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About the Book

The world according to Moz...


Steven Patrick Morrissey is one of the most original, most fanatically adored and most controversial voices in the history of popular music. With The Smiths, he led the most influential British guitar group of the 1980s, his enigmatic wit and style defining a generation. As a solo artist, he’s continued to broach subjects no other singer would dare. Worshipped by some, vilified by others, Morrissey is a unique rock and roll creation.


Mozipedia is the first in-depth encyclopedia of the man, the myth and the music. Bringing together every song, every album, every collaborator, his personal heroes and his secret influences, with over 600 entries it covers every aspect of Morrissey’s life and career.


The summation of years of interviews and meticulous research by Smiths/Morrissey authority Simon Goddard, Mozipedia is the definitive word on a cultural icon.


About the Author

Simon Goddard was born as Britain was swinging to the number one sound of Benny Hill’s ‘Ernie (The Fastest Milkman In The West)’. All these years later it still says nothing to him about his life.

He lives in London where he works as a music journalist.
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For Misery Guts of Bonnyrigg:
Are you still there, or have you moved away?


Preface

‘There is a man, a certain man …’

‘I don’t mind how I’m remembered so long as they’re precious recollections. I don’t want to be remembered for being a silly, prancing, nonsensical village idiot. But I really do want to be remembered. I want some grain of immortality. I think it’s been deserved. It’s been earned.’

SO SAID MORRISSEY in 1985, just two years into The Smiths’ recording career. If he hadn’t quite guaranteed his immortality back then, he has now.

Adore him or abhor him, Morrissey has left too big an indentation – upon pop, upon art, upon people’s lives – to be erased from history. He’s one of those rare artists whose impact upon our culture is as irreversibly dramatic as the asteroid which slammed into the surface of the earth some 65 million years ago, snuffing out all dinosaur life in a flash. The history of art is shaped by such thunderbolts – the Beethovens and Picassos who revolutionise the past conventions of their chosen field, thereby determining its future. The symphony has never been the same since Beethoven, nor the painting since Picasso, nor the pop song since Morrissey, who sometimes in as little as two minutes conveys as much hope, loss, tragedy, comedy, pathos, wit, joy and despair as can be found in the pages of the heftiest Victorian literature. There is Dickens’s David Copperfield and there is The Smiths’ ‘Girlfriend In A Coma’. Both are great works of art, and great art such as Dickens, Beethoven, Picasso and Morrissey is forevermore.

Yet Morrissey, the artist and the man, remains an enigma. It is commonly understood that: he’s a pop singer; he’s a vegetarian; he was celibate in the 1980s (and because of this most people assume he still is); he has a quiff and a prominent chin; he likes Oscar Wilde, James Dean and the New York Dolls; he doesn’t like the monarchy, judges or Norfolk poultry farmers; his words are usually heartbreakingly sad, hysterically funny or a combination of both; he’s from Manchester, and his Christian names are Steven Patrick.

But the mystery of Morrissey is that the more his surface is scratched, the more puzzlingly contrary he becomes. He likes Jacqueline du Pré but he also likes the Cockney Rejects. His favourite film is A Taste Of Honey but it’s also Romper Stomper. He likes boxing but he also condemns all blood sports. He sings of being ‘gentle and kind’ but he also likes the Kray twins. He says he’s not gay but then he writes a song like ‘Dear God Please Help Me’, which graphically describes a homosexual encounter. He says reggae is vile but then he revives the 1970s reggae label Attack Records. He sings that England is his but then leaves to live in Los Angeles. And so on.

It is in trying to evaluate all this information simultaneously – a brain-haemorrhaging feat of doublethink to the power of ten – that the riddle of Morrissey is born. But the answer to the riddle might lie in the process of forming the sum. If Morrissey could be deconstructed into as many separate component parts as can be easily defined, if these parts were then scattered on as large a canvas as could accommodate them so they might resemble the stars in the night sky, what would they look like? What shape constellation might Morrissey be? Which of his stars would shine the brightest and which would be invisible to the naked eye without the aid of a telescope? Would we, then, have a clearer understanding of Morrissey?

This was the idea in creating Mozipedia. To atomise Morrissey, to count the dots and to let those dots be joined in an infinite number of combinations. So that between a favourite 1950s British B-movie, a Smiths sleeve cover star, the recollections of his former bass player, a favourite poet, a forgotten B-side, his choice of record labels and his pathological aversion to garlic and onions the reader might form an independent and unique insight into Morrissey more lucid than that mapped out in a standard narrative biography.

Writing Mozipedia was a lot like living in my own version of Orson Welles’s Citizen Kane, where I was Thompson the reporter and Steven Patrick Morrissey was my equivalent Charles Foster Kane, the subject of investigation. Thompson set out to discover not ‘what a man did’ but ‘who he was’ by speaking to those who knew him and examining every available clue. The one difference is that Thompson was trying to form a portrait of the recently deceased. My subject is still very much alive but no less impenetrable or, indeed, inaccessible; there came a point in the research where those contacted still working in the service of Morrissey either refused to speak outright or, equally telling, initially agreed only to then nervously withdraw, seemingly not of their own volition. While frustrating for any writer, such distrust and power of persuasion is in itself another atom, an essential dot to be joined in the outline of Morrissey’s psyche.

Thompson’s quest is to uncover the identity of ‘Rosebud’, the final word Kane gasped before dying. He fails to find it but remains philosophical in defeat: ‘I don’t think any word can explain a man’s life.’ This is certainly true of Morrissey. Individually, the song ‘Maladjusted’, his love for the music of Phil Ochs, or Roxy Music, or the films of Margaret Rutherford aren’t enough to explain who he is. But collectively, it’s a different story. When surveying the mountainous jumble of Kane’s worldly goods, one of Thompson’s colleagues wonders aloud, ‘If you put all this stuff together, palaces, paintings, toys and everything, what would it spell?’ Put together ‘Maladjusted’, Ochs, Roxy and Rutherford and we’re already halfway to spelling Morrissey.

True to the spirit of Thompson, I never did find my ‘Rosebud’ – maybe like Kane’s childhood sled it’s here hiding within the hotchpotch waiting to be discovered. But better than that, I learned to love Morrissey for the great artist he is. My hope in finishing Mozipedia is that the reader will learn something similar.

These are the ways, now yours to assemble.

Simon Goddard


Mozingredients

THE ENTRIES IN Mozipedia can be broadly divided into the following categories:

1. The music of Morrissey and The Smiths

Every known song recorded, or attempted, by Morrissey and The Smiths has its own entry. The same goes for every studio album and major compilation.

Songs are annotated by composer and listed by their first release format with the exception of all singles, introduced as such regardless of whether the song first appeared on a studio album. The term ‘B-side’ is used generally for any track accompanying a single without specifying the exact format, specific details of which can be found in the Mozography appendix.

The song and album entries are written from a personal critical perspective. At the risk of occasionally infuriating or confounding the reader with a conflicting opinion, this has been necessary in order to differentiate between the highs and lows of Morrissey’s career. If the reader’s estimations differ from my own, this in itself is a healthy catalyst for further debate, discussion and reevaluation of Morrissey’s work in the face of received wisdom and stale critical cliché. Great art such as his defies dispassion and should never suffer the fate of fusty objective analysis.

When discussing the meaning of songs, in most cases I offer an interpretative overview. These should be taken as a guide and by no means a finite reading. Morrissey himself refuses to offer ‘pat’ explanations to his lyrics and the mystery and beauty of his songs lies in their myriad interpretations from individual to individual. My theories are a suggestion informed by whatever supporting evidence is available, and should never be read as an absolute definition.

2. The life of Morrissey

There is no entry in this book for Morrissey himself since he is the book. The phases of his life and background history can be found scattered throughout in individual entries, e.g. birthday, family, school, religion, youth, sex, etc.

3. The influences of Morrissey

A large portion of Mozipedia concerns the books, authors, films, actors, singers, groups and records which have either had a direct influence upon Morrissey’s art or which he’s named among his favourites.

The list of potential candidates is so vast that strict(ish) criteria had to be established to avoid needless repetition, double-crossed references and, for reasons of space alone, the potentially superfluous. Because Morrissey once briefly included Benny Hill’s 1963 novelty hit ‘Harvest Of Love’ on his concert interval tapes,1 does Benny Hill really deserve his own entry? Perhaps, but then again (and in this instance) perhaps not.

The rough rule of thumb is this. Those people and works which Morrissey has named in interviews, in published lists of favourite films or records or which have been proven to have incontestably influenced his own work are included. But those people or works to have had purely minor or isolated influence but which he has otherwise never mentioned are not. As an example, there is no entry for the film Sleuth, even though it was a lyrical influence on the chorus of ‘This Charming Man’. This is because other than admitting the source, Morrissey has never listed Sleuth as one of his favourite films. Whereas there is an entry for Long Day’s Journey Into Night, the source of the song title ‘This Night Has Opened My Eyes’, because beyond its lyrical influence Morrissey has also cited it as a favourite film at least twice.

Where music is concerned, Morrissey is very specific when it comes to individual records and it’s sometimes a case of the song, not the singer. For this reason, many of Morrissey’s favourites are listed within under song title rather than artist. For example, he’s often swooned over ‘Heart’ by Rita Pavone but since he’s never expanded at length about the rest of Pavone’s repertoire it is ‘Heart’ rather than Pavone herself which warrants an entry. Whereas in the case of Vince Eager, Morrissey has named his ‘The World’s Loneliest Man’ as one of his most cherished singles but had previously also toyed with using Eager’s name on a run-out-groove message. In the case of such multiple references, it is the singer, not the song, who justifies inclusion.

For Morrissey’s heroes, a biographical résumé is applicable only in cases where either their history and background is not widely known (e.g. Angelic Upstarts) or of such importance to Morrissey’s character that it deserves reiterating (e.g. the New York Dolls, Oscar Wilde). With popular icons such as Bowie, Elvis and Sinatra, it has only been necessary to discuss their lives and legacies in terms of their relevance to, and influence upon, Morrissey; for example, a potted history of Elvis would, in itself, be an epic digressional indulgence too far.

In discussing films and books, where possible I’ve tried to describe the basic plot without spoiling it for those who’ve not seen or read them. There are, however, a handful of rare instances when it’s been necessary to reveal endings to make connections between the narrative and Morrissey’s art, e.g. the novel Wuthering Heights, the film Billy Liar.

4. The who’s who of Morrissey and The Smiths

Biographical entries for significant people who’ve worked with, written with or have a connection with Morrissey and The Smiths, from band members and producers to key acquaintances.

5. The world of Morrissey

Specific cities and places of relevance to Morrissey’s life and work, e.g. Los Angeles, Rome, Salford Lads Club.

6. The Tao of Morrissey

Everything else. There were some abstract elements which didn’t belong to any of the above categories but which still deserved inclusion – Morrissey’s thoughts on cats, on football, on love, on tea, on his fondness for swimming. Such wisdoms are scattered within to be discovered at random.

Some textual technicalities. Whenever you see a phrase or name in SMALL CAPITALS that means it/they have their own entry; this only applies to the first mention in any entry. The three exceptions are the names of the other Smiths – Johnny Marr, Andy Rourke and Mike Joyce. All have their own entries – Marr’s is the longest in the book, incidentally – but their ubiquity in the text is such that to capitalise their names every time seems unnecessary. Likewise, the cities Dublin, London, Los Angeles, Manchester and Rome, all of which have their own listings within, are also exempt since capitalising their first mention in every entry would be a needless textural encumbrance.

Where hit singles are referenced – e.g. number 22, May 1959 – the listed month is the one in which the record reached that position, not when it was released.

Finally, the numbers in square brackets at the end of each entry – e.g. [5, 22, 59] – refer to the sources listed at the back of the book.
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1. Throughout Mozipedia you will find mention of Morrissey’s ‘interval tapes’ and ‘interval video montages’: these refer to his ritual compilation of pre-gig music and videos played in the gap between the support act and his stage entrance. These change with every tour, offering a unique insight into his current tastes, inspirations, fads and heroes.
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‘People fashion their God after their own understanding. They make their God first and worship him afterwards.’

OSCAR WILDE


a


a-ha, 80s Norwegian pop trio whom Morrissey liked ‘a great deal’ during their heyday. Their first major hit, ‘Take On Me’, was released three times before finally entering the UK top 40 in October 1985 – the same week as The Smiths’ ‘THE BOY WITH THE THORN IN HIS SIDE’ – going on to reach number two in the UK and number one in the US, helped to a large degree by its pioneering semi-animated video. Fronted by the handsomely wolfish Morten Harket, a-ha’s success continued for another couple of years, scoring up a lone UK number one with January 1986’s baroque blockbuster ‘The Sun Always Shines On TV’ and a James Bond theme with 1988’s ‘The Living Daylights’. Although Smiths indie purists may have been aghast to hear Morrissey praise such a mainstream synthesiser-driven pop act, he commended a-ha on several occasions during 1987, even confessing he’d been to see them in concert in America but had been put off ‘by the squealing fans’. [125, 130, 469]

Accattone, 1961 Italian film referenced in Morrissey’s ‘YOU HAVE KILLED ME’ along with its director, Pier Paolo PASOLINI. The film was Pasolini’s directorial debut, loosely based upon his novel Una Vita Violenta (A Violent Life), and followed the downfall of Vittorio, a Roman pimp nicknamed ‘Accattone’ (literally ‘beggar’ or ‘scrounger’). The title role was played by Franco Citti, a regular in numerous Pasolini films including Morrissey’s personal favourite, 1962’s Mamma Roma starring Anna MAGNANI, mentioned in the same song. [213, 335, 481]

‘Accept Yourself’ (Morrissey/Marr), B-side of ‘THIS CHARMING MAN’ (1983). ‘The fundamental request of Smithdom’ according to Morrissey, ‘Accept Yourself’ was his decree to ‘be yourself, relax, don’t worry about anything as there’s no point’.

The first Smiths song where he directly addressed his audience, it reportedly instigated ‘floods’ of letters from ‘totally affected’ fans. Certainly, it’s among Morrissey’s most positive early lyrics. ‘I find that so many people have [the song’s] dilemma about shoes,’ he commented. ‘If they have the wrong pair of shoes it can totally destroy their entire life. Similarly, if people think their feet are too big, or that their nose is too big, it can result in a diminished social life for totally false reasons.’ Within the song he’d borrow from the dependable Shelagh DELANEY, adapting ‘anything’s hard to find if you go around looking for it with your eyes shut’ from The Lion In Love. Further inspiration came from friend Howard DEVOTO’s Magazine and their ‘A SONG FROM UNDER THE FLOORBOARDS’ which Morrissey later covered in 2006. Where Devoto is ‘angry’, ‘ill’ and ‘ugly as sin’, Morrissey becomes ‘sick’, ‘dull’ and ‘plain’.

Written in the spring of 1983, melodically and rhythmically it betrayed Marr’s love of Tamla Motown and in particular his mother’s Four Tops singles collection: his sequined guitar riff bounces in the vague direction of their 1965 single ‘Something About You’, as featured on their first Greatest Hits, named as Marr’s favourite album in 1985. ‘That was just in the air at the time,’ he admits. ‘I was listening to and buying a lot of Motown singles.’

Like its accompanying 12-inch B-side ‘WONDERFUL WOMAN’, ‘Accept Yourself’ had been earmarked for their debut album with Troy TATE before being re-recorded by producer John PORTER. A different, earlier BBC session version features on HATFUL OF HOLLOW. [17, 18, 27, 168, 270, 299, 419]

acting, In spite of his rarely discussed, if uncanny, resemblance to British screen idol Stanley BAKER, Morrissey himself has no desire to become an actor. ‘I don’t believe I can act,’ he confessed in 1987. He’d soon prove that point the following year when making his cameo in the Channel 4 BROOKSIDE spin-off South, in which he valiantly struggled to play himself. His scene, lasting all of 38 seconds, takes place in the foyer of London’s Capital Radio, where Brookside’s Tracy Corkhill has come in her quest to find a job in the smoke. As she takes a seat, she suddenly notices the jutting chin and bouncy black quiff of the slender gentleman sat opposite.


TRACY: I know who you are!

MORRISSEY: So do I.

TRACY: You’re Morrissey!

MORRISSEY: I know.

TRACY: You used to be with The Smiths!

MORRISSEY: (nods, says nothing)

TRACY: What are you doing ’ere?

MORRISSEY: I’ve… (unnecessary pause) … come to do an interview.

TRACY: Great!

MORRISSEY: (deathly silence) What are you doing here?

TRACY: Nothing. Why?

FEMALE VOICE OFF CAMERA: (to Morrissey) We’re ready for you now.

MORRISSEY: Got to go. Nice to meet you.



The singer described his scene as ‘compulsive non-viewing … essential kettle-on time’. ‘I can’t act at all, which is very surprising,’ he explained. ‘I can’t be natural in front of the camera … I can’t even be natural when I’m lying in the bath.’

Morrissey has since turned down various offers for similar cameos (including the US sitcom FRIENDS) and once claimed he’d declined an invitation to appear in a film directed by Dennis Hopper since it involved him being ‘nude and painted turquoise’. [71, 115, 412, 469]

adolescence (of Morrissey), See YOUTH OF MORRISSEY.

ADS speakers, Massachusetts-based home hifi manufacturer (Analogue and Digital Systems, Inc.) whose 1980 US press advert for their L730 range provided the original cover for The Smiths’ ‘WILLIAM, IT WAS REALLY NOTHING’ single. The advert, headed ‘Will you still respect your speakers in the morning?’, was intended as a humorous analogy of a one-night stand, showing a semi-naked man sat in regretful pose with a bulky speaker lying on the bedclothes behind him. ‘Sure, they sounded great last night,’ began accompanying text, ‘but the real test of a speaker system is the morning after.’ The advert first ran in the winter of 1980 and it’s likely that Morrissey would have first encountered it on his trip to visit relatives in New York and Colorado in January 1981. He subsequently confessed he’d ‘ripped’ it from an issue of American GQ, citing it as ‘an example of how much of an impact fashion photography and fashion magazines had on me’. Since the image was used without permission, after the release of ‘William’ the original copyright holders made a claim against The Smiths’ record company, ROUGH TRADE, for ‘violation of privacy’ and ‘deceptive trade practices’. Accordingly, the single was reissued in 1987 in a new sleeve featuring Billie WHITELAW from the film Charlie Bubbles. (See also DELANEY.) [43, 119, 334, 374]
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‘Afternoon Delight’, 1976 US number one for the Starland Vocal Band, as purchased by the 17-year-old Morrissey who thereby helped rush it on its way to number 18 in the UK. In total contrast to his more cacophonous punk tastes of the day, ‘Afternoon Delight’ was a breezy soft-rock ode to daytime sex boiling over with graphic metaphors: ‘skyrockets in flight – afternoon delight!’ Morrissey found himself ‘absolutely loving it despite myself’, also acknowledging, ‘I was slowly being infiltrated by something terribly devious.’ It would be the Starland Vocal Band’s only hit. Ironically, when their fame dwindled, founding husband-and-wife duo Bill Danoff and Taffy Nivert soon lost their appetite for ‘nibblin’ a little afternoon delight’ and promptly divorced. [95]



alcohol, As his earliest lyrical mention of boozy afternoons in The Smiths’ ‘THESE THINGS TAKE TIME’ hinted, Morrissey enjoys a drink. In the early days of The Smiths he confessed to ‘spasms of wine’ and was famed for avoiding the excesses enjoyed by the other members of the group, claiming ‘I can go months and months without a drink’. He later explained it was because ‘it was important that I remembered all the words so perhaps I was overcautious and over-delicate’. In the early 90s he switched to beer. ‘I have a great interest in alcohol,’ he admitted, ‘and as time goes by I find it more comforting, although I’m not by any means an alcoholic.’ His preference for ‘old men’s pubs’ saw him frequent various dingy hostelries in north London and the East End, habitually opting for bottled lager over pints. When moving to America, he raved about its ‘fantastic offering of beer’, apparently vastly superior to ‘those horrible British beers that are made of 95 per cent polyester’. The sleeve of the 2006 single ‘THE YOUNGEST WAS THE MOST LOVED’ shows him holding a bottle of red label Italian Peroni lager, suitable for vegetarians (not all beers are, depending on the brewing process, some involving animal gelatine or fish-sourced isinglass). In recent years, perhaps fearing the dreaded beer gut, his tastes have shifted to Grey Goose vodka and tonic, though as recently as 2008 Morrissey has still been known to sink as many as nine pints of strong lager in one sitting. [48, 54, 82, 127, 153, 154, 205, 273]

‘All The Lazy Dykes’ (Morrissey/Whyte), From the album YOU ARE THE QUARRY (2004). A few minutes’ drive from Morrissey’s former Los Angeles home lay the city’s popular lesbian hangout the Palms Bar on Santa Monica Boulevard. The singer later recalled how he would often pass by admiring its ‘absolutely fascinating’ clientele of female bikers and other ‘very, very strong women’. Taking the Palms Bar as inspiration and name-checking it in the first verse, ‘All The Lazy Dykes’ was Morrissey’s self-styled ‘hymn for lesbians who don’t know they are’, a plea to a married woman in denial about her true sexuality to ‘free yourself, be yourself’. ‘She needed me to tell her,’ he explained, ‘because she can’t come to that conclusion herself.’ Morrissey’s altruistic plot to out his friend cleverly allows him the chance to share her liberation, declaring how he has ‘never felt so alive in the whole of my life’. For all its celebratory intent, his invitation is lent a disconcertingly tragic atmosphere by Whyte’s gloomy, almost funereal tune. Given the surfeit of strong material from the album sessions, in retrospect ‘All The Lazy Dykes’ may have been better suited to a B-side: Morrissey possibly agreed, dropping the song from his set midway through his 2004 You Are The Quarry tour. [56, 151, 192]

‘All You Need Is Me’ (Morrissey/Tobias), Morrissey’s 35th solo single (first included on the compilation GREATEST HITS, repeated on the album YEARS OF REFUSAL), released June 2008, highest UK chart position #24. Where THE BEATLES preached love, Morrissey promotes himself as the fundamental reason for the listener’s existence, albeit with tongue placed firmly in cheek. Its principal taunt to an exasperated lover recalled ‘THE MORE YOU IGNORE ME’ with its sketch of a naked Morrissey stalking their dreams as he savours their fevered irritation. The lyrics are rife with gems of self-mockery, not least his youthful flashback of being a chubby boy in a council house (Americanised as ‘welfare house’) and his droll ‘whoopee’. More metaphorically, ‘All You Need Is Me’ can be read as a cunning jibe at his more critical fans who consistently moan about his work yet can never relinquish him completely. The closing ‘you’re gonna miss me when I’m gone’ would also prove an irresistible quote for reviewers wishing to reiterate his unique place in pop history.

One of Jesse Tobias’s best Morrissey offerings, its light punk-pop shudder was the perfect vehicle for its vainglorious humour. Sadly such qualities weren’t reflected in its comparatively poor chart position. The second single from his 2008 Greatest Hits album, the following year it was given a deserved second outing on Years Of Refusal. [245]

‘Alma Matters’ (Morrissey/Whyte), Morrissey’s 22nd solo single (from the album MALADJUSTED), released July 1997, highest UK chart position #16. Making wordplay out of the Latin term for one’s former school (alma mater, literally ‘fostering mother’), ‘Alma Matters’ sounded like a homage to a mystery girl of great significance ‘to someone, somewhere’. Given his love of CORONATION STREET, it was either uncanny or unfortunate that at the time of the song’s release the most famous Alma in Britain was The Street’s Alma Baldwin, played by Amanda Barrie who many years previously had starred in 1964’s CARRY ON Cleo. More scholarly critics presumed the title to be a nod to 50s/60s British singer Alma Cogan: Morrissey was, at the very least, reputed to be a fan of her 1962 version of Noël COWARD’s ‘If Love Were All’ (itself a lyrical influence on his earlier ‘FOUND FOUND FOUND’).

At the time, Morrissey professed the song wasn’t about a person but a general call for sexual emancipation. ‘It means that we should be pleased and proud of the female side of our character, of our nature,’ he explained. ‘Or if we’re female, we should be proud of the male side of our character and give it just as much importance as the other side. Everything’s fine. It doesn’t matter how you behave.’ Over a decade later he’d admit this explanation wasn’t strictly honest, merely something he’d ‘felt like saying’ at the time. Whether intentionally or not, the lyrics also contained the echo of one of his earliest sources, Shelagh DELANEY, specifically the line ‘It’s your life, ruin it your own way’ from A Taste Of Honey.

Recorded at the beginning of the Maladjusted sessions, with its jewel-like guitars and jubilant chorus it was the obvious choice of first single, albeit slightly overdone. Just shy of five minutes, and the longest track on the album, it may have benefited from some trimming for radio purposes, especially during its meandering, key-changing end section. Even so, the alluring ‘Alma Matters’ was Morrissey’s first top 20 hit in over three years and, in terms of chart position, his third most successful single of the 90s – a triumph strangely overlooked by its exclusion from 2008’s GREATEST HITS compilation.

The accompanying video, directed by photographer Matthew Rolston, unveiled the short-lived ‘quiff-less’ Morrissey of 1997, seen wearing a Beck T-shirt (he’d later explain, ‘I knew a woman at the time who dared me to wear [it], so I did, and she was thrilled’), toying with a kitten and eating doughnuts and cereal. More surprisingly, it regurgitated the thuggish SKINHEAD imagery from the ‘OUR FRANK’ video (albeit skinhead girls as well as boys) and appeared to verify Morrissey’s love of northern soul music with its dilapidated neon sign spelling out the name of the genre’s hallowed early 70s mecca, Wigan Casino. [4, 5, 40, 554, 567, 568]

‘Alsatian Cousin’ (Morrissey/Street), From the album VIVA HATE (1988). A fittingly malicious overture for a record christened Viva Hate, ‘Alsatian Cousin’ cast Morrissey as a betrayed victim, challenging a partner to reveal the details of a previous fling. The mention of notes being left on desks and the school staffroom stereotype of leather elbow patches suggest an illicit affair between teacher and pupil, doubly so that the song’s title was taken from a line in Alan BENNETT’s play Forty Years On, set in an English public school (‘I was distantly related to the Woolf family through some Alsatian cousins’). From the graphic metaphor of ‘tent flaps open wide’ to the description of being taken upon the teacher’s desk, Morrissey doesn’t so much sing as seethe the words, echoing his vitriol in the backing chorus of canine howls.

A courageous choice of album opener, its venomous guitar and racking rhythm were very much at odds with the indie pigeonhole most fans and critics placed Morrissey within at the time. Street presented the song to Morrissey as a ‘rough sketch’ for guitarist Vini REILLY to improvise on top, though since his freeform noodlings dominate the arrangement, Reilly himself later contested authorship of the tune. As with Johnny Marr’s previous homage to rapper Lovebug Starski on ‘HOW SOON IS NOW?’, Street also snuck a covert hip hop reference under Morrissey’s nose with the song’s bass line, consciously modelled on Grandmaster & Melle Mel’s ‘White Lines (Don’t Don’t Do It)’. ‘I was seeing how far I could push Morrissey,’ says Street, ‘and I was impressed at just how far he was willing to go and experiment. He was an incredibly inspiring person to work with.’

A final digression on the song’s title: those partial to the opinion that the bulk of Viva Hate was either directed at, or written about, Johnny Marr in the wake of The Smiths’ split should consider that at the time Marr was the proud owner of two Alsatians, Rufus and Curtis (as in Thomas and Mayfield). [25, 39, 168, 272, 280]

‘Ambitious Outsiders’ (Morrissey/Whyte), From the album MALADJUSTED (1997). Originally planned as the title track for Morrissey’s sixth solo album, ‘Ambitious Outsiders’ was also his favourite from the record duly renamed Maladjusted. Among his most disturbing lyrics, it appeared to voice the unapologetic conscience of a paedophile ring in the face of mounting tabloid hysteria. Teasing society’s greatest fears and paranoias about child abusers – that they walk among us unnoticed, monitoring the school-bus run while calculating their opportunity to seize another victim – the song dares to blame their crimes on the children’s parents as punishment for ‘reproducing’.1

Unlike The Smiths’ ‘SUFFER LITTLE CHILDREN’ – his previous treatment of the same theme which highlighted the inexpressible horror and human tragedy of paedophilic murder – his motives on ‘Ambitious Outsiders’ were unclear. That it managed to slip out unnoticed on a top ten UK album was, in hindsight, quite miraculous. On the few occasions Morrissey was asked to clarify the song’s meaning, he skirted the issue other than admitting that it was ‘creeping towards’ what one interviewer had described as an ‘evil child-murdering-incorporated theme song’. ‘I’m very proud of it,’ he stated. ‘I like music to be slightly dangerous. I do. I like to be pushed. There’s not really much point making safe music.’ His further wishy-washy explanation that it conveyed ‘how easy it is to be seen as somebody who doesn’t belong and who has strange ideas’ similarly failed to satisfy any nagging doubts about its real theme and intentions.

For all the power of its lyric, as a recording ‘Ambitious Outsiders’ failed to achieve its maximum impact, hampered by the decision to embellish Whyte’s original demo with synthetic strings rather than attempt a proper orchestral recording. Had his melodramatic score been followed to its logical conclusion with real orchestral accompaniment, the track might have become a showstopping Scott Walker affair. Instead, producer Steve LILLYWHITE did his best to re-create Whyte’s elaborate composition with keyboards, resulting in its crooked end-of-the-pier translation which, perhaps deliberately, only made Morrissey’s hissed threats of child snatching all the more creepy. [4, 40, 422, 567]

‘America Is Not The World’ (Morrissey/Whyte), From the album YOU ARE THE QUARRY (2004). It was apt that Morrissey should choose to open his first album after seven years ‘in exile’ in Los Angeles with a song which addressed the many criticisms and questions during his absence. ‘America Is Not The World’ was a poisoned love letter to his adopted home, an explicitly political attack on globalisation, US colonialism and the White House itself. ‘I didn’t care much for being subtle this time,’ explained Morrissey, ‘there’s just no time for that. And America really isn’t the world.’

Lampooning its reputation as ‘the land of the free’, Morrissey mocks its historically white, male heterosexual presidential lineage, using the term ‘gay’ for the very first time in his lyrics. Thankfully, the historic election of Barack Obama in 2008 would negate his pessimism over the likelihood of a black president; Morrissey himself pledged his support for Obama throughout the Democrat candidacy contest against Hillary Clinton, even wearing a fan-made T-shirt of his face beside Obama’s on stage at London’s Roundhouse in January 2008.

The song also contained a soft reminder that meat is murder with its revulsion at the global propagation of hamburger chains.2 Morrissey elaborated on the subject when explaining his decision to reference the Baltic state of Estonia in the song. ‘I imagined the sexy and sharp people of Estonia – which is not considered to be a world leader in anything, as far as I know – looking at the Burger King fast-food hell of the modern American food industry, and actually feeling sorry for Americans.’ He went on to condemn America’s domestic food industry and its catastrophic effect on the country’s obesity and mortality rates. ‘It’s astonishing that the entire population of America hasn’t been killed off by its own food industry,’ he claimed. ‘The food industry is certainly trying, and it is more of a threat to the American people than so-called “terrorism” is.’

Luckily for Morrissey, the majority of his devout American audience embraced the song’s political intent. It was unfortunate, however, that such a grand lyrical statement was denied the necessary drama that the first track on Morrissey’s eagerly awaited ‘comeback album’ properly deserved. Whyte’s placid theme, agreeable enough and crisply produced, immediately announced that, where his co-writer’s musical parameters were concerned, Morrissey hadn’t budged a millimetre in the seven years since MALADJUSTED. [119, 231, 241]

‘Ammunition’ (Morrissey/Boorer), From the album MALADJUSTED (1997). It would have been nice to believe, as ‘Ammunition’ insisted, that immediately after the 1996 COURT CASE the 37-year-old Morrissey had achieved sufficient peace with himself, and his past, to dismiss all thoughts of revenge. Yet in context of the same album’s venomous ‘SORROW WILL COME IN THE END’, its contented sentiment didn’t wash. Though Morrissey considered it a strong single contender, in reality Boorer’s carefree tune collapsed on the dull side of nice, befitting the singer’s metaphorical journey in which he steers his career away from potential hazards with the confidence of a sage ‘old hand’. One of many weak links in the latter half of Maladjusted, ‘Ammunition’ would, at best, have been an adequate B-side. Its one saving grace is Morrissey’s admirable use of that rarest of adjectives in pop music, ‘salient’. [4, 40]

Angel Inside Went Sour, The, 1970 non-fiction novel by Esther Rothman, mentioned by Morrissey in a 1983 list of his favourite books. As the jacket describes, it is ‘The compassionate story of a very special school by the woman who runs it, and what can be done within the state system by devotion and perseverance.’ Rothman was head of New York’s Livingston School for predominantly black teenage girls with behavioural problems. The book is Rothman’s detailed catalogue of incidents involving drugs, violence, underage sex and pregnancy in context of her own liberal teaching methods and shares common ground with Jim Haskins’s Diary Of A Harlem School Teacher (1969), a similar memoir which Morrissey read in his late teens. Though both books are positive accounts of teaching and overcoming social prejudices, their respective scenes of classroom confrontation evoke Morrissey’s own ‘THE TEACHERS ARE AFRAID OF THE PUPILS’. [184, 362, 364]

Angelic Upstarts, Late 70s north-east punk group whom Morrissey would describe as one of his ‘primary influences’ during the 90s, even criticising modern Britpop bands of the day for being ‘[not] actually as good as the Angelic Upstarts’.

Inspired by The Clash, the Upstarts were formed in South Shields, Tyneside in the summer of 1977 by 19-year-old singer and apprentice miner Thomas ‘Mensi’ Mensforth. Described by the NME as ‘a bunch of apparently illiterate and petulant Geordie hooligans’, the majority of their songs were furious hymns of working-class frustration, often raging against the police. Their self-released debut single, ‘The Murder Of Liddle Towers’, set the bar, responding to the recent death in police custody of an amateur boxer, which had been written off by the authorities as ‘justifiable homicide’. The accusatory drama of its lyrics was brought to the attention of their local South Shields constabulary, who duly began monitoring Upstarts gigs hoping to arrest them for incitement to violence. The Upstarts, in return, would later thank Northumbria Police ‘for inspiration’ on their debut album, Teenage Warning.

With the help of Sham 69’s Jimmy Pursey, in 1978 they signed to Polydor only to be dropped before they’d recorded a note after Mensi had a fight with a company security guard. Warners picked up the pieces, releasing their major label debut in the spring of ’79, ‘I’m An Upstart’, followed by the boisterous ‘Teenage Warning’. Both made the UK charts and later appeared on Morrissey’s concert interval tapes in 1995, as would their next single ‘Never ’Ad Nothin’’, the true story of an 18-year-old tearaway who took a man hostage in an Essex pub only to be gunned down ‘in a puff of smoke’ by police. The group continued well into the mid-80s, though with the exception of 1981’s ‘Kids On The Street’, judging from his interval tape selections Morrissey seems to prefer their earliest material.

While most of their songs were inspired by social injustice and political anger, the Upstarts were still capable of comedy: when drummer Keith ‘Sticks’ Warrington left to join COCKNEY REJECTS – because ‘they were harder’ – the group took revenge by stealing his diary and putting its drippy entries about his girlfriend to music on 1980’s shambolic B-side ‘Sticks’s Diary’. Like the Rejects (with whom they shared a manager, Tony Gordon), the Upstarts were lumped in with the Oi! Movement, attracting a violent SKINHEAD contingent, perhaps exacerbated by the group’s ritual ridicule of the police climaxing in the destruction of a pig’s head on stage. As a consequence they faced press accusations of endorsing the far-right politics associated with a minority of their audience. While, to their shame, in the early days of the group they’d been naïve enough to follow London punk fashion and wear swastikas, lyrically the Upstarts’ entire ethos was rooted in left-wing ideology. If appearing on the cover of the Socialist Workers Party youth magazine didn’t get the message across, then their stage backdrop emblazoned with the slogan ‘Smash the [National] Front’ left no doubt whatsoever.

That Morrissey’s fixation with the Upstarts coincided with his use of skinhead iconography in the early 90s caused some critics to misconstrue his motives, ignoring the group’s anti-Nazi politics but instead using their notoriety as Oi! poster boys as further evidence of his ‘flirtation’ with right-wing youth culture. When Morrissey was photographed ‘hanging out’ with Mensi in the early 90s, the NME chose to ridicule both his ‘predilection for Old Pop Stars’ and the Upstarts themselves (‘pretty horrible 70s fag-end-of-punk skinheads’). In reality, his interest was symptomatic of his fascination with the plight of disappearing English working-class culture as well as a genuine love for the music. As unfashionable as it was to champion Angelic Upstarts during Britpop, Morrissey made a point of doing so in interviews circa 1994’s VAUXHALL AND I, also paying homage in the video for ‘THE MORE YOU IGNORE ME, THE CLOSER I GET’ in which Boz BOORER’s daughter, Billie-Rose, is seen wearing a T-shirt featuring the cover of their Greatest Hits Live album. At a concert in Cardiff in February 1995, Morrissey threw a tambourine into the crowd inscribed with the name of Upstarts singer ‘MENSI’ and would later appear flyposting an advert for their Teenage Warning album in the opening segment of 1996’s INTRODUCING MORRISSEY video. Only in the late 90s would his love for the Upstarts take a back seat as he instead devoted his attention to their less serious Oi! contemporaries, Cockney Rejects. [111, 154, 386]
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‘Angel, Angel, Down We Go Together’ (Morrissey/Street), From the album VIVA HATE (1988). Included on the very first cassette of demos Stephen Street sent Morrissey in August 1987 – proposed B-side ideas for the final Smiths singles after Marr’s departure – was a sad orchestral tune modelled on the chorus of Kate Bush’s 1985 single ‘Cloudbusting’. The track so impressed Morrissey that he swiftly abandoned his plans of persevering with the Marr-less Smiths, electing instead to work with Street on a solo career. In his first letter to the producer to break the news, he named ‘the orchestral one’ as his particular favourite.

The music was subsequently scored for string quartet by John Metcalfe to become Viva Hate’s brief baroque interlude, ‘Angel, Angel, Down We Go Together’. While the title was borrowed from 1969’s Angel, Angel, Down We Go, a daft exploitation film about a hippy rock and roll group starring Roddy McDowall, the lyrics were a very sombre declaration of love to a maltreated, beleaguered and potentially suicidal individual with whom Morrissey feels the utmost affinity. Surprisingly, he later named the song’s subject as Johnny Marr, detailing what he saw as his ex-partner’s manipulation by an uncaring music industry. Though there’s no reason to doubt this admission, Morrissey’s added claim that it was ‘the only song that I have written with [Marr] in mind, post Smiths’ is more dubious, especially given the circumstances immediately preceding Viva Hate and their resonance with many of the album’s more cutting lyrics.

Though a mere 98 seconds long, as Morrissey’s first foray into chamber music, ‘Angel, Angel’ added a further richness of texture to his solo debut. It also became an unexpected setlist regular on his 1991 KILL UNCLE tour, rearranged as a thumping rock track (as seen on the LIVE IN DALLAS video). [25, 39, 272]



Angels Are Genderless, The proposed name of a group the 21-year-old Morrissey was ‘presently forming’ in March 1981 according to his correspondence with Scottish pen pal Robert MACKIE. Returning from a trip to visit relatives in America, Morrissey wrote to Mackie that ‘Angels Are Genderless … are rehearsing as soon as my jet-lag subsides’. The other members of this ‘group’, if they existed, are not known. Though it’s probable this may have been mere fantasy on Morrissey’s part, assuming it were true then it’s enlightening to know he was considering such an extravagant group name less than 18 months before joining forces with Marr and choosing the very opposite with The Smiths. [334]

Angers, Avril, Liverpool-born comic actress and cover star of the Smiths single ‘I STARTED SOMETHING I COULDN’T FINISH’. Morrissey’s chosen image was from one of his favourite films, THE FAMILY WAY, picturing Angers’s character in church on her daughter’s wedding day. Angers was one of the few Smiths cover stars Morrissey met in person, later referring to their encounter when discussing his reactions to meeting famous people he admires. ‘I get very nervous when I meet people from the theatre,’ he said of Angers. ‘I think that’s a very hallowed, sacred thing to be in.’

Previously, Angers had cropped up in the 1956 Alastair SIM comedy The Green Man and played sweet-shop owner Norah Dawson in CORONATION STREET, often sparring with fellow Smiths cover star Pat PHOENIX as Elsie Tanner. Also of note is her cameo in an episode of Victoria WOOD’s 1989 television series alongside CARRY ON (and ‘OUIJA BOARD’) star Joan Sims. Angers, who insisted she was always ‘too busy’ for marriage, died of pneumonia in 2005, aged 87. [208, 374, 502]

animal rights, An intrinsic part of Morrissey’s character, parallel to his VEGETARIANISM, is his evangelical support of animal rights groups.

During The Smiths he praised the direct action of the Animal Liberation Front who in 1984 claimed they’d contaminated a supermarket shipment of Mars bars with bleach as a protest against the manufacturer’s chemical testing on monkeys. The scare was a hoax: Morrissey thoroughly approved.

‘I think we have to take these measures now because polite demonstration is pointless,’ he argued. ‘I find any kind of peaceful demonstration to be useless. You get absolutely no media coverage, millions of people can march but it’s pointless when we are discussing a very violent industry. I mean it’s murder, it’s ritualised slaughter, and you can’t simply pass leaflets round and hope that that’s going to weigh up the balance.’ The video for 1989’s ‘INTERESTING DRUG’ was a humorous homage to the Animal Liberation Front (whom he later listed among his ‘Handsome devils’), with Morrissey handing out leaflets to a group of schoolboys who go on to rescue rabbits from a test laboratory. The title of The Smiths’ earlier instrumental ‘THE DRAIZE TRAIN’ was also a reference to a cruel animal toxicology experiment patented by American scientist John Draize.

For the encore of his solo debut concert in WOLVERHAMPTON in December 1988, Morrissey wore a PETA (People for the Ethical Treatment of Animals) T-shirt and has since become one of their most outspoken patrons. The proceeds of his 2003 UNDER THE INFLUENCE compilation were donated to PETA and every Morrissey album since 2004’s YOU ARE THE QUARRY has promoted the organisation in its credits. In 2002 he attended PETA’s annual vegetarian Thanksgiving dinner hosted by Pamela Anderson where he was photographed with a turkey named Chloe who’d been spared slaughter: Morrissey and the rest of the guests dined instead on the soya-based substitute Tofurkey. In September 2005 PETA honoured Morrissey at their 25th anniversary gala with the Linda MCCARTNEY Memorial Award in recognition ‘of all of his hard work for animals’.

In recent years Morrissey has been especially critical of Canada’s annual seal cull – ‘the largest slaughter of marine animal species found anywhere on the planet’ – and has refused to tour the country in protest. Equally controversial, in 2008 he publicly condemned the Budongo Trail, a new chimpanzee enclosure at Edinburgh Zoo. ‘If the Budongo Trail at Edinburgh Zoo is such a stimulating highlight, then why don’t the zoo staff live in it instead?’ he argued. ‘How long would they last without cracking up? An hour? Yet they expect the chimps to be delighted and buoyant? Would you be? People just cannot leave animals alone, can they?’

Political campaigning aside, Morrissey’s passion for animals (especially CATS) and the welfare of all living creatures bar humans is so deep rooted that – as Mozzerian folklore has it – he once asked his former assistant Jo Slee to rescue a wasp from drowning in a swimming pool.

For more information on the People for the Ethical Treatment of Animals, go to www.peta.org. [71, 123, 175, 211, 221, 228]

anti-depressants, See DRUGS.

Armstrong, Kevin (Morrissey guitarist and co-writer, 1989–90), Session player Kevin Armstrong, who’d previously worked with Thomas Dolby and David BOWIE, first crossed Morrissey’s path in the troubled summer of 1987 when approached to replace Marr as guitarist in The Smiths. Contacted through ROUGH TRADE, Armstrong was called for a meeting with Morrissey, who expressed his plans to continue the group. While flattered in the first instance, Armstrong was honest to a fault in stating his belief that The Smiths minus Marr was ‘a mental idea’, making a damning comparison between Morrissey’s bloody-mindedness to carry on without him and that of the Black Knight in Monty Python And The Holy Grail who ‘has his arms and legs chopped off, sitting with blood pissing out, wriggling around shouting, “Come back! It’s only a flesh wound.”’

The following year Armstrong joined Stephen STREET and Andrew PARESI on Sandie SHAW’s Hello Angel album, though he was convinced his earlier tactlessness meant he would never get the chance to work with Morrissey again. In all likelihood he probably wouldn’t have had it not been for Clive LANGER, who invited him to Hook End Manor in September 1989 to record ‘OUIJA BOARD, OUIJA BOARD’, thereby becoming Morrissey’s studio guitarist for the ensuing BONA DRAG sessions. Upon Langer’s recommendation, Armstrong also joined the open submissions for new music following the departure of Street, providing four instrumental demos of which three were developed into finished Morrissey recordings: ‘HE KNOWS I’D LOVE TO SEE HIM’, ‘PICCADILLY PALARE’ and the outtake ‘OH PHONEY’.

Armstrong’s time with Morrissey was brief though he parted on amicable terms and, contrary to other negative allegations about the singer’s financial arrangements, describes him as ‘very good when it comes to money and songwriting royalties’. [1, 15]
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Armatrading, Joan, Prominent British black female singer/songwriter, best known for the hits ‘Love And Affection’ (number ten, November 1976), ‘Me Myself I’ (number 21, August 1980) and ‘Drop The Pilot’ (number 11, March 1983). In a 2008 press statement announcing his headline show at that year’s Wireless festival in Hyde Park, Morrissey referred to Armatrading as one of the previous ‘Hyde Park greats’ beside Marc BOLAN’s T.Rex and ‘someone with insecure teeth’. His public praise for Armatrading confirmed earlier suspicions that her characteristically lovelorn songs had inspired Morrissey’s own lyrics. Most obviously ‘SUEDEHEAD’ appears to owe some debt to ‘The Weakness In Me’ from her 1982 album Walk Under Ladders with its similar ‘Why do you come here? … and pretend to be just passing by … when you know I’ve got troubles enough’ and another line about being harassed by telephone. It also seems highly likely that ‘BILLY BUDD’ was partly inspired by ‘Turn Out The Light’ from 1980’s Me Myself I, featuring the comparable ‘Things have looked bad/But now some years later …’ and the identical ‘Since I took up with you’. [572]



Arthur, Beatrice, American comic actress, named as one of Morrissey’s chosen ‘symbolists’ in 1983. Sometimes credited as ‘Bea’ Arthur, she starred in two of the singer’s favourite US sitcoms.

Maude (1972–78) was a spin-off of All In The Family (the US version of British sitcom Till Death Us Do Part) starring Arthur as Maude Findlay, a four-times married, Valium-popping, upper-class liberal feminist living in Tuckahoe, New York. The show was regarded as an extremely radical comedy for its time, dealing with such issues as abortion, alcoholism, racism and the menopause. Maude also crops up in Morrissey’s pre-Smiths film essay EXIT SMILING during his chapter on Eve Arden, who guest-starred in one episode as Maude’s Aunt Lola. ‘[Arden] sadly wilted next to the modern expertise of Beatrice Arthur,’ he wrote, ‘who is tough enough competition for anybody.’

In The Golden Girls (1985–92), Arthur played no-nonsense divorcee Dorothy, sharing a home in Miami with her widowed Sicilian mother Sophia (Estelle Getty) and two other elderly widows: the sweet-natured Rose (Betty White) and the man-eating Southern belle Blanche (Rue McClanahan, who’d also starred in Maude as Arthur’s neighbour, Vivian). Morrissey ‘enthused about’ The Golden Girls to at least one reporter during its original run in the mid-80s and later paid tribute to the series on stage at Miami’s Gleason Theatre in October 2004 where, between songs, he recited its Andrew Gold signature theme, ‘Thank You For Being A Friend’.

Two years earlier, when touring Australia in October 2002 Morrissey found himself playing Melbourne the same night Arthur was opening a short run of her one-woman stage show And Then There’s Bea. Walking on stage at The Forum, he thanked his audience, ‘for coming around here tonight and choosing me instead of Beatrice Arthur … as you can see there isn’t much difference’. Arthur died in April 2009, aged 86. [52, 175, 184, 341]

Ashkenazi, Lior, Handsome Israeli film star and Morrissey’s named ‘favourite actor’ circa 2007. Praised by critics for his ‘rugged good looks and smooth demeanour’ as much as his acting abilities, the swarthy Ashkenazi’s first international success was the 2001 Hebrew language film Late Marriage. ‘It’s one of those rare films wherein the entire cast is excellent,’ said Morrissey, ‘and the film is powerful without one single special effect or any sound trickery.’ Ashkenazi stars as a Tel Aviv student whose Georgian-Jewish family are desperate to marry him off. When they learn of his relationship with an older divorcee and single mother (Ronit Elkabetz), they enact a vile campaign of intimidation to end their affair. Late Marriage is a funny but ultimately depressing comment on true love in the face of insurmountable religious traditions. As Time Out New York observed, it also boasts ‘perhaps the most believable sex scene ever filmed’.

Morrissey also praised Ashkenazi’s performance in 2004’s Walk On Water in which he played an Israeli intelligence agent who befriends a homosexual German teacher and his sister in order to trace their Nazi war criminal grandfather. The film is of added interest for its narrative use of Esther and Abi Ofarim’s 1968 number one ‘Cinderella Rockefella’, a song which the eight-year-old Morrissey wrote ‘an extravagant critique of’ in the weekly homemade pop magazine he compiled as a child.

After raving about Ashkenazi on the TRUE-TOYOU website (and later mentioning him on stage at a 2006 festival in Istanbul), on 4 July 2008 Morrissey requested a meeting with the actor in London as a precursor to his first concert in Israel later that summer. Ashkenazi and his companion for the day – Walk On Water writer Gal Uchovsky – wrote separate accounts of their Morrissey encounter for the Hebrew newspaper Yedioth Ahronoth and Time Out Tel Aviv. Both were fascinating reports of an exceptionally awkward summit at the Mandarin Oriental hotel on Hyde Park, not far from where Morrissey would headline the 02 Wireless Festival later that day.

The meeting began with the pair being taken to a suite by the singer’s personal assistant, ‘Sarah’, who forewarned them that their interview would last no more than 20 minutes and under no circumstances were they to mention The Smiths. Morrissey arrived – ‘very polite but quite suspicious’, wrote Ashkenazi – and was presented with some Israeli DVDs to ‘break the ice’. But as Uchovsky noted, ‘from there the interview quickly deteriorated’. Morrissey was prickly and evasive to the simplest of questions – e.g. Uchovsky: ‘Where do you live?’, Morrissey: ‘Nowhere. Why live somewhere?’ – and seemed more interested in talking about the EUROVISION song contest and griping about Kylie Minogue being given an OBE. He did, at least, tell Ashkenazi that he’d like to visit Israel’s Dead Sea to recreate the beach scene in Walk On Water. The actor told him that could be arranged, though as Uchovsky observed, ‘Morrissey works on resistance and hatred. He tends to see the negative in everything.’

Ashkenazi and Uchovsky left the interview in a state of confusion and disappointment, feeling that they and Morrissey ‘didn’t get each other’. It was especially disheartening for Uchovsky, a passionate Smiths fan who’d enjoyed a brief email correspondence with Morrissey in the run-up to their meeting. They still attended, and enjoyed, Morrissey’s Hyde Park concert that evening and afterwards met him backstage where he drank Corona and ‘burped without shame’ in the company of Chrissie HYNDE, Russell BRAND, his sister Jacqueline and his two nephews. Before leaving, Ashkenazi was given a card with the words ‘Don’t speak’ printed on one side and Morrissey’s email address handwritten on the reverse. Three weeks later, Morrissey played Israel’s Heatwave Festival. If he ever did visit the Dead Sea during his visit, with or without Ashkenazi, it was never reported. [49, 195, 208, 241, 522, 560]

‘Asian Rut’ (Morrissey/Nevin), From the album KILL UNCLE (1991). Written by Nevin under the demo title of ‘Idiot’s Funeral’, a dirge of harmonium and the woebegone fiddle of Nawazish Ali Khan is the setting for one of Morrissey’s more divisive sketches: a young Asian planning to avenge the racist murder of his friend at the hands of white thugs. Because of the earlier controversy surrounding ‘BENGALI IN PLATFORMS’, critics were immediately suspicious about the track’s subject matter, ‘highly unusual’ in the wary estimation of one interviewer. ‘I disagree,’ retorted Morrissey. ‘There are a lot of Asian people. Why is it so unusual?’

Ever since, whenever his detractors target what they perceive to be Morrissey’s ‘racist tendencies’, ‘Asian Rut’ is routinely dragged into their argument beside ‘Bengali In Platforms’ and ‘THE NATIONAL FRONT DISCO’. Which is quite nonsensical. Taking the lyrics at face value, it’s hard to imagine how anybody could interpret a song which quite graphically expresses shock, horror and bewilderment at the vicious circle of racially motivated revenge killings as condoning such attacks. Its ‘brave Asian boy’ is a classic Morrissey third-person sketch in his lyrical armoury of life’s outsiders – a figure simultaneously noble yet pathetic, whose only means of retribution is guaranteed to end not only in failure but death. Moreover, Morrissey’s own despair over racist violence is made clear in his closing hope of one day finding a ‘more civilised’ world. [15, 22, 90]

‘Ask’ (Morrissey/Marr), The Smiths’ 12th single, released October 1986, highest UK chart position #14. Cover star: YOOTHA JOYCE.

Released in the wake of THE QUEEN IS DEAD and following ‘PANIC’, the effervescent ‘Ask’ was a conscious detour away from controversial agit-pop. ‘If the next single [after ‘Panic’] had been a slight protest, regardless of the merits of the actual song, people would say, “Here we go again,”’ reasoned Morrissey. Intentionally lightweight, ‘Ask’ was, indeed, The Smiths at their most petty. Beneath its liberating address to the cripplingly shy lay a playful erotic frisson (not least Morrissey’s metaphorical description of sexual desire as the unifying ‘bomb that will bring us together’), while its portrait of a timid recluse writing ‘frightening verse’ to strange foreign pen pals sounded not unlike the adolescent Morrissey. As he’d previously explained, ‘I spent every solitary penny on postage stamps. I had this wonderful arrangement with the entire universe without actually meeting anybody, just through the wonderful postal service. The crisis of my teenage life was when postage stamps went up from 12p to 13p. I was outraged.’ The lyrics also bore the likely influence of playwright Alan BENNETT, whose 1978 teleplay Me, I’m Afraid Of Virginia Woolf contained the line, ‘Nature has a language, you see, if only we’d learn to read it.’3

Marr’s jangling jamboree was among his cheeriest Smiths tunes, though new recruit Craig GANNON would later maintain that he had helped compose its main chord sequence during a previous jam when recording ‘Panic’. As a common ascending chord configuration, it’s not beyond reason that Gannon may have stumbled across something very close to it. However, without necessarily disputing Gannon’s claim, it should be noted that Marr had used the exact same chord sequence within a home demo of what later became ‘IS IT REALLY SO STRANGE?’ several months earlier and was subconsciously predisposed to those specific chords to use them again as the basis of ‘I WON’T SHARE YOU’.

Further controversy surrounded the single’s production, which began with John PORTER at the helm. ‘Originally, “Ask” was a bit of a tour de force,’ says Porter. ‘It was pretty complicated with loads of little guitar parts. There was this bit in the middle where they wanted the sound of a waterfall crashing, all done with guitars, and seagull sounds. It was fucking amazing, but it was a jigsaw puzzle.’ Due to the technical constraints of the chosen studio (Jam in north London), Porter intended to mix the song ‘somewhere else at a later date’. Instead, and apparently unbeknownst to Porter, the tapes were handed to producer Steve LILLYWHITE, the husband of the song’s guest backing singer, Kirsty MACCOLL. Without Porter’s ‘master plan’ of how the track fitted together, Lillywhite was asked to mix what became the finished single. ‘I couldn’t understand why it was being tampered with because it all came together very simply and with a definite sense of purpose,’ comments Marr. ‘[The final version] wasn’t dramatically different, but it felt kind of a little bit muted. Less spirited, absolutely.’ Although Porter still insists ‘Ask’ was a shadow of the ‘fantastic single it could have been’, it continued The Smiths’ siege of the UK top 20 in the aftermath of The Queen Is Dead, instigating a final video collaboration with director Derek JARMAN. [17, 27, 52, 193, 282, 307]

‘Asleep’ (Morrissey/Marr), B-side of ‘THE BOY WITH THE THORN IN HIS SIDE’ (1985). Morrissey’s most explicit advocation of suicide, ‘Asleep’ was a heart-rending lullaby for the intolerably lonely. Its lyrics anticipated The Smiths’ imminent ‘I KNOW IT’S OVER’ (written shortly afterwards) and their final masterpiece, ‘LAST NIGHT I DREAMT THAT SOMEBODY LOVED ME’, expressing the agony of a life spent forever waking up alone. In ‘Asleep’, Morrissey makes specific his wish to end his waking misery by escaping to ‘another world’; the sleep he sings of – or rather wishes to be sung to – is the sleep of the dead, much like Shakespeare’s ‘To be or not to be?’ soliloquy from Hamlet. Yet, for all its implied despondency, ‘Asleep’ is perversely optimistic in its suicidal resolution. In contrast to the all-consuming hopelessness of ‘Last Night I Dreamt’, Morrissey is ‘glad’ to have taken his fate into his own hands, believing, however blindly, that ‘there must be’ peace on the other side. Even the closing music-box chimes of the traditional New Year’s toast ‘Auld Lang Syne’ seemed to symbolise a new beginning in the hereafter.

The song’s heart throbbed more weary for its simplicity: just Morrissey, a deathly squall of wind and the pallbearing jolts of Marr’s piano. Melodically, it shared some similarities with an earlier piano piece originally tacked on to the end of The Smiths’ earliest demo of ‘SUFFER LITTLE CHILDREN’. ‘Undoubtedly it is similar,’ confirms Marr, ‘because that’s how I play piano, I can’t play it any other way. “Asleep” was worked out on the upright piano I inherited when I moved into my house in Bowdon [at the end of 1984]. The same piano I wrote “Oscillate Wildly” on. It had a pleasingly eerie quality about it.’

As engineer Stephen STREET verifies, ‘Asleep’ was recorded in ‘about two hours’ one evening after finishing its accompanying B-side, ‘RUBBER RING’; when released together on the 12-inch of ‘The Boy With The Thorn In His Side’, these two B-sides formed a continuous medley linked by an overlapping segue-way. The Smiths played ‘Asleep’ in concert just once, on the final date of their mini Scottish tour of autumn 1985 (Inverness Eden Court Theatre, 1 October), a last-minute decision after discovering a piano in the wings of the stage. ‘That was a really brilliant gig,’ recalls Marr, ‘partly because we knew we were gonna do “Asleep” so we had this strange kind of “Is it gonna work?” thing hanging over us.’

When a very small number of isolated cases involving Smiths fans who’d taken their own lives came to light in the year following the song’s release, Morrissey found himself answering to press accusations of irresponsibility. ‘Asleep’ by no means glamorises suicide, but by nature of its courageous honesty on the subject and its empathy with those who arrive at such an extreme mental resolution, it clearly condones it. (See also SUICIDE.) [17, 18, 28, 38, 206]

astrology, For Morrissey’s star sign see GEMINI. The astrological make-up of The Smiths was two Geminis (Morrissey, Joyce), Scorpio (Marr) and Capricorn (Rourke), an elemental mix of air, air, water and earth. The arrival of Craig GANNON in 1986 briefly threw some Leo fire into their equation.

‘At Amber’ (Morrissey/Street), B-side of ‘PICCADILLY PALARE’ (1990). Originally titled ‘The Bed Took Fire’, this odd vignette on disability finds Morrissey telephoning an ‘invalid friend’4 from the lobby of the Sands Hotel – presumably the famous Sands Hotel in Las Vegas synonymous with FRANK SINATRA and since demolished – complaining about the awful time he’s having only for them to bitterly remind him that at least he has full use of his limbs. Written and recorded in the winter of 1988 at the ‘LAST OF THE FAMOUS INTERNATIONAL PLAYBOYS’ sessions at The Wool Hall near Bath, the song was originally slated as a B-side of ‘INTERESTING DRUG’ before Morrissey decided to shelve it indefinitely. The following year, while recording his intended second album, BONA DRAG, he decided to resurrect it under the new name of ‘At Amber’ in reference to standard British traffic lights. ‘Amber is being in a state of flux,’ he explained, ‘neither going nor stopping but somewhere in the middle.’ None of which shed much light upon the lyrics which, as Morrissey also admitted, were ‘not really’ referring to a real crippled friend, merely his understanding of ‘extreme situations in life’. He’d later revisit the same theme of disability with far greater force on the imminent ‘NOVEMBER SPAWNED A MONSTER’.

Morrissey was already recording Bona Drag at Hook End with new producers Clive LANGER and Alan Winstanley when he informed Street, already in litigation with the singer for some months, that he wanted to salvage the song under its new title. Street obligingly visited Hook End to make subtle amendments to his original ‘Bed Took Fire’ Wool Hall mix; its shiny, sauntering melody and heavy clouting chorus were left largely intact save for some ironing out of Street’s original synthetic drum claps, possibly the source of Morrissey’s decision not to release it first time around. ‘I went down for a day or so,’ recalls Street. ‘But it felt awkward because this legal thing and the money dispute after VIVA HATE was still hanging over us. I didn’t stay long.’

By no means one of his best Street collaborations, Morrissey was wise to salvage ‘At Amber’ as a decent B-side. To date, he has played the song in concert only once in Phoenix, Arizona on 9 August 2002, a flawed performance which seems to
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