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For the inimitable Tracey Donnelly, without whom this book would not have been possible.

And

For my aunt, Susan Golden (1959–2022), a fierce advocate for women’s rights, narratives, and histories.
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Foreword
by DJ Paulette

My timeline as a resident DJ at the legendary Haçienda starts after the Second Summer of Love. I worked there between 1992 and 1996, happily sandwiched in the halcyon years between the hopeful reopening in 1991 and before Gunchester, bankruptcy and acrimony closed its doors for good in 1997. I held court in the Pussy Parlour (the renamed Gay Traitor bar in the basement) every month at the LGBT extravaganza Flesh, where, besides breaking some taboos, uniting the tribes and changing the licensing laws in Manchester, the Flesh night made money and put ‘It’s Queer Up North’ and ‘Gaychester’ on the media map. With The Haçienda (FAC 51) being such an integral part of Factory Records, plus this indisputable kudos, one would think that I would have scored a mention in some of the books, documentaries or films dedicated to archiving its colourful history. You would think wrongly. As comprehensive as the coverage is, the Factory Records puzzle has some significant pieces missing.

Now there have always been rumblings; I am not the only one missing from the footnotes and credits. Yet it took me until 2016 to bravely go where no woman had gone before: to wave my red flag at the gatekeepers, find supporters and start talking to the press. At first, the take-up was slow, but the centenary of the suffragette movement in 2018 added some welcomed topspin to my efforts.

It is impossible to have a fair analysis of any situation without taking the full picture into account. In recent years, much has been made of unearthing, acknowledging and crediting women’s contribution to world history. In the real world it matters who gets the credit; yet from academia to art, astronomy to science, politics to fashion, religion to radio and from music to management, it is a disheartening statistical fact that women’s input in our professions or organisations has been consistently unreported or our credits have been misdirected. How has this happened? Type ‘has women’s contribution to history been overlooked’ into your browser to find Google’s enlightening top answer.

‘The statistics for the lack of women’s history being taught can be attributed to the documentation of events throughout history. Not only is the white male narrative still prevalent in modern history classes, but sources being provided to schools are typically the work of white men as well.’1

Silence is our confinement, and the gatekeepers hold the key. Since popular authors are overwhelmingly male, it is no surprise that women are overshadowed in history. When a man is commissioned to write a book about what he knows best, we can only expect him to write about the loud, active parts of the machinery he immediately sees – not the smoothly oiled cogs purring away in the background. Never mind that with our direction and with our intelligence and ingenuity, women have regularly saved the day and made others shine. While we have been content to busy ourselves in their shadow or shy away from the spotlight, our humility and lack of ego has made us disappear. Our silent acceptance of the lack of private or public recognition of our achievements simply perpetuates this cycle. Our assumption that people will naturally notice and give us the credit for the time and effort we put in is naïve. The systemic repression and social conditioning of women in the workplace is a tale as old as time. The suppression of our stories is thus a wrong in need of righting and a book in need of writing.

When documenting history, stacking the evidence is essential in its authentication. In basic statistical terms, every employee experience and each piece of data – small or large – is relevant to proving diversity, inclusion and equality. In analysing data, we must temper it with the question ‘who says?’. Who and how have they decided what’s relevant and what isn’t, or who is relevant and who isn’t? We must reserve the right to question and to step up with other views and other voices that can equally corroborate and expand on the story. We have the right to show and tell it as it happened for us. We too have the right to be proud of what we represent, of what we have contributed and achieved. As composer, scholar and social activist Bernice Reagon states, ‘each one of us is here because somebody before us did something to make it possible.’2

Commissioning books written by female historians remains a radical and disruptive act, tasked with addressing and redressing the imbalance and restoring the legacy. Producing and presenting these books is a remedy that counteracts the misrepresentation, as does such speaking out against the mansplaining of history. Writing is a gesture of peaceful, direct action that forces us to confront the issues and dramatises that which can no longer be ignored. It resurrects what is a very significant ‘other’ from the ‘never heard of them’ dead zone. It proves our value and worth.

How did Factory and The Haçienda become the ‘24-hour party people’? In the last twenty years, more than a dozen books have been published on the Factory Records story yet none among them has ever given the women their flowers. These women have been passed over without due attention and disregarded through haste and lack of care. They continue to live boldly and inspire despite imposter syndrome and the invisibility of having been there but not being seen to be there. Tuning these women’s stories out, while never intentionally malicious, has done history a disservice and the history makers themselves some damage. And, to those gatekeepers who continue to present an exclusive account rather than offer inclusive revisions, walking the hidden out into the open where they can be seen, acknowledged, accepted and assimilated is a liberating act that seals the holes in the myth.

In a world where misogyny and gender bias continue to subdue women’s roles and rights, I Thought I Heard You Speak is relevant and timely. This collection of inspiring accounts tells the secrets we need to hear through the voices we’ve never heard before and probably never knew existed. From this refreshing perspective I Thought I Heard You Speak tweaks and reshapes the Factory myth, giving a clearer insight into the experience of working at and for Factory. Through the eighties and nineties, the women of Factory were every bit part of the process and not just a part of the furniture, and it shows just how much women were ‘integral to its ethos, its creativity and its massive success’.

How can anything exist before it’s created? The Haçienda had to be built. If you can’t see it, you can’t be it – but when that real-life presence is not acknowledged in print, what then? This book had to be written. Taking in everything from art, design and ‘Unknown Pleasures’ to live gigs and the Happy Mondays; from Factory Records accounting to The Haçienda management and the DJs, this truth bomb enhances the myth and makes it bloom. Women were normal, not a novelty, at Factory; the world can see and appreciate their achievements, and the women responsible can get their long overdue recognition.

I Thought I Heard You Speak is not simply an essential addition to Factory Records’ archive of books, films and exhibitions, it is recommended reading. Period.

DJ PAULETTE

MANCHESTER

DECEMBER 2022



Author’s Note

The book is missing some important voices, as is true of any oral history project. I made every effort to locate contact information for: Judy Vermorel, Martha Tilson, Marion Freeman, Serena Lovelace, Su Barnes, Louise Craven, Karen Mason, Barbara Farmer, Alison Lamb, Jane Stanton, Madonna, Raquel Williams, Bridget Turgoose, Penny Cook, Julie and Janet who worked at The Haçienda, Janie who originally ran The Haçienda canteen, Zoe Thompson, and Catrina Cameron. I emailed or called or DMed a number of women whose contact information I obtained and who never responded to invitations to participate, including Jane Lemon, Tina Weymouth, Miranda Sawyer, Ginny Clee, Louise Rhodes, Caroline Lavelle, Kathryn Bigelow, Princess Julia, Lisa Rinzler, Jane Nisselson, and Alison Gilks.

If any of you are reading this and are interested in speaking, I’d still love to talk with you! Perhaps the book will have a second, updated edition down the road. While I did my best to contact every woman who worked for, or did work with, Factory Records and its affiliates, it is certainly possible I missed some names. If I failed to reach out to you and have unintentionally omitted your name here, please get in touch! I was unable to interview Urszula Sabina, Rebecca Knowles, Beth B, Jayne Casey, and Karen Jackson prior to the deadline for the book, and I hope they’ll be involved in the mythical second edition.

Several women declined invitations to participate: Rowetta, Pennie Smith, Barbara Kruger, Sue Churchill, Ellie Gray, Elena Massucco, Miranda Stanton, and Susanne O’Hara.

The vast majority of the material in I Thought I Heard You Speak is derived from nearly one hundred interviews conducted and transcribed by the author (including multiple and follow-up interviews). In a handful of cases, interview material and text was excerpted from other sources. Karen Jackson of Central Station Design couldn’t speak for the interview before the deadline, so I’ve excerpted material from an interview with her conducted by Lola Landekic for Art of the Title. Fiona Allen and Linder Sterling couldn’t speak during the timetable for the book, so the text contains material excerpted from a 2006 interview John Robb conducted with Linder, and previous interviews with Fiona conducted by John Cooper and Iain Key. A number of important women passed away before I began writing the book, or in the early stages of its creation. Short excerpted materials have allowed me to include the voices of Ruth Polsky, Lucy Scher, Denise Johnson, Rachel Morris, Annik Honoré, and Gretchen Bender. Beth Cassidy provided permission to use the incredible notes of her mum, Jenny Ross of Section 25. Ben Kelly graciously supplied one of Sandra Douglas’s architectural sketches for The Haçienda, allowing me to include her artistic and design ‘voice’ in this unique way. A full list of sources and credits appears here. I want to acknowledge and thank the authors of these texts, which have strengthened and amplified this book immensely.

Interview material contained within the book has been edited and condensed for clarity.



Cast of Characters

Surnames appear as they did then on Factory recordings, correspondence, labels, and liner notes, and in the women’s recollections of one another. They are listed here in alphabetical order:

Julia adamson: Studio sound engineer; former member of What? Noise and The Fall

Alison agboola: Haçienda employee

Carolyn allen: Musician in The Wake

Fiona allen: Haçienda employee; Factory merchandising; actress and comedian

Teresa allen: Haçienda employee

Lindsay anderson: Musician in Stockholm Monsters

Elizabeth bailey: Film-maker

Dian barton: Live sound engineer

Gretchen bender: Artist and film-maker

Bindi binning: Factory Too A&R

Gina birch: Film-maker; musician and co-founder of The Raincoats

Karen boardman: Haçienda employee

Rebecca boulton: New Order manager; Haçienda employee and assistant to Rob Gretton

Bev bytheway: Curator at Cornerhouse; Haçienda programming

Cath carroll: Musician in Miaow and solo musician; City Fun and NME writer

Angie cassidy: Musician in Section 25

Beth cassidy: Musician in Section 25

Bridget chapman: Factory Too employee

Hannah collins: Artist; artwork commission for The Haçienda

Anne-marie copeland: Haçienda employee

Nicky crewe: Haçienda employee

Clare cumberlidge: Curator; painted the Gay Traitor cocktail bar at The Haçienda

Amber denker: Multimedia artist; computer graphics for New Order’s ‘Bizarre Love Triangle’ video

DJ PAULETTE: Resident Flesh DJ at The Haçienda

Anna domino: Musician

Tracey donnelly: Receptionist at Swing in The Haçienda; Factory Communications Limited employee

SANDRA DOUGLAs: Co-designer of The Haçienda and other Factory projects with Ben Kelly Design

Corinne drewery: Musician in Swing Out Sister

Linda dutton: Factory IKON film-maker

Rachel felder: Journalist

Susan ferguson: Haçienda employee

Judith foster: Haçienda employee

Gillian gilbert: Musician in New Order; co-owner of The Haçienda; producer

Lesley gilbert: Factory Communications Limited employee; partner of Rob Gretton

Rebecca goodwin: Haçienda employee; FAC 51 Productions; promotions

Paula greif: Film-maker; art director

Stella hall: Co-founder of the Green Room; Haçienda programming; Festival of the Tenth Summer programming

Pauline harrison: Dry 201 employee; occasional vocals for The Durutti Column and one-time partner of Vini Reilly

Penny henry: Haçienda employee and superwoman

Lita hira: Musician in Stockholm Monsters

Annik honoré: Co-founder of Factory Benelux; founder of Les Disques du Crépuscule

Jayne houghton: Factory PR; founder of Excess Press; NME photographer

Laura israel: Film-maker

Karen jackson: Central Station Design co-founder and designer

Margaret jailler: Film-maker

Angel johnson: Haçienda DJ

Denise johnson: Musician

Nicki kefalas: Factory radio and TV PR, Out Promotion (FAC 161)

Carrie kirkpatrick: Film-maker

Alison knight: Fashion designer; co-founder of Baylis & Knight

Soraya lakhaney: Sister of Haçienda ‘doorman’ Yasmine Lakhaney

Carole lamond: Film-maker

Anne lehman: Factory US and Of New York employee

Michelle mangan: Haçienda DJ

Chris mathan: Peter Saville Associates (PSA) partner and designer

Ang matthews: Haçienda manager and licensee; Haçienda employee and assistant manager

Kath mcdermott: Haçienda DJ

Martine McDonagh: James manager; PR

Sandy mcleod: Film-maker

Lieve monnens: Factory Benelux employee; Factory Communications Limited employee

Carol morley: Film-maker; musician; director of The Alcohol Years

Rachel morris: Musician in Hopper

Liz naylor: Writer of City Fun and nonexistent Factory screenplay (FAC 20); Factory PR

Marcia pantry: Haçienda employee

Sidnie pantry: Haçienda employee; fashion designer

Alyson patchett: Factory Communications Limited employee

Ruth polsky: Promoter in New York City

Ann quigley: Musician in Swamp Children and Kalima; artist and designer

Lindsay reade: Factory Communications Limited employee; manager of 52nd Street; ex-wife of Tony Wilson; author of Torn Apart (co-written with Mick Middles), Mr Manchester and the Factory Girl and forthcoming Nice Boys Were Never Your Cup of Poison

Gonnie rietveld: Musician in Quando Quango; Haçienda employee; The Haçienda Must Be Built! (FAC 351) collaborator; professor of sonic culture

Jane roberts: Backline technician

Suzanne robinson: Haçienda DJ; Haçienda canteen chef

Jenny ross: Musician in Section 25

Seema saini: Factory Communications Limited employee

Jane savidge: Co-founder Savidge and Best PR; music writer

Lucy scher: Summer of Lesbian Love at The Haçienda; co-founder of Haçienda Flesh nights

Renee scroggins: Musician in ESG

Yvonne shelton: Musician in Haçienda Classical

Tina simmons: Director of Factory Communications Limited; employee of Factory Communications Limited

Brix smith: Musician in The Fall

Linder sterling: Musician in Ludus; artist and designer

Alison surtees: Co-founder of Manchester Digital Music Archive (MDMArchive)

Ruth taylor: Haçienda employee

Georgina trulio: Factory Communications Limited employee

Claire de verteuil: Dry 201 assistant manager; Haçienda employee

Melanie wilkinson: Dry 201 chef

Jackie williams: Artist; one-time bass for The Durutti Column and wife of Bruce Mitchell



Introduction

This is a new history of Factory Records told by the women who lived it – of a happening that became a label that became an (inclusive) cultural phenomenon in spite of itself.

liz naylor: The idea of a women in Factory Records book piques my interest because otherwise Factory’s been a bugbear of mine, and I’m a bit like, I’m so bored of this shit, the kind of orthodoxy of the history that’s written around Manchester. It depresses and bores me, so I’m excited that something fresh is going to be written to cast a bit of a different perspective on it.

lesley gilbert: I always knew the women in Factory were important – that was obvious. We’ve been brushed out of history a little bit, but that’s coming right.

tina simmons: There were a lot of women involved in Factory at the time. New Order’s got Gillian Gilbert, Section 25’s got Angie Cassidy and Jenny. Nicki Kefalas was at Out Promotion in London, there was Liz Naylor doing work at Rough Trade with Factory connections, and Cath Carroll, who had been with Liz and wrote for NME, Martine McDonagh had worked for Rough Trade and came up to manage James, and Peter Saville had a Canadian girl working for him, Chris Mathan. At The Haçienda, there was a girl called Tracey Donnelly who worked as the receptionist at the hairdresser’s Swing, and of course Tracey ended up working at Palatine Road.

tracey donnelly: Women have been the backbone of everything in that company, in Factory. There were so many women around the Factory scene. I never felt like there was any sexism, though, but maybe that’s because it was the eighties and that was as good as you were going to get … So I never felt it was a sexist place, but it’s other people, isn’t it? The writers, the music journalists, the ones shaping the history who just are not interested in women’s stories.

gillian gilbert: I think some of the women at Factory might say they weren’t important, but they were. A lot of women in the past, there was the idea that we weren’t supposed to have an opinion about anything. There’s this idea that you’re not supposed to speak up for yourself especially, and so some of us have been conditioned to not speak up … But if it was a bloke, it would be like, ‘Oh, he knows what he wants.’ I think with women, you learn you don’t blow your own trumpet. And I think because you had men who were big personalities, I think it’s only now that people have realised what women have really done.

DJ PAULETTE: For me, the hidden histories, the untold histories, are my biggest issue … these stories just get sidelined and not told, or people put their name on somebody else’s work. So it is my biggest mission in life to make sure that the people who actually did the shit get the credit. You’ve got to be able to use your voice. You’ve got to use that voice whenever the opportunity arises – use your voice because if you don’t, it’s use it or lose it.

• • •

Factory Records has become the stuff of legend as far as post-punk, new wave, and acid house music goes. The histories of the label have been told from many perspectives and in wide-ranging formats, from visual catalogues and memoirs written by those who experienced Factory in its heyday to music exhibitions dedicated to the early years of the label, the design work of Peter Saville, and The Haçienda. Yet no in-depth history has ever been told from the perspectives of the women who were integral to Factory’s cultural significance and, ultimately, to its success. This lacuna is all the more notable given that Factory Records is truly distinctive because women played key roles in nearly every aspect of the label and its surrounding ethos. So rarely do we hear the women speak.

In the last twenty years, more than a dozen books have been published that circle around Factory Records. Some of those books reference women who recorded for the label or were linked to its founders as wives or girlfriends. Yet even when they’re mentioned, women’s stories are buried, and their names are sometimes misspelt. Every Factory Records history to date is missing something critical: the authoritative, affiliated voices of the women who ran the label behind the scenes, performed in and managed the bands, worked as onstage technicians, played key roles in the creative design and promotion work for which Factory became known, and became integral to The Haçienda as DJs and in management. How does the history of the label change when those perspectives are placed at the centre of the story? I Thought I Heard You Speak is a new history of Factory Records that does just that.

New Order’s ‘Blue Monday’, the bestselling 12-inch of all time, reached the global audiences it did thanks to the women who handled the chaos behind the scenes, ensuring that enough vinyl was pressed while liaising with distributors and negotiating sales and licensing in the UK and abroad. Women designers crafted dazzling images and iconography for record sleeves, posters, and other merchandising materials, while women managers and promoters made the bands famous. Women engineered live and studio sound for New Order, Happy Mondays, and other Factory musicians. Running The Haçienda? Establishing a queer space through Haçienda DJing? Getting Factory songs played on the radio? Making video recordings of Haçienda gigs when male videographers deemed them unnecessary? Developing a viable financial model for the label? Nearly all women.

Women didn’t just occasionally occupy central roles at Factory Records – they were consistently integral to its ethos, its creativity, and its success. Behind the scenes at the Palatine Road and Charles Street offices in Manchester, as well as at Factory Benelux and Of Factory New York, women kept the label running. The Haçienda (FAC 51) relied on the work of women from its start, and the world-famous club was managed by women from the acid house and Madchester period until its closure.* It also employed the first woman ‘doorman’ in England. Women directed, produced, and edited Factory music videos that shook the MTV airwaves, embracing new technologies along the way. And, of course, women fronted bands and became electronic music pioneers. Although the trappings of misogynist culture seeped in, women were invited into the central work of Factory Records and were recognised largely as equals at the time of their immense contributions. Indeed, however much Factory grew in popularity, ‘it was always like a little family’, Tracey Donnelly recalled of her career at the label. At the same time, no history of the label has yet given the women involved their due. I Thought I Heard You Speak is an oral history of Factory Records told entirely from the voices of the women involved.

A Note on Narrative Oral History

The genre of narrative oral history is a peculiar thing (and ultimately, never just one thing). Few people agree on the proper way to conduct oral history research. Some methodologies derive from academic practices, some from journalistic conventions, and others from literary and editorial customs. The form a narrative oral history book ultimately takes will depend upon the author’s own background and experiences, and the methods they’ve both learnt and chosen to apply.

Narrative oral histories are necessarily subjective. First, you’ve got the subjectivities of the interviewees – all storytellers – throughout the text. Indeed, their accounts can often contradict one another and still be valid. In recounting her experiences in the band Section 25, Angie Cassidy told me, ‘I totally understand that each person’s Factory memories are sort of special to themselves, so another person might remember the same thing totally differently, but that doesn’t mean it didn’t happen. It’s just that their experience was different from mine, and that’s the way it is.’ As oral historian Alessandro Portelli explains, ‘oral sources are credible but with a different credibility’.1 The truths that arise from oral history work are based on individual experience and memory. They might run counter to details contained in other accounts, but that doesn’t mean they’re false. Narrative oral histories show us how personal experiences can be authentic, instructive, and meaningful.

Then you’ve got to contend with the author’s subjectivity. I’m with punk authors Legs McNeil and Gillian McCain here. I don’t think of myself as a writer of this book, but rather as an editor, a sculptor, a collagist, a crafter of the picaresque. In putting together I Thought I Heard You Speak, one of my aims was to emphasise how history is never one-dimensional, and no single history can be ‘definitive’. There are multitudes of histories that overlap, creating bumps in familiar timelines. Every historical record that exists – including every narrative oral history – is merely one account from many possibilities (depending on who was asked to contribute, who was available, and who declined). The theorist Reinhart Koselleck talks about this idea in terms of ‘plural histories’, suggesting that each written record always reflects the subjectivities of both the author and the interviewees. Koselleck intimates there are ever-changeable ‘inventories’ of voices and perspectives that produce plural histories.2 I Thought I Heard You Speak is one such inventory.

The chapters are organised thematically, as opposed to chronologically, with occasional ‘mini’ chapters that flicker in to highlight a particular moment or idea that shone out across the interviews. By structuring the book this way, I wanted to move away from the idea that there’s such a thing as an ‘accurate chronology’ or a ‘complete history’, as so many books propose to offer. I Thought I Heard You Speak does highlight familiar points on existing Factory timelines, yet in resisting a chronological framework, the book recognises the frequent marginalisation of women’s stories from ‘official’ records that have been organised along a timeline.

So, in the end, I set out to do two things: to create an innovative historical record of Factory and its cultural influences, and to collate an archive of women’s experiential knowledge in all its vast, varied, and anecdotal complexity.

• • •

I Thought I Heard You Speak is a new telling of the story of Factory Records that’s a corrective and a re-centring. While texts and exhibition materials to date have contributed to the mythologising impulses of the label, this book pierces the lore to reveal an untold but no less enduring legacy: one of extremely hard work and women’s labour behind the scenes, and eagle-eyed attention to practical matters that keep a record label and its many-genred arms running. Tony Wilson is often said to have said, misquoting a John Ford film, ‘When forced to pick between the truth and legend, print the legend.’ With the women at Factory Records, the truth is the legend.



* Factory Records had an extensive cataloguing system that was at once careful and complex, but also playful. For example, every music release from the label received a FAC number, but ‘The Haçienda Cat’ (FAC 191) also received a catalogue number, as did various Factory events such as the ‘Disorder’ party (FAC 208) that featured New Order. While most catalogue numbers are designated with ‘FAC’, albums often had a ‘FACT’ designation, and CDs a ‘FACD’ designation. International offshoots of Factory also used their own distinct designations, such as ‘FACUS’ for Factory US and ‘FBN’ for Factory Benelux.



CHAPTER 1

FACTORY ORIGINS
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Staff in the Factory office on Palatine Road



Most Factory Records stories to date begin with the vision of Tony Wilson (aka Anthony H. Wilson, AHW), whose work for Granada TV made him a local Manchester celebrity. In May 1978, Wilson and Alan Erasmus put on ‘The Factory’ nights at the Russell Club on Royce Road, Hulme, featuring local bands that would later be signed to Factory Records – most notably, perhaps, Joy Division. Other early Factory nights happened at the New Osborne Club and the Beach Club in Manchester. Those nights at the Russell Club brought together the soon-to-be directors of Factory Records: Alan Erasmus, Rob Gretton, Martin Hannett, Peter Saville, and Tony Wilson. But that’s a story of Factory Records that’s already been told. When you dig a little bit deeper, you’ll see that many of the women who recorded, designed, promoted, and otherwise worked for Factory Records were present at the birth of the label. Not unlike the canonical Factory men, these women were pulled into lives of music through the explosion of creativity that accompanied the arrival of punk, while drawing their own visionary inspiration from the city.

tracey donnelly: I grew up seeing Tony Wilson on the TV, and I went to see Slaughter and the Dogs. I was blown away that this man from the telly was there introducing it. He looked unlike everybody else with his long hair, introducing all these punks. Vini Reilly played that night, too, with Ed Banger and The Nosebleeds.

gillian gilbert: Before New Order, we used to go see a lot of Factory groups at The Factory, of course – me, my sister and her friend, it was like a little gang. Because we lived in Macclesfield, Manchester was the place to go … We also used to watch Tony Wilson’s programme that had a lot of local bands on, So It Goes. It was on at teatime. I remember we really liked this group called V2, which weren’t on Factory but we’d seen them a lot, and then we’d seen Tony Wilson in the audience, and I said to him, ‘Why don’t you have Joy Division on?’ We’d just started getting into Joy Division, and he said, ‘Well, I don’t know anybody from Joy Division’, so I told him, ‘I sit next to Steve’s sister in geography at high school.’ I passed on the message, and that’s how they got onto television. I’m sure somebody else has got a different story, but that’s how I remember it.

cath carroll: I used to watch Tony on Granada Reports and So It Goes before I ever met him, and Liz [Naylor] and I were quite obsessed with getting his attention while pretending to ignore him. Liz knew him a little from the Joy Division film she scripted with Charlie Salem. Tony supported a fanzine of ours that we did before we took over City Fun. It went to one issue, and it was massively self-indulgent. Lots of white space. Liz is very gifted at graphic design, so she kind of just put this thing out, and ever since then, Tony was like, ‘You kids you owe me £50!’ It wasn’t a gift, it was a loan, he made sure we remembered. We thought it was a gift ’cause who on earth was going to buy it? We’d put a ridiculously high price on it for the time. £1, I think. Until the very end it was a running joke for Tony, and he persisted with it so much that I kind of realised much too late that he wanted his £50 back regardless of what we thought the terms were. But he never got it back while he was living, so that’s that. I’ve made some contributions since. Making amends.

ang matthews: Obviously Factory Records started way before The Haçienda started. I was living in Wales in this small nothing-happening town, and there was a group of us that were into punk. Factory Records had started and there was news they’d got a club in Manchester, so there was talk of Factory Records and it being cool. Tony Wilson was, at that time, on television, and Joy Division then appeared on his show. There was talk about a real new thing that was going on in Manchester. When I was doing A levels, about to start my degree, I chose to do my degree in Manchester in part because Factory Records were here.

lesley gilbert: I suppose my Factory Records story began because Rob and I already lived together from when we were about twenty-one or twenty-two, something like that, and when we saw Joy Division at Rafters. I’m hopeless with years, but it’s so well documented – whatever year that Joy Division gig was [31 May 1977]. We both thought they were amazing. So Rob became Joy Division’s manager. I still had a job in an office at this point, so it was more of a Joy Division involvement than a Factory involvement at that point.

teresa allen: When I was sixteen, my eldest sister moved, she went to university. She only went to Salford, so it’s not that far away, but it was a great opportunity for me to escape from home. I used to go and stay with her on a street called Great Cheetham Street West. Coincidentally, Joy Division used to rehearse in a building just up the road, and I didn’t know who it was, I could just hear music, so when I got to my sister’s I said, ‘Let’s go and find out who it is.’ It turned out to be Joy Division. So whenever I was there, if we heard music, I used to go and sit on the stairs in the rehearsal rooms, and listen to them through the door. That’s the first part of the start of my own Factory story.

ann quigley: At Liverpool art school I wanted to be an artist. In a perfect world that was my biggest dream, besides being with a band, always has been since I was small. So I spent the year at Liverpool art school, and the second week that I was at the art school, this boy called Jon Tuite asked me if I knew any guitarists because he was putting a band together and they needed a guitarist. The following weekend, I began dating a boy in Manchester called John, who played guitar (and he was the only person that I knew that played guitar). So I said to him, ‘Oh, this band in Liverpool are looking for a guitarist’, and gave him the phone number, and John rung him up and it was Pink Military with Jayne Casey. Jayne was the first female musician that led the way …

chris mathan: I applied to the Nova Scotia College of Art and Design in Halifax, Nova Scotia, was accepted and chose graphic design and photography as my fields of study. NSCAD was a great choice in the mid-seventies: it had a terrific faculty of artists and designers not only from Canada but the US, England, Germany, etc., and a press that published artist books and a great visiting artist programme. Joseph Beuys, for example, did a conceptual art piece while I was there. I also managed a band called the Null Set and a few of us visited London one summer and fell in love with the whole punk/ska music scene, spent nights at Scala Cinema, etc. When I moved to New York in 1981, I spent much of my Saturday afternoons at 99 Records where Ed Bahlman turned me on to lots of indie music, including Factory bands. I walked out of there with armfuls of records! …

ann quigley: I ended up at Stockport College where I was doing a combined art and business studies course. We all sat around in a circle on the first day we were there. The band had just started, and I stood up and said, ‘I’m Ann Quigley and I sing in a band called the Swamp Children.’ And this girl on the opposite side just smiled at me, so when it got to her turn, she stood up and she said, ‘My name’s Gillian Gilbert and I go out with the drummer in Joy Division and they’re on Factory.’ So we became friends, because it wasn’t like an art course, it was more of a business course. And it was awful, and everyone else on it did really well with the business stuff and weren’t that great on the art side, and all me and Gillian wanted to do was the art side of it. So for that year, me and Gillian were friends. I knew that she played guitar in a band, and I didn’t know too much more than that really.

gillian gilbert: We got to know Stephen and Ian because they lived in Macclesfield, so me and my sister and her friend started rehearsing with this band who’d phoned us up and said, ‘Do you want to be in our band?’ They were three blokes from Macclesfield who were a bit older than us. We were only like sixteen, so of course we said, ‘Yeah’, because we’d been in the local paper saying that we wanted to be in a punk rock band. The Macc Express got onto it and put us on the front cover. At the time, I was going to this really posh high school, which is where Stephen’s sister was, and we were on the front page! We had to look miserable because there was this idea that punks were miserable. We weren’t like that at all, but that’s what the paper wanted. So, we got all these phone calls from different people. Even the local record shop wanted to get involved, and we’d not even written anything. My other sister’s girlfriend had just bought a bass, I bought a guitar, and my sister and her friend were supposed to be the singers. We ended up doing a few rehearsals with Joy Division. They’d stop in and say, ‘Do you want to see our band play, Joy Division?’ So that’s when I first heard Joy Division, and then because Stephen and Ian were from Macc, so they’d ask if we wanted a lift. We all used to pile into Stephen’s car.

jayne houghton: I was an art student in Leeds, and I went to Futurama Festival, which was at the Queen’s Hall. One of the bands on the bill were Joy Division, and I photographed them. I was fifteen. I wasn’t a photographer at that point. I probably shouldn’t have even been allowed to be there! But me and my mate Jill went, and I still have those photographs. I’ve always photographed New Order when we’ve been on the road. I’ve always documented bits and bobs as we’ve been on our travels.

brix smith: Way before The Fall, when I was in Bennington, possibly even a little bit before the end of high school, I was obsessed with Joy Division. My absolutely favourite band. I got turned on to all the British music then: Siouxsie and the Banshees, The Cure, Pretenders. I started to play in bands, and some of the people I was playing with knew all about Factory Records and The Haçienda, and spoke of it as if it was Mecca. Like it was literally the epicentre – the coolest label that had ever existed up to that point. It was almost mythical … the pinnacle of everything cool. So Joy Division was a life-changer.

anna domino: I became aware of Factory Records as the label for Joy Division, who were coming to play in New York City. We were all agog with anticipation to hear them live but then suddenly heart-stricken when Ian Curtis took himself out of the picture. I had great respect for Factory and their bands before I did any commercial recording of my own.

gillian gilbert: When I started going out with Stephen, I went to Liverpool for the Eric’s gig. Ian wasn’t too keen on playing guitar, but he was made to play this guitar while Bernard did the keyboards. Towards the end, they were going to come on for the encore, but something happened in the dressing room. I think Ian cut his hand. They all said, ‘Oh, Gillian can play guitar’; so they said to me, ‘Just come out and play these three chords, just go up for the last number.’ And that’s how I got to play with Joy Division for one night. Years later, my dad found the coat I’d been wearing that night. We used to wear donkey jackets – what coal men used to wear. They were these big, navy-blue coats with leather patches where they’d put the coal. Anyway, he found my donkey jacket with the set list and the notes from that night in the pocket.

angie cassidy: My first exposure to Factory Records was at the house where my brother Larry was living. Rob Gretton and Ian Curtis came round to the house to talk about the early Section 25 ‘Girls Don’t Count’ track that they wanted to put out on Factory. I was eighteen or nineteen at the time. They came in the house and went upstairs. I made cups of tea and brought them up so that I could have a nosey at what was going on. They were friendly and cool. Soon after, I went to many gigs where Section 25 were supporting Joy Division and would go backstage. I’d be given a big lump of dope and I rolled joints for everyone. Obviously, this was an important role. [laughs]

lita hira: I was in a band before Stockholm Monsters when I was maybe fourteen, when Tony Wilson was doing the Russell Club, and we played a night there. He came up and said he was starting this new label and would we be interested? Then he found out that we’re like fourteen, so we didn’t hear from him again. Next thing I knew, Factory’s starting.

ann quigley: We just started going to The Factory nightclub, me and my friend Cheryl, and it was the most amazing club ever. It really, really was. I mean, people can tell you that about all sorts of clubs from Studio 54 to Heaven, but The Factory at the Russell Club was definitely a breeding ground for what Factory became, both bands and the people that made the record label. That’s where everyone started because everyone was recognising people from other things they’d been at that they thought were cool and making associations between different people. What I’d do is I’d spend the week in Liverpool, and then at the weekend, I’d come back to Manchester just for The Factory on a Friday night. It was that good.

ang matthews: While I was in England, I had been to see Joy Division in Liverpool. I was just a fan then, but that was the start of it, really – of Factory actually being in my life.

lindsay reade: I was much more into the music and the songs and didn’t much care for the culture of punk that Tony adored. The band that we both agreed on, Tony and me, was Joy Division, and the Factory sample sold well, in my view, because of them. I thought they were great, but particularly after hearing what Martin Hannett did with them in the studio. I didn’t really get the whole thing that much immediately, but when I heard their recordings, I thought, this is fantastic. And the second album … whoa! You just knew this was amazing. But with the terrible tragedy of Ian’s death, I couldn’t listen to it again. I can’t bear to hear it, even after all this time. It’s too … painful still.

karen boardman: One of my best mates was dating Peter Hook, so in the early days, we were around that scene a lot. They weren’t even called Joy Division at that point, they were Stiff Kittens. I knew them as this really cool band we hung out with, and we went to some early shows that are now legendary. If you were a bit of an outsider, which we all were, you suddenly found your tribe, against a backdrop of this post-industrial city that was a bit grim. Going to these clubs was similar to going to a CBGB [famous New York City music venue] in Manchester. It was life-changing for me … you suddenly felt you belonged. And then, Joy Division became successful.

lita hira: I mainly remember seeing Joy Division because of Ian Curtis. I used to go to the Russell Club, The Factory, every week, so I saw Joy Division a few times there and other places as well. It mesmerised me, the way Ian Curtis danced.

julia adamson: When punk happened in about 1976, 1977, I was sixteen or seventeen, and I started going to see bands. I was also starting art college at the same time, started playing guitar and joined a band, and went to the Factory nights at the Russell Club, where they were putting on some impressive bands. I see punk music and the birth of independent record labels as an arts movement more than anything.

marcia pantry: I used to go to the Russell Club, and that was in the day when I was young and dressing so outrageous … you could pick me out in a crowd. You’d see me in a Japanese hat like workers would wear in the fields. I’d dress up and have one of those on. As a Black girl, I’d dress ways that other Black girls weren’t. When punk came, I’d dress up with plastic bags and safety pins. You didn’t see other Black girls doing that! People thought I was weird, but I was interested in fashion, full stop. Anything. I used to wear a green vinyl like a hat, a halo type, because Grace Jones had something like that. But Black girls then in Manchester didn’t dress like that, with that edge.

nicky crewe: I had a dilemma of universities to go to. I’d got two offers and didn’t know which one to go to. Tony was at Cambridge by then, reading English, and I wanted to do English, and he was one of those people who I’d ask advice, and that’s how we became friends. He said, ‘Follow the path with a heart’, quoting Carlos Castaneda. I followed the path with a heart and lasted a term, [laughs] came back up to Manchester, then went to a different university and enjoyed it.

Tony eventually came back from Cambridge and started working for Granada TV, and again our paths used to cross. I had a boyfriend who was involved as a roadie for some bands in Manchester, and he started doing work for Factory when they were having live bands on and events, and I used to do the door tickets, box office and the guest list. So I was doing the door for Factory at the Russell Club. Alongside that, when I left university the first time – this disastrous term – I moved to live in a big shared house in Manchester, and Martin Hannett was one of my housemates.

marcia pantry: I worked at the Russell Club before it became anything with Factory, just as Tony Wilson took it over. When I went to work at The Haçienda, one of the guys said, ‘This is an original Factory work’ – [meaning] me – because I used to work at the Russell Club. [laughs]

sidnie pantry: I used to go to those Factory nights because my mum knew the owner of the Russell Club, so I could get in for free.

marcia pantry: I just asked them for a job there, at the Russell Club. I was already going, and my sister was working there, so I got the job. I was at college then, so it just worked. I worked at the bar there.

nicky crewe: One night at the Russell Club, Mark E. Smith came in with Brix and said, ‘We’re on the guest list.’ Now, I was very strict, and I think that’s why I was popular to be on the door. I never let friends in, and I never pocketed money. So when Mark said, ‘We’re on the guest list’, I just said, ‘No, you’re not.’ He wasn’t! [voice impression of Mark E. Smith:] ‘Oh, don’t you know who I am?’ ‘Yes, of course I know who you are, but you’re not on the list, so you can’t come in.’ [laughs]

penny henry: I used to work in a cooperative in Manchester well before The Haçienda opened, and Mark E. Smith once pinched a pair of dungarees. I chased him out of the shop and took them back off him. I think he was going to hit me … I didn’t know it was him – he was thirteen at the time. When he came into the club, he talked to the hairdresser, Andrew Berry, and said, ‘I don’t like her (me), she wouldn’t let me steal dungarees!’ I didn’t know it was him until then, but I remembered it. [laughs]

liz naylor: My first ever punk gig was The Fall in 1978, and The Distractions were supporting them. I kind of got friendly with The Distractions, and City Fun at that point was a collective mainly led by a guy called Andy Zero, a Distractions fan who was at all of the gigs. It was a really small scene, and I kept bumping into this guy. I was sixteen, and I wrote something that was printed in this local fanzine, so I became part of the collective. I met Cath around the same time. It’s a long backstory, but in the early days when I first met Andy and Martin X from City Fun, I was theoretically still at school – I’d just turned sixteen – but I got expelled. I was a sixteen-year-old kind of truant, running away and going to The Factory. I’d get in at soundcheck and see Joy Division. I would sleep in a flat over the road from The Factory that was owned by another guy involved with City Fun, so I was just hanging around. We all started working on City Fun kind of seriously in early ’79. Me and Cath just hijacked the magazine one day, took it to a different printer, and then just stole it. It wasn’t very glorious. City Fun was started in ’78, and from ’81 onwards it’s just me and Cath. Manchester felt extremely small, like the whole scene was generated by twenty people, and it felt really competitive, life-and-death. It was like, ‘If we don’t wrestle this fanzine away from you, Andy Zero, the whole world will fall apart.’ Everything felt incredibly serious, and nobody was being terribly ironic about anything because it hadn’t been invented yet. Tony was ironic, of course, which nobody understood, but the rest of us were just peasants fighting amongst ourselves on the dark streets of Manchester. [laughs]

cath carroll: Liz and I would go to Factory gigs when we were doing City Fun – they would advertise with us, and we would interact with them. Well, actually, I say interact, but Liz and I were just really rude and obnoxious because I think that’s how we thought we had to behave. I’m honestly quite surprised that Factory took it for that long. New Order too have always been massively gracious, considering how snotty we were. Factory always seemed like a bit of a refuge because of the support that they offered.

liz naylor: We always had a really fractious relationship with Tony and Factory. In its earlier days and later on, it was just Cath and I that were the few dissenting voices concerning Factory … well, that’s maybe not fair because there was lots of grumbling. But we were the people out there taking the piss out of Factory because we thought they needed pulling down a peg. We always existed in this sort of codependent relationship with each other.

nicky crewe: One thing I had forgotten until now was the night the feminists attacked Tony. It was at a club somewhere, upstairs, and I think it was a Factory night. It definitely wasn’t the Russell Club, though … might have been the Beach Club. I can’t remember who was on the bill, but I have a feeling that it was John Cooper Clarke. I mean, they really attacked him – verbally rather than physically – and it was a very aggressive sort of a thing. People did react to him very strongly, you know? Tony wasn’t an aggressive man, and I think he’d sort of step back at something like that. It would be really interesting to know why women took against him that way, and I wouldn’t say it was because of his behaviour. I mean, there are people who are creepy, but nothing like that with Tony. He was quite unthreatening, even camp, really.

cath carroll: A lot of the really meaningful interactions with Factory were not actually in reviewing or witnessing performances or hearing records. Although of course having said that, in July 1979, City Fun did a fundraiser for a now defunct club called The Mayflower, and I think it was called ‘Stuff of Superstars’. Joy Division were the headliner, and we were on the record counter near the stage. I remember Rob Gretton coming backstage and plunking down this big box of albums. We didn’t know what it was, and he was like, ‘You’ll sell them and I don’t want the money.’ He was being funny, or at least funny for Rob Gretton, because his sense of humour was the driest ever. And that box was full of Unknown Pleasures. I remember Liz and I, and I think Pip from The Distractions was there too, just opening up this box and seeing this incredible design – the paper and the card it was printed on, and taking it out and holding it. I love Joy Division and I saw them a lot, but we were just hangers-on.

karen boardman: That was a seminal moment for me, Joy Division becoming successful; indie record stores and clubs were crucial to the ‘lightbulb moment’. Suddenly there’s a lot of records in the stores of bands that you knew, and suddenly you were around people who were so creative … in bands, running venues or doing press for the bands, for example. I started writing for a fanzine called City Fun. The bands were here in Manchester, and Factory, the record company, facilitated their journey. When success came, they stayed in Manchester and they reinvested in Manchester with clubs like The Haçienda and bars like Dry. That became an important moment for me: you didn’t have to go to London. We created this in Manchester, and London was coming to us.

carol morley: Just after Ian Curtis died and Joy Division didn’t have a new name yet – so pre-New Order, when I must have been fourteen – I went to see them. They were playing a gig at Rochdale College of Art, and there were hardly any people there. Tony Wilson was there, though, and I went up to him and said, ‘When I grow up I’m going to be on Factory Records.’ I’ve never forgotten that because it was something to aspire to. Factory was the heartbeat of Manchester.

lindsay reade: Joy Division, to me, was something very different, but a lot of the rest was more fun and games. Almost from the start, Tony and I started to bicker about his managing of ACR, and he and them dressing in battle gear like they did. Then, I loved Magazine, and … well you probably know what happened there. [laughs] But I can say that it didn’t happen the way it did in the film. [laughs]

liz naylor: I remember going to pick up a first pressing of Unknown Pleasures. I didn’t have a stereo, and we were putting on gigs at The Mayflower, like the Funhouse [a gig featuring Joy Division, Ludus, The Fall and others]. I remember going to Palatine Road, picking up one of these copies of Unknown Pleasures, bringing it back, and playing it over the PA system – a very crude system with a couple of basic turntables. It felt amazing to listen to in that perfect setting, a decaying hall. Brilliant.

ann quigley: Me and John moved to Hulme, where most of A Certain Ratio lived. What had happened is that the council decided that the flats that were built were totally unsuitable for the families that they’d got in there, and they were moving everyone out and just putting students and musicians and anyone who wanted a freer lifestyle in these flats. So it turned out ultimately the whole block of flats was full of musicians and artists, and it was quite an amazing place, even though it was a really deprived area. You could still see poverty every time you walked downstairs, but a little circle of friendship formed between John, me, A Certain Ratio, an artist called Cliff, and a guy called Eric Random who was in a band with Francis and Pete Shelley, called the Tiller Boys, of the Buzzcocks, of course. That was our friendship group and it was like that for a few years – we were like a little family.

angie cassidy: I got on with ACR, with Jez and Simon Topping … They used to come up and stay with us sometimes for weekends and stuff because we lived in the country, compared to the flats where they were living in Manchester.

ann quigley: A funny thing is that all of this was somehow fated. The area in Manchester called Wythenshawe, which is a massive council estate, was an early home for so many of us at Factory. People like Donald Johnson, the drummer from ACR, Leroy Richardson, who was a manager of The Haçienda, Rob Gretton, myself and Tony, that’s where we lived. There was also another band living in Wythenshawe called Slaughter and the Dogs, and they were a punk band that played with the Sex Pistols in Manchester – everyone said they were at that gig, but they weren’t. The next one at the Lesser Free Trade Hall, with the Buzzcocks and Slaughter and the Dogs and Sex Pistols, that got Factory started. Anyway, I’d known Mick Rossi of Slaughter and the Dogs since I was about twelve because he liked David Bowie, and I used to do paintings of David Bowie for him. He paid me either with fish and chips or 50p, and then he formed Slaughter and the Dogs. I was on the school bus going home one day, and Wayne Barrett of Slaughter and the Dogs got on the same bus and said, ‘Will you come and see our band play in town?’ I’d never seen a band before so I said yeah, and he told me that they were going on with a band called the Sex Pistols.

So that was the first punk gig I ever went to, and even though a lot of the boys at that gig said being a fan of the Sex Pistols meant you went out and bought a guitar or a bass and started a band, it had the same effect on me as a girl. My dream had been the same as the boys’, so anytime I come across girls in my stories, I’ll mention that the girls were important because we were few and far between.
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