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SEXUAL IDENTITY (an irrelevant 'truth of essence')

In his autobiography, Praying to the Aliens, co-written with his manager Steve Malins, Gary Numan mentions an American who had said the song Cars, was about coming out as gay.

He is almost certainly referring to the musician and gender theorist, Terre Thaemlitz, aka D.J.Sprinkles. In 1999, Thaemlitz produced a record of very free piano interpretations of Gary Numan songs - Replicas Rubato - accompanied by an essay outlining Numan's importance in his own life.

He describes how he first heard Numan's song 'Cars' when he was eleven years old and immediately had to have it (his first music purchase): 

'With some sleuthing I discovered that the song was not performed by The Cars, as I had first suspected, and eventually located a copy of Numan's record, The Pleasure Principle, in a Target discount store. The album was newly released and fully priced at $6.99, which was more money than I had saved for it. Without hesitation, I removed a fluorescent red "$3.99" tag from another record, covered the true price tag, and proceeded to buy it. And so my consumer relationship to music began with a lie at worst, an ambiguous half-truth at best, an exuberant deception in the name of self-fulfillment in any case. The Pleasure Principle.'

He continues:

'Throughout my teens I had an admittedly obsessive relationship with Numan's lyrics, spending hours at a time analysing and rewriting them, trying to map the sexual innuendoes and literary references which never seemed to coalesce into a single image. It was an obsession which led to my parents confiscating my records out of misguided concern for my mental well-being ...  

'Taken one song at a time, Numan's highly emotional and personal lyrics conveyed first-hand accounts of sexually deviant experiences. Grouped together, they contradicted one another's claims of sexual fixation and orientation, refusing traditional notions of the 'healthy individual' whose desires reflect a singular and stable personality. Numan's lyrics were also haunted by a reluctant awareness that this post-Glam schizophrenia of desire was conveniently fashionable, implicated in a music marketplace which both facilitated and undermined the sincerity of his first-person narratives ...  behind their thin veil of sci-fi robotics, the images portrayed in the narratives themselves provide informative documentation of Great Britain's policing of social deviance and Gay male desire during the late 1970s and early 1980s ...

'In particular, the visibility of Gay male sexuality and cruising in public parks became a target of violent police actions aimed at entrapping and arresting Gay men. The potential for seduction by undercover police officers sympathetically soliciting sex from other men was captured in the opening lines to the first track of Numan's premier, self-titled album with Tubeway Army:

'Flow my tears'

The new police song

The slogan of peace is

'You must live'

They've got me

And I'm one of them

- Listen To The Sirens, Gary Numan (1978)

Numan's use of "they" and "them" as terms of both association and opposition (which I associate with "police" and "Gay men" respectively) conveys an environment of suspicion, deceit and self-fear which for many men plagued all Gay interactions. The theme of police entrapment appears in several other songs as well, but perhaps none more overtly than the 1979 hit, Praying To The Aliens:

A random pol' check

'Do you ever think of women'?

They broke him down

Into a torn old queen

Living somewhere between

Dead and dying

There are no more

Do you begin to see?

The corner of my eye

Could give me away

Isn't it strange

How times change

I can't imagine

Living any other way

- Praying To The Aliens, Gary Numan (1979)'

And thence to Cars:

'Amidst the policing, however, there was one form of cruising which Numan favored as 'safest of all':

Here in my car

I feel safest of all

I can lock all my doors

It's the only way to live

In cars

Here in my car

I can only receive

....Will you visit me please.

If I open my door

In cars

- Cars, Gary Numan (1979)'

Not exactly coming out as gay, but about gay cruising:

'much to my own disappointment and continued surprise, I have yet to encounter a thorough analysis of 'Cars' as a portrayal of soliciting a drive-by hand job (or blow job if you like) - territory for discussion which seems particularly fertile given the song's ascension into history through disco culture.'

Taking 'Cars' by itself that may seem a little farfetched and Numan himself gives a very different account:

'It was just about the fact I was nearly beaten up once. I was in traffic in London once and had a problem with some people in front. They tried to beat me up and get me out of the car. I locked the doors and eventually drove up on the pavement and got away from them, scattering people as I went so it’s kind of to do with that. It’s just about the fact that I like staying in cars rather than getting out of them and the fact that when you are in the car you can lock all your doors and drive away at a moments notice.'

But that doesn't quite account for his invitation to visit him in his car. In a wider context there are several references in Numan's songs to cars and taxis as places in which sexual activity takes place:

'The driver wants to touch me

He mentions all the old cop bullshit

I try to back away

But he's so strong I just can't move

Maybe I don't want to anyway'

('It must have been years' from Replicas)

'Today it's in a taxi

By the station and it's raining

And I wonder how they all made it before'

('Do you need the service?' Bonus track on Replicas originally on the B-side of the 12" version of 'Are "Friends" Electric?')

'Boys watch from windows tonight

I'm not surprised to see you waiting here

You keep them in business just supplying you

Get in the car I've something to say.'

('Night Talk' from Dance)

'I remember one girl

She'd only make friends in expensive cars'

('Devious' from Metal Rhythm)

'I'm in a car

And I'm over you

I'm a passenger

And I'm over you'

('America' from Metal Rhythm)

'In a car

On the floor

Up against the wall

With a friend or two

Someone to watch it all'

('Young Heart' from Metal Rhythm)

'I like romance when it's in my car'

('My World Storm' from Outland)

Numan is generally anxious to downplay the homosexual content of his early work, or at least to dissociate it from his own feelings and experience. He describes how as a young Marc Boland and Glam rock fan he liked to dress fancy, dye his hair, wear make-up and used to frequent gay clubs because that was where you were free to do such things.
 But as Thaemlitz summarises it: 'Club owners, managers and ticket agents commonly attempted to solicit sexual favors from Numan and his friends in exchange for passage through the doors to self-expression, all of which framed his early days as a performer. As Numan recalls, "The seediness of those situations left an impression which I used in songs for years afterwards and certainly used on Replicas.... In the songs I exaggerated these experiences, invented some others, set them in a scary, futuristic scenario and wrote about them as if it was all based on first-hand knowledge."'

But Thaemlitz isn't trying to prove that Numan was 'gay'. He is after all an 'anti-essentialist': 'Numan's fascination with reinventing himself by stepping into various personas - Gay, Straight, Bisexual, Transgendered, Whore, John, Pimp, Dominatrix, Alien, Punker, Glammer, Femme and those ever so awkward attempts at Butch. Having spent my teens scouring his lyrics for some key that would unite these disparate identities in both his music and myself it would be years before I could comfortably consider that no such unification of identities was required ...'

A COHERENT NARRATIVE?

I, however, imagine, rightly or wrongly, that I do detect something of a coherent narrative in his early lyrics. It goes something like this. A teenager is seduced by an older man he considers to be his 'friend', who introduces him to the rougher end of the gay sex scene, including group sex 'down in the park', and then abandons him, leaving him with at once a need for rough sex and a feeling of deep shame ('I'm still confusing love with need' - 'The Crazies', bonus track on Replicas. The line recurs on 'Metal', The Pleasure Principle), eventually becoming a prostitute. One thing comes over very clearly. For all his fondness for dressing up and wearing makeup there is nothing in this that could be called 'camp' or even 'glam' and no hint of any sort of sympathy for gay 'liberation' or, even less so, 'pride'. To quote Thaemlitz again: 'Having myself been categorised and ostracised by others as Gay and Effeminate since pre-adolescence (and to make matters worse, "Terre the Fairy" did have a nice ring to it) ... Numan's narratives were one of the rare places in which I could openly investigate what I experienced as the development of my own identity in response to lies and shame rather than those age-old character builders, truth and pride.'

Some clues as to the narrative:

From 'That's too bad' - the first single produced under the name Tubeway Army (with Gary Webb calling himself at the time Gary Valerian - Luc Besson
 take note):

'Please mister, do be careful, 

I'm so fragile.'

Echoed in 'We are so fragile' (Replicas):

'We are so fragile

And it must be wrong but I'd do it all the same

We are really so shy

There's nothing I can do except believe in you.'

and in that great anthem 'We are glass' (Telekon):

'We are young we can break

Watch us fall ...

We are real you can touch

Just for now

And I say "Hey you which way is down"'

'Down' in Numan's imagery is often an indicator of rough sex:

'The queer is out of order

And me I'm in the ground

But that's no place to be'

('Something's in the house' from The Plan
 and Tubeway Army. The version on The Plan refers to 'a friend that used to be/something special to me.')

Or, in 'Critics' (a strangely prescient song given his subsequent mauling at the hands of said critics):

'Old faces in my wardrobe

So many I've not seen

Memories to look back on

People I've been

Dead love on faded carpets

Nostalgia grows with time ...

I can recall the time we tried it that way

In dingy hotel backrooms

Where paint cracks like your face

I must admit I have acquired your taste.'

A little later (1981) there is this from the song he wrote with Paul Gardiner, Stormtrooper in Drag'
 

'I'll just speak in slow motion

About obsessions with boys on the floor.'

And in 1982, from 'This House is Cold' (bonus track on I, Assassin):

'Boys scream "down"

Like boys fell down

I could believe in such rain

Me falling down

Falling boys ...

Ooh like could down like boys on the ground like I suppose

Ooh I could like boys underground

Ooh I could down like boys on the boys on the ground like me

Boys like

Crying 'down' like'

and in 'Tricks' (The Fury)

'Some call it love

Some call it affection

I don't believe it

It's all clean young flesh

And we all fall down

We all fall down.'

His reluctance to identify as gay is rather clearly expressed. Back to The Plan and 'Oh didn't I say' (B-side of 'That's too bad')

'- Hollow

Faces staring through my window

- Sometimes

I can play a boy you might know

- Station

Standing cold and old I'm insane

- Gender

Is uncertain just like my name

[...]

The waiter is an old man

Who looks at me so sly and strange

What's on his mind

Oh didn't I say I'm not one of you 

Oh didn't I say I'm not one of you

- Queenie

From a doorway says "You got time?"

- Panic

Not tonight if you don't mind

- Oh no

My fear of streets I cower 

- Today

My room is home for hours'

Or, also from The Plan, 'My Shadow in vain':

'This waiter knows me well 

He says he'll spill the whole story 

He may be lying, I can't tell 

And me I'm not that kind'

(The reference to the waiter and 'me I'm not that kind' are missing from the version on Tubeway Army - a more concentrated account of depression without the pretence that it's situated in New York).

Then, in 'Do your best' (on The Plan. It becomes 'Friends' on Tubeway Army)

'See the strange boy

keeping to the shadows

He's a very good friend of mine

I've seen you running from the ladies

Don't tell me you're not that kind

I've got the time

if you've got the money

Mister you'll be pleased you'll see

We'll meet by the tubeway

as the screamer cries eleven

And you can have your way with me

You're gonna make me feel so cold'

This theme of male prostitution recurs in 'The Aircrash Bureau' (Telekon):

'Sometimes I get these questions

It reminds me of the skin game

We used to stand around on corners

Saying "Well, here we are again"

'So now she motions closer

Now that's what I call romance

Someone's calling me but vaguely

You need the feeling not the man.'

Or in the immensely creepy 'A subway called you' (Dance):

'Here we are

We drift like gas

On someone else's bed

I pay high you know

'Here we are

How old are you

It's just a job to me

[...]

'Here the business always rings twice

No relaxing for the boys tonight

In a subway I called you.'

ARE 'FRIENDS' REALLY ELECTRIC?

The only person I know of, apart from Thaemlitz, who has treated Numan's lyrics with the seriousness they deserve is Paul Sutton
. Paul Goodman's Tracks goes through the songs one by one but is an anthology of reminiscences by Numan himself and some of the people who worked with him (strangely, though, none of the women who sang with him, notably Tessa Niles and Tracy Ackerman, in the 'Numa' years, 1984-1992). I disagree strongly with some of Sutton's interpretations but I still recommend the book. It captures very well the startling novelty of what he was doing and the disgusting way he was treated by the music press - all the more disgusting when we consider we're talking about a very young autistic loner with (at the time when he made his mark with Replicas) a three piece band, his uncle on drums, his best friend on bass, recorded by a tiny record company (Beggars Banquet) with only two other bands (The Lurkers and The Doll, both punk groups, as was Tubeway Army to begin with) on its list. As Numan put it (quoted in Tracks): 'I was just a bloke sitting at home, living with his Mum and Dad, who'd wrote a song. Two weeks later it was number one and suddenly the whole world hated me.'

Though he wreaked splendid vengeance with the angry, passionate song I die, you die and the video as seen on the Kenny Everett Show (done for December 1979 but actually broadcast in February 1980 because David Bowie refused to appear on the same show with him).

My disagreement with Sutton is that I think he takes the whole sci fi android element, concentrated on Replicas, too seriously. And that he attaches too much importance to Numan's insistence that he was never attracted to men. Yes, Numan and Malins tell us that 'Are "Friends" Electric' and 'Down in the Park' were based on science fiction stories he had written which involved 'friends' who could be summoned by telephone to relieve loneliness. The 'machmen', 'downstats', 'randoms', 'crazies' all have a part to play in these fantasies. And yes, the 'little girls and S.U.s and things that I don't understand' of 'Are "Friends" Electric' (the transcription on A-Z lyrics has 'little deals and issues') refer, together with the mysterious (7.4) that appears in the lyrics on the album liner, to real incidents concerning girlfriends. Numan himself says (Goodwin: Tracks): 'The spoken part was about an incident that happened at Christmas (1978). It speaks for itself, S.U. was a person. The rest of it was about the theme, where you can buy friends - you hire them by the hour. They're electric. You ring up and say you want a friend for something - it can be for sex, for talking, whatever you want - and they'll send one along. The friends were all identical - a grey man in a long coat. Grey hair, all smoking a cigarette so that nobody knows what you've hired them for ... The song was basically about how life in the near future would be, a world of personal alienation. The song was inspired by living in tower blocks in England, I was feeling very depersonalised at the time.'

Well, all right, that's what he says. But it isn't obvious why electric androids hired for purposes of sex and conversation should take the form of men in grey coats. Numan was an admirer of William Burroughs. He knows how sci fi fantasy can be used to express very human feelings. I read 'Are "Friends" Electric' as being about a boy who has been betrayed by a friend and is now offering himself up to the anonymous depersonalised sex that is easily available on the gay scene at the hands of men who can quite reasonably be represented as wearing grey macs and slouch hats:

'I know exactly

What you've crawled here for

Cringe down lower

You're all dressed in grey

Me I'm still breathing

It's just not your day' 

('O.D. Receiver', The Plan)

'Me I'm so ashamed

You're all connected to my number

I'll wear my old grey raincoat

Just in case you're "confidential"'

('Do you need the service?', Replicas)

'I was standing outside your door

Waiting for the grey men to go

When my mind turned on me

With a vengeance I had never known -

My own.'

('The Machman', Replicas)

'Are "friends" electric?' was of course the song that established Numan in the public eye and therefore, because of the way he performed it, his image as a cold, emotionless alien. But it's difficult to see how anyone reading the words could miss the poignancy of the spoken lines:

'So I found out your reasons

For the phone calls and smiles

And it hurts

And I'm lonely

And I should never have tried

And I missed you tonight

It must be time to leave

You see it meant everything to me'

or the sung

'You know I hate to ask

But are 'friends' electric?

Only mine's broke down

And now I've no-one to love'

Assuming he's referring to an electric android which has literally broken down one wonders why he has no-one to love if there's another one waiting outside in the hallway. Couldn't the question Are 'friends' electric not refer to real - false - friends whose friendship turns on and off, like an electric switch? As in the song 'Ice' (The Plan):

'Fill my head with false feelings

I can't trust anything you say

Today I missed a special friend

That never really cared anyway.'

or, also from The Plan, 'Something's in the house':

Memories lost in faded films

of my life

and a friend that used to be

something special to me.'

And when he invites the electric android or, as I would have it, the older man seeking sex, into his room (or the room in which he finds himself - 'I wonder what I'm doing in a room like this') what an image he gives of him! - 'A candlelit shadow on the wall by the bed.'

WHAT IS A MACHMAN?

The following song - 'The Machman' - would also be, following the sci fi scenario, about an electric android:

'I saw him turn on

Like a machine in the park

Saying 'please come with me'

But you've been there before

I saw him whirr away

Into the night

Like a nightmare on wheels

Saying 'never again''

Sutton interprets this as about 'a close encounter with a killing machine that could have taken his life but which lets him off with a warning, perhaps because of his youth.' I interpret it more simply as the singer being propositioned in 'the park', these encounters being, as so often they are, polite - 'Please come with me.' 'Please sit down' (Are 'friends' electric?), 'Won't you visit me please?' (Cars), 'A vague feeling of panic/as a man leaves, saying Thank you.' (It must have been years).

It isn't clear if the man has been successful in his proposition. I suspect he has but is immediately overcome by a sense of guilt, saying 'never again'. But we've been here before and we know he'll be back. As will the first person protagonist. And we know this sort of activity gets us into trouble with the police and can lead to public disgrace and attempts at medical treatment:

'Yellowed newspapers

Tell the story of someone

"Do you know this man?"

Tomorrow the cure

Only the police

See night time for real.'

A very strange last line that. Does it indicate the difference between these sexual encounters as experienced by those taking part and what they must look like to the cold eyes of the police?

The police recur in the song 'Replicas' (we remember Thaemlitz's comment: 'behind their thin veil of sci-fi robotics, the images portrayed in the narratives themselves provide informative documentation of Great Britain's policing of social deviance and Gay male desire during the late 1970s and early 1980s ...') But before getting there we must pass through what may be Numan's masterpiece - 'Down in the park.' Here are the machmen again who 'meet the machines playing kill by numbers'. Sutton takes the idea of 'killing' very seriously and relates this back to 'The Machman' and the lines:

'I'd give it all up for you

I'd even be a number just for you

The strangest living boy

You could ever wish to see

'That's me'

He maintains on the basis of this that 'the strangest living boy' wants to play kill by numbers ie that he has a death wish. But throughout Numan's songs, death, killing, poison, disease like, as we have already seen, 'down', are indicators of sexual activity. An outstanding example being the spectacle of the twenty year old Gary Numan standing in front of thousands of young teenagers singing a song about masturbation. But it isn't a joke (not many jokes in Gary's lyrics). It isn't 'Something came over me' by Throbbing Gristle. It's called 'Every day I die.' So I would suggest that the strangest living boy is longing for some very rough sex at the hands of the most brutal predators, the 'machines', who regard their lovers (if that's the right word) or victims (if that's the right word) as nothing more than numbers, totting up a score.

Unlike the boy in 'Down in the Park', who wants to escape the notice of the 'rape machine' in Zom Zom's, the café. Can anyone doubt that 'Down in the park' 'where the chant is death, death, death/'til the sun cries morning' is about group sex in a public park, perhaps, since we can assume it's London, Hampstead Heath? Any lingering doubt would surely be removed on seeing the video of the 1981 Wembley 'Farewell concert' when Numan slaps himself on the arse as he sings the line 'wouldn't believe the things they do.'

And let us note in passing that in Numan's sci fi fantasy the electric androids are all identical. But 'Down in the Park' finishes with the devastating line, 'Different faces but the words never change.' These are very human 'machmen'.

Though of course the whole point about the alien/android imagery is that in the actual sexual encounter, they are dehumanised:

'We are not lovers

We are not romantics

We are here to serve you.'
 ('service' being another of Numan's indications of sexual activity as, very obviously, in 'Do you need the service?')

Which brings us to 'Replicas', which Sutton describes as 'one of the crowning glories of Numan's art.' He interprets it on two levels:

'When he sang the song in concert, Numan would raise and cock his hand downwards on the line, ‘And they seemed to think that I looked that way’, to indicate that the song was about a non-gay man being threatened by a gang of homophobes (with his dyed-hair and make-up Numan was often mistaken as being homosexual).'

Again I beg to differ. As I read it, the protagonist who

'Turned on the crowd

And I screamed "you and you -

it could have been you"'

has been 'had' by several men in the park. Having been 'down on the floor' (or in this case the grass) while the queers above him are out of order, he doesn't really know by which men out of the possibly quite large crowd who were present. His feelings are, as usual, confused: 'I suppose it was the shame.' Was it rape, or was it something he wanted? The police arrive (had he summoned them?) But he doesn't bring charges. He just walks away.

According to Sutton's second level, however:

'It’s not a song about homophobia, it’s a song about a villain. The man at the centre of the drama isn’t being crowded by a baying mob because he is different or looks gay, the crowd are angry because he has just killed a whole load of people. He has slaughtered them because killing is his job ... In the second stanza, the protagonist is not talking about the nameless faces in the baying crowd, but the people he has just killed.'

There is nothing in the song to justify this interpretation, though the second stanza:

'You see we'd never met

And they didn't have names

There was nothing I could do'

would fit into it. However, the camp gesture he has described earlier on the line 'they seemed to think/that I looked that way' appears in the 1980 live concert in Paris, accessible (at the time of writing) on Youtube and Numan's utterly menacing performance on that, especially when he plays his guitar solo,
 could give some small credence to Sutton's otherwise very improbable thesis. I read it as simply a reflection of the depth of this supposedly unfeeling man's feeling.

I have other quarrels with Sutton's interpretations but they open up new themes that might be better discussed in another article. The theme of this essay is, broadly, Numan's remarkable understanding of the rougher side of the gay (the word hardly seems appropriate) scene. It is a theme that tends to fade out of his subsequent work. I want to finish here but I'm aware that I've said very little about the music. What is truly remarkable is that this (one might think) rather grim theme - 'lies and shame', to quote Thaemlitz - is accompanied by such magnificent, triumphal sounding music. It's not by any stretch of the imagination happy music - it's not the Beach Boys - but it is music that asserts the importance and dignity of the apparently very undignified emotions of the lyrics. Undignified they may be but they are powerfully human. It is this tension between the radiance of the music and the despair of the lyrics that makes him so very unique and interesting.

I hope to be able to discuss later developments in a future article, or even articles (there's a lot more that needs to be said), but very briefly, so far as I'm concerned, the last Gary Numan album is the much maligned Machine and Soul. Thereafter, in his current phase (which has now lasted over twenty years) the ever more despairing lyrics ('I am dust', 'My name is ruin') have been accompanied by an appropriately dark and despairing music. A major theme is his hostility to religion and, more fundamentally, to God - Numan claims to be an atheist but it is difficult to see how one could feel such bitterness towards something, or someone, one believes doesn't exist.

Well, I've opened up another subject but I've also, I hope, indicated that a consideration of Gary Numan's lyrics is not as irrelevant as it might have seemed to my general theme of 'Art and religion.'

I started this article with Terre Thaemlitz and with the criticism made of him in the Gary Numan/Steve Malins book, Praying to the Aliens. It seems appropriate to finish with Thaemlitz's response:

'I am ending this text with an answer to the question of Numan's sexual identity, the disclosure of which simultaneously cemented and ignited every obsessively placed tinder in the theoretical framework I have built in my mind around Numan's work. It was nonchalantly disclosed by Numan's manager [Malins - PB] in response to a question which I had never asked, and considered rhetorical in any case - an irrelevant truth of essence conveyed via wires, dumbing my ears in telephone conversation and made material amidst spools of faxes. As an answer which does more to question audience expectations than to clarify Numan's experiences, it remains a lie best left to Numan's own words:

'I don't believe you

You said 'straight'

It's like giving up hope'

- She's Got Claws, Gary Numan (1981)'

� Gary Numan and Steve Malins: Praying to the Aliens, Andre Deutsch Ltd, 1998 (first ed 1997). I haven't yet been able to find this at a price I can afford and alas didn't take proper notes when I had it in the British Library.


� Thaemlitz is, at least much of the time, a transvestite so there is a question about what pronoun to use. The Factmag account of his career (http://www.factmag.com/2014/01/30/the-essential-guide-terre-thaemlitz/) consistently uses 'she' but Thaemlitz himself on his own Comatonse label, uses 'he' and 'she' alternately when talking about Terre Thaemlitz, but consistently uses 'he' when talking about D.J.Sprinkles. My understanding is that he is an 'anti-essentialist', i.e. whatever his taste in sexual activity or clothes might be, he doesn't see himself as being 'really' a woman, or 'really' a man, or indeed perhaps, 'really' gay, or 'really' a transvestite. I think therefore the choice of pronoun is free, and I, being a rather conventional, perhaps even essentialist sort of person, have chosen 'he'. 


� Terre Thaemlitz: 'Preface' to Replicas Rubato - Piano Interpretations of Gary Numan Titles Arranged & Performed by Terre Thaemlitz, accessible at http://www.comatonse.com/writings/replicas.html. Not all the pieces played come from Replicas. I heard and was impressed by his version of the Gary Numan/Paul Gardiner song Stormtrooper in drag, on Youtube. But Thaemlitz has tried to pull all his material off Youtube. Unfortunately it's sold out on the Comatonse website.


� Quoted in Paul Goodwin: Tracks, CreateSpace Independent Publishing Platform, 2012. I have it in the Kindle edition which doesn't give page references.


� Praying to the Aliens, pp.26-7


� For those who don't get it, Luc Besson is the director of the sci fi fantasy Valerian and the city of a thousand planets. This is actually based on a Belgian-French comic series, begun in 1967, which could be the origin of Gary Webb's early, happily abandoned, pseudonym.


�  The record called The Plan is in fact made up of the demos Numan and Gardiner originally brought to the recording company, Beggar's Banquet in 1978, when Tubeway Army was a punk band and Numan hadn't yet discovered the synthesiser. He himself comments on the original sleeve notes, 1984, 'I'd forgotten that I'd written half of these.'


� Originally issued as a single under Paul Gardiner's name.


� Understanding Gary Numan: The Machine Quartet (1978-1981), Buffalo Books, 2016 (2nd edition). I have it in the Kindle version that doesn't give page references.


� Numan had been a Bowie fan - in Praying to the aliens, he describes starting a riot at a David Bowie concert, at the time a tribute of affection. He was deeply disappointed at Bowie's attitude to him. Maybe Bowie saw Numan as so many 'critics' did at the time as just a cheap imitation of himself. But he might have seen Numan's video. His own contribution to the show - Boys keep swinging (not as Sutton has it, John I’m Only Dancing) - is an exceptionally frivolous song. The confrontation with I die, you die would have blown him away out of sight. 


� Interestingly, Numan says (Goodwin: Tracks) that the word comes from a short story he read in Oz magazine. Machine men is an obvious inference but there's also 'macho men', or would be if Village People hadn't managed to render that concept on the gay scene so completely ludicrous. 


� Marilyn Manson's hysterical version projects the song into the realm of transcendent evil. He makes a real meal of these words. I don't believe in transcendent evil (I think the banality of evil is a much stronger concept) and I think Manson's version is a betrayal of the real strength of the song - its down to earth realism. Alas, Numan seems subsequently to have followed Manson's direction into the transcendental..


� 'in comes Mr. Numan on his Gibson guitar to play the musical chorus and it is superb. After a finely strummed power chord has been struck and shook and starts to fade, he plays a swinging seven-note riff that is answered, after the sustained note on the seventh, by a three-note reply from the surrounding choir of synthesizers. It’s a gorgeous melody and a thrilling musical innovation ... and is very like something Monteverdi is writing in Heaven now that he’s been introduced to new sounds and new instruments and new ideas.' - Sutton. Difficult to disagree.
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