities. Initially a heavy metal venue in the rundown area of Collyhurst to the east of the city, it had been hijacked for ten months by the punks who needed a venue for their new music. Strangers to the area approached the place with some trepidation as captured by this young fanzine writer: “Never been here before, frikin’ hell what a dive. Area looks like Hiroshima a while back. Left the car two miles away (felt like staying with it). After queuing halfway back to Piccadilly… we got to the door. Only to find – that the joint was full. Somehow we managed to get in.” With its closure, however, venues like the Factory (Russell Club) were even more important in providing an outlet not just for bands from the north-west, but from other parts of the country too.

         In these pre-internet days the importance and power of the music press was paramount. It has been calculated that in the mid-1970s the combined readership of music papers was two million. Speaking to musician and writer John Robb in 2006, John O’Neill of the Undertones says, “I cannot emphasise how important the NME was from 1974 to 1977. It was the highlight of my week. I was buying the NME and it was a lifeline. I was checking out who influenced who and where the music came from. It was impossible to hear these groups. I read about the Velvet Underground, and the only Velvet Underground record you could get in Derry was the one after Lou Reed had left.” According to Simon Reynolds in Rip It Up and Start Again, “The writers intensified and accelerated the development of post-punk 9music. The stark urgency and clean lines of the prose mirrored the music and the record cover art.” Local journalists and photographers like Paul Morley and Kevin Cummins ensured that the burgeoning Manchester music scene was well represented within its pages.

         The DIY ethics that those early Sex Pistols gigs engendered also manifested themselves via the written word in the many fanzines that appeared on the streets. As John Robb comments in Punk Rock: An Oral History, “The photocopier was king, with primitive fanzines, posters and flyers benefiting from the new, fast and furious, cut up montages of high energy art and stencilled graphics that became a punk rock staple.” One of the most famous fanzines was Sniffin’ Glue, but Manchester fanzines such as City Fun, Bombsite (Manchester and Liverpool), Printed Noises and Shy Talk all added to the punk literacy of the time.

         At the same time artists and graphic designers like Linder Sterling, Malcolm Garrett and Peter Saville were spilling out of Manchester Polytechnic and working hand in hand with the punk pioneers. Simon Reynolds writes, “The entire period looks like an attempt to replay virtually every major modernist theme and technique via the medium of pop music.” He observes, “The record cover artwork of the period matched the neo-modernist aspirations of the words and music … with designers drawing from Constructivism, De Stijl, Bauhaus, John Heartfield and Die Neue Typographie.”

         Richard Boon and Tosh Ryan were also important figures on the Manchester scene. Richard Boon ran New Hormones, Buzzcocks’ management company, while Tosh Ryan was a founder member of Music Force in 1972 and formed Rabid Records in 1977. But it was Geoff Travis at Rough Trade, in London, that formed one of the early conduits for the first punk singles. Once Buzzcocks and Spiral Scratch had set up the template for the punk DIY ethos, and paved the road for the decentralisation of the record business, Rough Trade played a vital role in facilitating the distribution of punk and post-punk records. 

         Pete Shelley, however, recognised the benefits of being 10removed from the London-based record business. Talking to John Robb he says, “I suppose it was good for us being in Manchester because we weren’t tainted by the rush to sign once record companies thought they’d buy into this music and sign up anyone they could. London was more media orientated than Manchester. In many ways it was less competitive and there was less to fight over.” He continues, “Because of Manchester’s early involvement [in punk] it was a place where bands from London would want to play.”

         In 1976, Manchester was second only to London as a bastion of punk. But by 1977, punk had already become a parody of itself and Manchester was establishing itself as a centre for bands which would later be labelled together under the banner of new wave (at the time) or post-punk; along with Magazine, bands such as The Fall, Joy Division and others made a massive contribution to the late 1970s/early 1980s musical landscape – which in Simon Reynold’s eyes rivals the fabled years of 1963 to 1967. He writes, “The post-punk era certainly rivals the 60s in terms of the sheer amount of great music created, the spirit of adventure and idealism that infused it, and the way that the music seemed inextricably connected to the political and social turbulence of the times.”

         On forming Magazine, Howard Devoto took with him the DIY and anti-establishment attitude of punk rock and the creative energy it unleashed, and harnessed it with a desire to do something more constructive and forward looking – and less self-limiting. Paul Draper, Magazine fan and the lead singer of 1990s group Mansun, says, “Magazine were the first to mix that keyboard punk rock sound with intricate arrangements and emotional, intelligent lyrics with the angry punk ethic.” For Johnny Marr, speaking on the BBC Radio 2 programme Spellbound: “Magazine stood out because they were slightly intellectual, they had the sound of their day, the currency of their day but they weren’t thrashing around on bar chords or in leather jackets and to anybody in the know, there seemed to be a good idea going on there.”11

         Although initially a product of the punk rock years, Magazine owed more to the bands that preceded the era, forming part of a lineage that runs from the Velvet Underground through Bowie, Roxy Music and what became known as Krautrock – and runs forward to the crop of current bands who have embraced both guitars and synthesisers along with an art sensibility and intelligent lyrics. In June 1978, Chris Brazier wrote in Melody Maker, “with its astounding brightness and modernistic vitality, its transcendence of and isolation from current trends, its sheer compulsive brilliance, Magazine’s first album takes up the stark white flame of Roxy Music, still arguably the best British group spawned by the 70s, and thrusts it firmly into an unsuspecting present.”

         Musician Norman Fisher-Jones (Noko) was a fan from the beginning. “The most exciting times for me were those John Peel years, the post-punk years where you heard fifty things every night that were just completely vital from experimental, Cabaret Voltaire, Gang of Four, heavy dub – and Magazine were one of the groups that were locked in with all that. They were one of the first bands that actually did have the best of every one of those elements. They were as heavy as any band, they were as musically adept as any progressive band, they were as noisy as any punk band and they were as intelligent as the literature I was just getting in to.” For Bob Dickinson, Magazine were “a catalyst for bands to cross over from one area to another in a very unselfconscious way”.

         Fusing the genres of punk, rock, funk and soul then, Magazine were, for many, one of the most experimental and innovative of the bands around in the late 1970s. Writing in Sounds in 1980 Dave McCullough said, “Along with PiL, Magazine are one of the few bands championing and trailblazing the effective use of synths and moogs.” Commenting after he had left Magazine, John McGeoch was also to say, “We were one of the first new wave bands to use synthesisers and when Numan emerged no-one gave us any credit for him ripping us off. We had an intense direction of no surrender which sadly didn’t come across 12– it wasn’t the kind of no surrender Sham 69 had, it just wasn’t fashionable. I can only say these things now I’ve left.”

         The individual members of Magazine were and are excellent musicians in their own right. Guitarist John McGeoch has been mentioned as an inspiration by such contemporary artists as U2, and Red Hot Chili Peppers’ John Frusciante has been quoted as saying that he taught himself to play “learning all John McGeoch’s stuff in Magazine and Siouxsie and the Banshees”. His guitar playing has been described as innovative, intelligent and distinctive, with Siouxsie Sioux adding, “He had that great drama in his music that was cinematic.”

         In their time together between 1977 and 1981, Magazine were never to achieve mainstream success. John McGeoch reflected later in life, “Magazine were always a connoisseur’s choice. We broke new ground, we set the tone for the next twenty, thirty years, but we never made much money.” They were impossible to pigeonhole, and the music press and wider public didn’t get them. They were, however, very influential. John Leckie, who produced both Magazine and Simple Minds, says, “Magazine was the inspiration for Simple Minds – along with other bands. In a way Simple Minds kind of mimicked what they were doing. There was a merging of the guitar and keyboard sounds. Charlie Burchill was looking to John McGeoch in the way he used his guitar.”

         Paul Draper of Mansun became aware of Howard Devoto and Magazine when he was a teenager and says, “I loved the use of guitar riffs and keyboards along with the rhythm grooves. It was a template for what I wanted to do musically.” The members of Radiohead have long acknowledged the influence that Magazine had on their own musical development and sound. Writing recently on their official website, Jonny Greenwood said, “It’s about time they got recognised for their song writing (which informs so much of what Radiohead do – no guitarist inspired me more than John McGeoch), and live performances (which we were too young to have seen).” John Leckie feels that he got the opportunity to work with Radiohead on their album 13The Bends because the band were so impressed with his work on Magazine’s first album.

         Influenced by his older sister, Colin Greenwood of Radiohead first got into Magazine via the third album The Correct Use Of Soap. He says, “I remember buying Secondhand Daylight from Banks Records in Norwich when I went to visit relatives and listening to it on my grandfather’s record player in King’s Lynn. I remember ‘Permafrost’ and thinking this is quite heavy and kind of dark but I preferred the more poppy, obvious stuff on The Correct Use Of Soap”. According to Colin, the best thing the band ever recorded, because of its energy, was the live Shot By Both Sides recorded at the Russell Club. He says now, “That 12-inch was the most important record for us in our house.”

         As well as loving the soul influences in The Correct Use Of Soap, and the imagery, Colin was attracted by what he describes as “the combination of punk rock and opera – the histrionics, the ambition, the nihilism and romanticism.” He was also fascinated by the dynamics of the key players in the band, “My impression of the band is that there are a lot of strong personalities because they’re all such good players.” He refers to “the sense of disaffection from Howard that came off every interview” and says, “I find those things interesting because I can draw comparisons with my experiences of being in Radiohead – seeing how a character can commit to working with musicians and perform in front of an audience but at the same time not wanting to engage with anyone in the media or press outside that forum that they’ve chosen to perform in.”

         As he grew up, Paul Smith of Maxïmo Park was aware of Buzzcocks but had yet to fully explore Magazine’s music. It was in the early days of his own band that he was introduced to them, as he relates: “Just before we got signed, a guy gave us £500 to get 300 copies of our first 7-inch printed up. He was an old punk and he was a big fan of the band. I remember him saying, ‘You sound a bit like the Monochrome Set’. After watching us live a few times he said, ‘You remind me a bit of Howard Devoto.’” This prompted Paul to actively seek out Magazine’s music and 14he bought The Correct Use Of Soap – “probably because it was on offer in HMV”.

         He says, “The first song – ‘Because You’re Frightened’ – you’re straight in there with a classic. I remember thinking this is a great band that has something extra. They’re enigmatic – there’s not much information, the band aren’t on the front cover… When I listen to Magazine as I’m walking round the streets I’m aware of this kind of alienation from other people. We’re all inherently apart from each other and what I like about Magazine’s music is this acceptance of this apartness, this otherness and when I walk along the streets it chimes with what I see. I associate Magazine’s music with built up areas. It doesn’t depress me – it makes me feel stronger.”

         As well as admiring Barry Adamson’s bass playing, Paul was seduced by the charisma and power of Howard Devoto’s performance as a frontman (albeit only transmitted to him through the medium of YouTube) and it is something that he aspires to in his own role as frontman of Maxïmo Park. He says, “In Newcastle especially, from the beginning, what we were doing stood out from most people, because it was pop but it had an edge to it and an aggression. From the very first gig, when we played live I tried to get in the face of the audience rather than allow them to have a comfortable evening watching a band nodding along. That’s the sort of thing I’d rather not waste my time on.”

         Paul Draper says, “Magazine are one of the most influential bands ever from the UK and always will be. Music goes in fashion circles and today’s new wave influenced bands that came to prominence after Interpol broke big prove that Magazine’s sound and influence will be regurgitated round and round forever. But the thing is – they were the first to do it and that is fixed in UK music history and the band’s legacy will get bigger and bigger. Magazine’s influence is all over today’s music – just listen to White Lies, Editors etc, etc, dark, brooding, intricate, emotional driven rock.” John Leckie also recognises a revival of sorts of Magazine’s “sound” in a crop of ands combining guitars and electronics.15

         It is clear that Magazine’s music has stood the test of time – as it was always intended to. While the band might have liked more commercial success (not necessarily equating that with a trivialisation of their music – as Howard said in 1977, “You can be on billboards and still go straight to people’s hearts”), the band remain proud of what they have achieved. As Dorian Lynskey wrote in Q magazine in January 2009, “Their commercial failure seems not just unjust but irrelevant when you consider how snarlingly vital their best work sounds today.” It seems that Dave Formula’s positive assertion through the years of “It will out!” in reference to Magazine’s music, finally fulfilled its prophecy.
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         The Band

         The definitive Magazine line-up of the late 1970s comprised Howard Devoto, Barry Adamson, John McGeoch, Dave Formula and John Doyle. The core of the band either grew up in or had connections with the city of Manchester, but each brought different influences and experiences to bear on Magazine’s sound. During the lifetime of the band, other musicians came and went and made a contribution to the band’s recorded and live output.

          

         One of the original members of the group was drummer Martin Jackson. Martin was born in Manchester on 30 August 1955. Although his parents were not musical, his older brother and sister were responsible for much of Martin’s early music listening. Sleeping above their rooms and hearing them play their collection of Beatles, Nina Simone, Herb Albert and other 1960s pop classics is an early memory. Martin says, “I took up drums, because everyone else I knew had the other instruments, so I kind of fell into drums, rather than choosing them. Music was what I was driven to do.”

         Starting out as a Beach Boys fan around the age of seven, Martin progressed to exploring the music of Fleetwood Mac, Hendrix, Cream and Dylan. However, he says, “The real turning point for me came with the discovery of the MC5 and the Stooges on import, which then led me to the New York Dolls. Their gig at Leeds University was a very influential moment. I then got into Bowie and early Roxy Music and then into Can – whose drummer Jaki Liebezeit was a big influence.” While still at school and doing A levels, Martin started recording and playing with the Freshies; the track ‘Washed Up’ (later released as part
18of an EP) was recorded in Martin’s bedroom. He also played in a funk and soul band called Essence, who opened his ears to the music of Sly Stone, Isaac Hayes and dub, and later still, he played in a rock band called 8.5.

         Another original member, keyboard player Bob Dickinson played just three gigs with Magazine but his legacy lives on in the contributions he made to some of their early tracks. Bob was born on 12 June 1955 and was raised in Bury, Greater Manchester. From an early age he was interested in exploring how sounds were produced and manipulated and was unafraid to push the boundaries of what could be achieved experimentally. A continually enquiring mind led him to pursue different avenues around his music making. Around the age of eleven he began to learn to play the violin (and later, the piano) and became interested in not only how violins were constructed but the whole genre of medieval music.

         In his teens, while his friends were immersed in the world of progressive rock and attending King Crimson concerts, Bob was listening to classical and experimental music. He describes Wagner as being “the first music I listened to which sent shivers down my spine”. Hearing Polish composer Krystoff Penderecki’s Concerto for cello and orchestra on Radio 3 opened his ears to the possibilities of avant-garde music. Inspired by John Cage’s use of chance techniques to write music, he made his first foray into the world of avant-garde composition by throwing a pin randomly at a piece of white paper and marking the places where it fell.

         In 1973, Bob went to Sheffield University to study music and, more specifically, composition. With the help of a grant from Yorkshire Arts, Bob set up a new music cooperative, putting on pieces by now internationally renowned artists such as Terry Riley and Philip Glass. The three members of Sheffield-based band Cabaret Voltaire were frequent visitors to the university’s electronic music studio and Bob became friendly with them, collaborating with them on various multimedia arts events. Around the same time, at the behest of Dick Witts – later of the Passage 19and an influential figure in Bob’s early musical career – he wrote a piece for the International Festival of Mixed Media in Ghent.

         Bob was always at his most comfortable when composing and admits he often felt uneasy working with other musicians. “I’m working in this classical music area but I never felt comfortable with classical musicians. I never really felt comfortable with rock musicians either – even when I was working with Cabaret Voltaire, it was very much like an anthropologist observing these other people – I’m taking part in this strange ritual but as an outsider, never getting fully involved. I think that’s why I did the composition.”

         Bob went on to do a doctorate at Keele University, looking at spatial aspects of electronic music. At the same time he was working on various projects with Dick Witts. In July 1977, they did a five-hour performance together at Peterloo Gallery, Manchester – based on a piece of experimental music by Gavin Bryars (and released a year earlier by Brian Eno) called The Sinking of the Titanic. It was at this point that Bob had his first exposure to punk rock, as Dick Witts – despite being a percussionist whose CV included working with the world renowned Hallé Orchestra – was a fan. By this time, the Manchester Musicians Collective was under way and held regular meetings in the basement at North-West Arts, where musicians from all genres – including fledgling punk bands like The Fall – found themselves under the same roof.

         With Bob’s background listening to, composing and playing classical and avant-garde music, punk rock seemed an unlikely next step. Apart from Brian Eno’s Another Green World and the experimental end of the Velvet Underground – especially the chord mantra of ‘Sister Ray’ – rock music in general had had little impact on his musical development. Having been introduced to the music of The Clash and The Fall, however, Bob began to make connections between the simplicity and rawness of what he was hearing, and the music of John Cage and the experimental minimal music he was producing. “I wasn’t coming to punk through a rebellion point of view, I was coming at it very much 20from having an interest in minimalist music. Part of my research at Keele looked at the music of Alvin Lucier – incredibly simple music – anybody could do it. This is what punk was about – it was ‘do it yourself’. That’s what appealed to me about it.”

          

         Paul Spencer and Robin Simon both had brief stints in the band, playing drums and guitar respectively. Paul was born in Clacton-on-Sea on 13 July 1955. From a showbusiness family (his father was a magician and his aunts ran a dancing school and sang cabaret), he decided quite early on he wanted to become a drummer. Pirate radio held a particular fascination for him growing up, as Radio Caroline periodically broadcast just off the coast near Clacton. On leaving school, he took a job with a shipping company and played in a lot of “very uncool bands”, learning how to make a living as a drummer. It was while he was playing in a Birmingham show band that the chance came to play with Magazine as a replacement for Martin Jackson.

         Robin (né Robert) Simon was born on 12 July 1956 in Halifax and has an older brother Paul, who has also followed a musical path. The first gig he attended was Pink Floyd at Leeds Town Hall and he counts among his early influences Captain Beefheart, The Velvet Underground, David Bowie (from the Mick Ronson era), Neil Young, the MC5 and Robert Fripp. He says, “I was particularly inspired by meeting Ian Dury when he visited Halifax with Kilburn and the High Roads.” Later influences included Television, the Ramones, the Sex Pistols, Roxy Music, Gary Numan and, of course, Magazine and Ultravox.

         Both Robin and his brother began their careers in music forming bands in their home town – as did Billy Currie, later to join Robin in Ultravox. The brothers toured the UK with Limmie Funk Limited but in 1976, they found themselves in London, at the heart of the punk scene around the Roxy Club and the Vortex. Together with Ian North and Martin Gordon (Sparks) they formed Radio, later renamed Neo. In 1978, Robin joined Ultravox, leaving along with John Foxx during their 1979 American tour. He remained in New York, returning to England 21in 1980 to take his position in Magazine as replacement guitarist for John McGeoch.

          

         Ben Mandelson also took up the mantle of guitar player with Magazine, for their fourth studio album Magic, Murder And The Weather. Ben was born in the Everton area of Liverpool on 6 October 1953. His dad played drums at university and he grew up in a family that derived great pleasure from music, but which wasn’t musical – a fact that Ben feels was relevant to his later career. Ben’s older cousin – Sydney Torch – was a famous cinema organist before the war and gained further recognition as a band leader on the BBC flagship programme of the 1950s and 1960s – Friday Night Is Music Night.

         While Ben was at school he had piano lessons, but perhaps lacking the attentiveness to detail required to understand the disciplines of music at the time, he was not particularly successful in this area. Ben developed an interest in African music from an early age – an interest which has inspired him and sustained him throughout his musical career. Hearing Congolese guitar player Jean Bosco Mwenda (recorded by seminal African record producer Hugh Tracey) on the BBC was an early influence. Although few of his friends shared this interest, Ben began playing guitar and actively seeking out “African feel” music.

         On leaving school, Ben began a psychology course at Bolton Institute of Technology, which is where he first came into contact with Howard Devoto. “Howard and I were new boys on the same day and became very pally. We did lots of artistic things together – made up pretend magazines, enjoyed music together and just generally hung out. We might have made some noise together – sort of squeaking – and got in with the same crowd.” Ben’s interest was very much what he describes as “avant-garde, hard-core folk and free jazz”. He introduced Howard to these genres. Howard enthuses, “Ben is absolutely the top at that – he knew world music backwards before most people knew where Africa was on the map.”

         Ben continued to play guitar in a variety of folk-orientated 22groups and fuelled his musical passion by travelling down to London on the overnight bus to attend concerts and spending his grant money on music and second-hand books. Abandoning his college course midterm, he returned to Liverpool and continued playing in bands – one of which became Amazorblades, who signed a record deal with Chiswick Records. By 1977, Ben was based in London and touring constantly and punk rock was becoming part of the musical landscape. Although Ben was not part of that scene, he recalls, “I was a bit curious – and it encouraged us to play faster and louder. That was fine – I liked the attitude.”

         In vogue with the times, Amazorblades spawned a power pop offspring in the shape of the Blades – “basically us as a quartet but with short hair and matching shirts – very cute.” After this band had run its course, however, Ben partook in a series of “weird little day jobs”, finally earning some money by playing in a theatre band with Ray Burnside. This enabled him in late 1980 to take himself and his fiddle off to the States to discover the world of American music. It was as he returned from this trip that he discovered that his old friend Howard, and his by now well-established band Magazine, were without a guitarist as they prepared to record their fourth studio album. The timing was fortuitous.

          

         John Alexander McGeoch, the original and definitive Magazine guitarist, was born in Greenock, Scotland on 25 August 1955. He and his younger brother Bill were born into a household that revolved around music – especially orchestral and dance music. John looked up to his father who played piano accordion, and he would often go and watch his uncles play in their dance band. John and his brother had piano lessons and Bill was in fact the first to take to the guitar, at around seven years of age. John started playing guitar after receiving one as a twelfth birthday present and had private tuition playing mainly classical music. John’s family remember him as being shy about his talent and performing in front of others although he did eventually 23make his stage debut playing ‘Edelweiss’ on acoustic guitar at the school Christmas party.

         When he was fourteen, John saved up and bought his first electric guitar – a Commodore – for £25 (he was still using it at the time of the first Magazine gigs). Speaking to journalist Lynden Barber in 1980 in an article named The Correct Use Of Vinyl (International Musician) John said, “When I was fifteen or sixteen I used to listen to Hendrix and learn his stuff. As a result of that I’m very conscious of not playing standard rock ’n’ roll licks, I don’t allow myself to do that. But it’s almost gone the other way, a humorous thing; I like sticking in rock ’n’ roll things just as a joke. I don’t like blues-style guitar playing simply because everybody does it. I do work out solos, I don’t indulge, I try and write them as melodies almost, not as exhibitions of how good I am at playing guitar.”

         John played for a while with local outfit 2D Sparklers (later known as the Slugband), performing the hits of the day and covers of Free and Cream classics. At the age of sixteen, however, he moved with his family to Essex, where John attended college. Friend Joe Barry remembers, “I met him on a bus. We were both at Redbridge Technical College. He looked quite striking because he had quite long hair – very colourful looking. We were all kind of hippies then.” Joe remembers mutual friend Ciaran Harte as being a big influence on John’s playing – along with guitar teacher Mark Knopfler, who “pushed on John’s technical ability.”

         John moved on to do an art foundation course at Thurrock while earning some money working at the local psychiatric hospital. Joe says, “By this time we’d all moved from being a bit hippy to being a motorcycle group. We all had bikes although John’s bike always seemed to be off the road. John was into martial arts – he had a slightly machismo edge to him.” His interest in and talent for art then led him to take up a course at Manchester Polytechnic, studying fine art. The move coincided with the emergence of punk rock as a musical and social force, and John totally immersed himself in the city and its culture. 24John moved into a flat in student land, sharing his space with Malcolm Garrett, who was studying at Manchester Polytechnic. The social circles that he was moving in made it inevitable that he would soon cross paths with Howard Devoto.

          

         Barry Adamson was born in Hulme, Manchester on 11 June 1958 and grew up in the neighbouring area of Moss Side. His sister was nine years older, so to Barry it felt like he was growing up in a house full of adults. His dad was a very keen jazz fan, but didn’t play – unlike his own father who could pick up any instrument and play. Barry says, “For some reason I took that as a bit of a challenge. It was something I could be that my father would respect – something he couldn’t do himself. I guess I took that mantle.”

         Barry’s first instrument was a set of claves – a percussion instrument that he’d first heard on the Elvis Presley record ‘It’s Now or Never’. He says, “My dad heard me listening to it and pointed out this really odd little rhythm amongst the whole thing. The sentiment of the song for some reason really resonated. He was a woodsman at a company that made huge barrels for cable. He carved out a set of claves and brought them home one day – they even had the same tone! I really thought I was destined to be a percussionist or drummer then. I was obsessed with getting a black shiny Premier kit – I even carried the brochure around in my back pocket. I had a set of pots and pans and I could play the drum solo from the Jet Harris and Tony Meehan song ‘Diamonds’, which I’d solely learned to impress my parents in the hope that they would buy me a kit. Which never happened – but funnily enough I have the reissued 1974 black sparkly Premier kit in my studio now!”

         A record that was a big influence on Barry was Late Spot at Scott’s by the Tubby Hayes Quintet. He says, “It just pulled me in – it was jazz but it was British, so I could relate to it.” Something else that he could relate to was his sister’s obsession with all things pop – she was a big fan of The Beatles and The Rolling Stones along with the burgeoning Tamla Motown scene. “All the time I 25was tuned into what my family were listening to – I hadn’t really found anything of my own yet.” As a young teenager growing up, Moss Side felt like a great place to be. “In those days there was music pumping out from the basements and shebeens. As a youngster it felt great being able to go into these shebeens and dance through the night listening to all this great music.”

         At the same time he was going to concerts at the Free Trade Hall (David Bowie, the Groundhogs, Hawkwind) and attended his first outdoor music event. He recalls, “When I was thirteen or fourteen, I went to a festival in Buxton. At the time I was incredibly impressed by The Alex Harvey Band. They looked odd for a start because of what they were wearing and the guitarist had white clown make-up. They played this sort of blues, but it had an edge to it. I remember them doing this song – ‘Framed’ – and it had a classic jazz phrase. That was the only thing I can remember apart from the weather was terrible and me and my mates slept in a ditch and got trodden on by Hells Angels!”

         Growing up as a child from a mixed ethnic background, Barry felt a certain sense of displacement, which was compounded by the way he viewed the world. “I wore it a bit like an alienation badge of honour – being an outsider and therefore being able to plug into outsider things. It was fantastic being able to read Sartre and say, ‘I get it.’” He continues, “It was different for me, as a teenager, to be into ‘white rock’, but I kind of understood what was going on. There’s a sense of alienation in that kind of music anyway. I’d sit at home waiting for Alice Cooper imports to arrive from America. The hidden terror, alienation and loneliness, along with the drunkenness and haphazardness, was what I tapped into.”

         Barry had a couple of violin lessons at school, but a combination of a square jaw and a less than sympathetic science teacher (whose lessons he was missing) put paid to any further advancement. At around fifteen, he finally got his first guitar. “I watched Top of the Pops obsessively and tuned into who was playing which make of guitar or bass. I was crazy about the record ‘Radar Love’ by Golden Earring. The guitarist had a Dan Armstrong Plexiglas 26guitar and I told my parents, ‘Please – I need – I must have that guitar.’ I think they bought it for my birthday.”

         The guitar lasted little longer than the violin, as Barry was put off when he couldn’t immediately play the instrument well. Although his schooling was still full of musical and artistic connections, a career in music seemed unlikely. He took art at A level and seemed destined to be a graphic designer – with an interest in designing record sleeves. The baking hot summer of 1976 saw Barry at Technical College doing Art and Design, but also being exposed to and excited by the music of Buzzcocks, The Damned and The Clash – all of whose concerts he attended. He recalls seeing Buzzcocks play at the Lesser Free Trade Hall: “Suddenly I’d gone from seeing Led Zeppelin in a huge environment to standing at the bar next to the Buzzcocks and them walking on stage and playing their set. I was completely blown away and I felt I understood every nuance, every tick, everything.”

          

         Dave Formula (né Tomlinson) was born in Whalley Range, Manchester on 11 August 1946. He grew up in a musical family; his grandmother sang contralto at concert parties in the 1920s and 1930s while his father, who worked for the Gas Board by day, was a pianist and semi-professional musician by night. Dave recalls that when he wasn’t out playing with dance bands in and around Manchester he would play every evening in the family home. The radio formed a backdrop to family life and relayed the popular music of the period – a strange mix of pre-rock ’n’ roll standards (Perry Como and George Shearing) and early pop music (The Shadows, The Beatles).

         In common with many youngsters growing up in the pre-television era, Dave had piano lessons from around the age of nine – at the home of a woman who lived nearby and taught both piano and accordion. Dave remembers his tutor as having a creative approach to her teaching, making use of popular music to keep her young pupils interested and being careful not to put them off with too much theory. The first band Dave saw live was The Shadows, while his interest in jazz was nurtured by trips 27with his dad to see Duke Ellington and Count Basie play at the Free Trade Hall. Along with his musical aspirations, Dave developed a love of theatre and as a teenager joined a youth theatre in the city, throwing himself into a variety of roles, including Shakespeare.

         At the same time Dave was mixing with a different set of friends and beginning to feel some of the excitement engendered by the early strains of the Merseybeat drifting across from Liverpool. His desire to play music was heightened by his experience of sitting in with the band attached to the theatre company – playing at the Saturday night dance socials. Inspired, he and his friend Tony Cassidy decided to put together a band for a show they were both appearing in. Perhaps partly due to the moniker they attached to themselves – The Satanists – they attracted some unexpected early press coverage. A review in the Manchester Evening News (referring to the traumatised youngsters in the audience and associating The Satanists with the new, unfamiliar music) ran the headline: ‘Toy Soldiers retreat – it’s the Mersey Sound!’

         Dave left school at sixteen and, along with the other “Satanists”, took up a series of casual jobs to support himself. Time spent playing in more commercial bands earned them all enough money to be able to concentrate on developing the musical identity of their own group. Thus The Satanists became St. Louis Union and Dave had his first taste of musical recognition. An R ’n’ B soul group, St. Louis Union first came to widespread attention when they won the Melody Maker National Beat Contest in 1965. (Unknowns Pink Floyd were unplaced.) By all accounts the evening was a riotous affair, but St. Louis Union emerged with an enhanced reputation, a Decca recording contract, an appearance on popular TV programme Thank Your Lucky Stars, a Hammond Organ and lots of new clothes.

         St Louis Union’s success continued with an appearance in the film The Ghost Goes Gear alongside such luminaries as The Spencer Davis Group. They were a popular act, particularly in the Manchester area, and were virtually the house band at The Twisted Wheel beat club. They became part of the mod soul scene 28and were contemporaries of The Animals, Long John Baldry and a young Rod Stewart (playing with him when a member of his band, The Soul Agents, fell ill) – and they played four dates supporting Otis Redding.

         It was possibly a wrong tactical move on the part of their agents Kennedy Street Artists that inadvertently put paid to a promising career. The real musical identity of the young band was compromised when they were persuaded to cover the Beatles’ song ‘Girl’. Despite this leading to TV appearances on Top of the Pops and Thank Your Lucky Stars and a chart hit, it was the B-side cover, ‘Respect’ (Otis Redding), that gave more of a clue as to the band’s influences and ambitions. As Dave muses now, “In a way that decision really killed it for us. We were too naïve.” Although other singles were recorded – including a Bob Seger song, which apparently has become something of a cult classic in America – the band never recovered and by the age of twenty, Dave began to think that his pop career was over.

         Dave fell back into a series of musical odd jobs and led a fairly soulless existence, feeling that he was destined to be nothing more than a musical journeyman. For a year he worked for the Mecca organisation at Tiffany’s, playing a series of covers among the fake palm trees. Then despite his previous less than positive experience he renewed his links with Kennedy Street Artists, forming a four-piece band that the agency used to back different artists. A highlight of this period was being asked to play with Jimmy Ruffin. Rubbing shoulders – albeit briefly – with one of the leading exponents of soul music and having a small connection with the world of Tamla Motown was inspirational.

         An involvement with Strawberry Studios in Stockport, eventual home of 10cc, came next. This was followed by stints playing keyboards for different projects before finally settling down for a period with the band Ankh (named after the Egyptian symbol of life). Then, in 1974, Dave was offered a job playing in the band with the musical Hair. He travelled to Portugal and Spain with his Fender Rhodes piano, checking it in at customs under his own steam. His father’s serious illness, however, led to him 29returning once more to Britain.

         In a way the subsequent death of Dave’s father acted as a spur for what followed. Determined to refocus and get his career back on track, he joined a band called Giro – in Dave’s words “almost a pre-punk band” – featuring the vocals of Paul Young, who later had some fame with the band Sad Café. From the rougher side of the tracks, Giro played a mixture of Dr John, The Meters and Bob Marley. They had an anarchic quality to their music and their approach to playing, and their inbuilt gang mentality was liberating for Dave. At the same time, he was listening to a lot of jazz – including musicians like Miles Davies, Joe Zawinul, Chick Corea and Herbie Hancock – along with the hugely inspirational Sly and the Family Stone.

         Although music was experiencing a bit of a lull around this time, a small scene was developing in Manchester in which CP Lee was a key figure. CP Lee played initially in a band called Greasy Bear – a sort of Manchester version of Mothers of Invention. Later CP Lee took this one stage further with the parody band Alberto y Lost Trios Paranoias, and Dave would later play keyboards on one of their albums. Tellingly, Martin Hannett, soon to make his mark as a producer, was mixing in the same social circles, ostensibly as a bass player, and it was around this time that Dave first came into contact with him. An unlikely episode followed whereby both men accepted the offer of a week’s work as backing musicians to the cabaret act Faith Brown. As an inexperienced bass player Martin struggled, and the rudeness of his employers led to the pair walking out – and, no doubt, cemented their friendship. The awfulness of this period was probably matched only by Dave’s stint working in a holiday camp – where he was sacked for being a subversive influence!

         Meanwhile the band Giro, which was to have been Dave’s lifeline, imploded in a sea of volatility. Fortunately, it was by now 1976 and punk was on the horizon. Dave was intrigued by adverts for the Sex Pistols, and bands started to come up to Manchester flying under the banner of punk rock. Dave spent 30time in venues like Rafters, taking photos of early gigs. Sham 69 was one of the first punk bands he saw – the audience fascinated him much more than the band and he began to feel some of the intrinsic excitement and sense of a movement. His friendship with Martin Hannett, who was by now producing bands, meant that he was one of the first people to hear the raw recordings of Buzzcocks. Martin sent him Buzzcocks’ Spiral Scratch along with a recording by Manchester band Slaughter and the Dogs, seeking Dave’s opinion on the merit of the two bands. He chose Buzzcocks.

         However, Dave says of punk, “Although I could see the excitement and the intensity of it and the regeneration qualities of it, I actually thought most of the music was pretty poor – it was just too basic for me. I could see why it worked but I can’t say I liked the music that much – particularly in the early stages.” Nevertheless, he was interested enough to watch when Martin called him and alerted him to the fact that the third gig of new band Magazine was being televised that night. Martin explained that they weren’t “punk” – but that there were “connections” – and they were looking for a keyboard player.

          

         John Doyle was born on 6 May 1959 and grew up in Denton, Greater Manchester. He and his older brother were encouraged to learn piano – although as John recalls, he didn’t share the same enthusiasm as his brother and gave it up after a few years. Attending local public school William Hulme’s Grammar, however, meant that music and drama were always on the agenda and within a couple of years John acquired his first drum kit and formed his first band. He was self-taught, his interest in drumming sparked by listening to groups like Free and Atomic Rooster. John admits that they never actually got out of practising in the upper hall – and that his band’s exploits almost caused its members to be expelled. “We were there one Saturday morning, making a hell of a racket, and the school bursar who lived on the grounds came storming up. Unfortunately, we were smoking as well, so it was a double whammy – we nearly got thrown out!”31

         John, however, was hooked and at a local pub he started to meet up with like-minded people a couple of years older than himself, which is when he got together with his next band. This band made more headway and started to rehearse at a pub near Belle Vue called The Midland. Performing covers on the pub circuit they went by a variety of names – the most memorable being Blue Angel, which as John jokes now, “sounds like a toilet cleaner.” It was while playing in this band that John realised that he wanted to get more involved in playing the kind of music he was listening to.

         In common with other members of Magazine, Alice Cooper was an early influence. John was impressed by the construction of the songs and the sense of theatre. “Then the DJ Johnnie Walker introduced me to Steely Dan. There was a progression then to listening to music that was more music-orientated – Little Feat, that kind of ilk – that I would consider funky. It was always the drums that caught my attention.”

         One of the first gigs John attended was Genesis at the Free Trade Hall (one of John’s regrets is that he never got to play there). With friends he would enjoy seeing bands such as Man, Budgie and Little Feat at local venues, but was less interested in the likes of Barclay James Harvest and rockier bands such as Led Zeppelin. Later, John became a massive fan of Prince: “Rhythmically he is outstanding and the construction of the songs totally amazing. Every beat and every hole just sits, perfectly. I don’t care if you like the music or not, you can’t fault the musicianship.”

         After the pub band he decided to join something that was more “self-penned” and he became a member of Idiot Rouge. “Another guy joined at the same time – he was a songwriter in the Graham Parker/Elvis Costello mould writing brusque, brittle songs.” Idiot Rouge wore drainpipes and delivered short, sharp songs with a social message. John combined playing in this band with his day job at the insurance firm for which his brother worked. He believed in the songs they were writing but didn’t seriously think his future lay in the music world – “that was 32something that happened to other people.” Fate intervened the night that Idiot Rouge took to the stage for what was to be their final gig before other band members put their musical ambitions on hold and went off to university. The gig was the Fresher’s Ball at Manchester Polytechnic in October 1978.

         John McGeoch, ex-student at Manchester Poly and guitarist with Magazine, was in the audience. And Magazine were in need of a drummer.

          

         Howard Devoto (né Trafford), who has one younger sister, was born in Scunthorpe on 15 March 1952. Two years later, his father’s job (legal and accounting for an oil company) necessitated a family move to Nuneaton, followed by relocation to Leeds in 1962. Howard describes his family as comfortably off.

         According to Howard his family were not particularly musical. A delve into the archives by a family member threw up nothing more interesting than a “philandering violinist in the Hull area” on his father’s side. Howard’s father claimed he could play piano by ear and indulged in some boogie-woogie style playing. The family invested in a piano in 1960 so Howard could have piano lessons; these he kept up until the age of around fifteen, and although he enjoyed playing he admits he “never really sparkled at it”. A family acquisition of some importance, however, was their first portable stereo record player. Howard remembers this came as a package deal with a small collection of EPs – a mixed bag of Kenneth McKellar, Hawaiian guitar music and the mandatory “screechy lady”.

         The first record he ever owned was a present for his ninth birthday. “It was my choice, so I was taken down to the local record shop in Nuneaton by my mother and given the run of the racks. Not for an album – no no no no – and I don’t think we knew about singles. They were behind the counter. It was EPs really – that’s what we got with the record player – so that was what we knew about. Initially I picked a Duane Eddy one. I didn’t like it much, so we took it back to exchange for a Shadows one. I knew the singles, but remember – we weren’t looking at 33the singles. I chose the Shadows’ first EP, which didn’t have any of the singles on. I got it home and it was one of the handful of very significant moments in my life. I remember thinking, ‘Oh – this is how life is supposed to feel. When I listen to this – this is how life is supposed to feel.’”

         Although Howard was exposed to the pop music of the time, sung by artists such as Adam Faith and Billy Fury, his preference was for bands that had a slightly moody, subversive element to them – hence his preference for The Rolling Stones over The Beatles. His dad took him to his first gig in 1963 to see Jet Harris and Tony Meehan who held more of an attraction for Howard than the clean-cut headliners, Gerry and The Pacemakers. To Howard’s great disappointment, however, Jet didn’t turn up – alcohol abuse having already taken its toll – and instead it was the Tony Meehan Combo (including John Paul Jones, later of Led Zeppelin). Apparently, there was a lot of discussion in the press at the time about audiences being paid to scream to create a scene – Howard’s overriding memory was of his dad craning his neck during the concert to see if the screaming was genuine or this was indeed true. Howard jokingly blames his continuing problem with the hearing in his right ear on his attendance at an equally high decibel concert in his teens when he went with this friend to see The Nice at Harrogate Opera House, supported by Yes.

         While Howard was at Leeds Grammar School, he got a band together with his friends, including Richard Boon, who went on to manage Buzzcocks. He initially felt deeply alienated from school, and it was only in his later years there that he met some people with whom he felt he had a connection. The Earnest Band was a play on the headmaster’s name and only actually played one gig – the Christmas Dance at school. Howard describes the band as a very amateurish Bonzo Dog Doo-Dah Band sort of thing. Although dismissing it now, Howard felt the band had some worth at the time, going so far as to send a tape (recorded on his reel-to-reel tape recorder) to the influential Radio 1 DJ John Peel. Peel responded by means of a Dandelion Records 34postcard with the words: “Makes a change from all that pseudo revolutionary stuff.”

         It was around this point that, according to Howard, “testosterone kicked into my existential confusion.” Or to put it more simply, in the words of his own mum, “You went haywire!” He began writing poetry, though he insists that he was “mediocre” at school, and even won a few school prizes for his work. His discovery of Bob Dylan in the summer of 1965 was a contributory factor, as was the influence of an inspirational English teacher who introduced him to the work of Dylan Thomas and Gerard Manley Hopkins. One line from Howard’s early poems surfaced later as a lyric in a Shelley–Devoto song: “He cries ’til the stars in his eyes are dead.”

         Unsure of what direction to take, Howard did a few “musical bits” with Richard Famous (later of the Poison Girls), writing a few songs and putting on one or two performances in Leeds. Equally he was toying with the idea of being a writer. Less than spectacular A level results meant that offers didn’t fall into his lap as easily as they might have done, so he took a year out after school and worked in a record shop in Leeds. It was during his time there that he discovered David Bowie when Hunky Dory arrived in 1971. Noticing the reference to Bob Dylan and Andy Warhol on the back, Howard borrowed the album and was hooked. He remembers, however, that for him, Bowie disappointed as a live performer – seeing him play St George’s Hall in Bradford in June 1972. Conversely Alice Cooper as a live spectacle was something that Howard couldn’t resist – the previous year he had travelled down to London to see him perform. “I enjoyed that gig immensely. Musically they were a bit sub heavy rock but at that time they did seem genuinely radical. When you’re that age it’s important to have your niche artists. ‘They’re mine, I’m really into this – you’re not? Oh dear …’”

         In the summer of 1972 Howard applied to do psychology at Bolton Institute of Technology. This he did for just over a year and a half, then “flaked out”. Once more Howard took time out, then returned to Bolton to start a new humanities course in the 35autumn of 1974. By the following summer, Howard was still on the course but had “had enough of the delights of Bolton” and moved out to live in Salford. He found a place in a house on Lower Broughton Road, owned by one of the tutors. Howard remembers his reasoning at the time: “Manchester was the nearest big city to me. Also this household was quite attractive to me – I was a bit in love with a girl in this household, so I was quite anxious to move in. She’d moved out by the time I moved in!” 

         It was around this time that Howard was listening heavily to The Velvet Underground and The Stooges’ album Fun House – but also music from a wide range of genres. Classical music remained an interest (Bruckner’s Eighth Symphony, Wagner’s Ring Cycle) and he was introduced to jazz (especially Miles Davies) and world music. He was later to say, “My inspiration for turning to music came from being angrily unhappy. Distressingly so. And from finding that virtually my only company in that distress was the Stooges’ records, which I played to death when I was at college. And they were so simple – the music was so simple – that I felt that it was at hand to do something similar.”

          

         Late in 1975, fed up with the musical diet he was being offered by bands he was seeing at college and in Manchester, Howard placed an advert on the notice board at Bolton Institute of Technology. “I had an idea to form a band,” he explained later, “I thought I could do something more exciting.” The mention of The Velvet Underground’s ‘Sister Ray’ in the advert attracted the attention of fellow student Peter McNeish (later to become Shelley). Howard and Pete began working on some ideas together and practising covers of songs by artists such as the Stooges, Stones and Brian Eno. At the same time, Howard became increasingly involved in the Manchester music scene, putting together gig listings for publications such as the New Manchester Review.

         But it was reading Neil Spencer’s seminal review of the Sex Pistols’ Marquee show in the New Musical Express (19 February 1976) that set a train of events in motion. Speaking to journalist Kieron Tyler in 2000, Howard remembered, “Pete read it. We 36were in the refectory at B.I.T. It mentioned they played a Stooges song and said, ‘We’re not into music, we’re into chaos.’ At that point we’d been trying for three months, not really getting anywhere, still doing cover versions. Somebody lent me a car that weekend, that’s when my life changed.”
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