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Abstract
This thesis wildl deconstr ucttoreveakthe" gr unge
idealizationby certain critics and musician$ that which isdeemed to bauthentic,
honest, and natural subcultufde central theme is an analysis of the conflicting
masculinities of glam metal and grunge music, and how these gender roles are developed
and reproduced.will also demonstrate hovalthoughthe idealized authentic subculture
is positioned in opposition to the mainstred@ndoes noin actuality exist outside of the
system of commercialism. The problematic nature of this idealization will be examined
with regard to the layers of compléxinvolved in popular rock music genre evolution,
involving the inevitable progression from a subculture to the mainstream that occurred
with both glam metal and grunge. | will illustrate the ways in which the process of
signification functions within rdcmusic to construct masculinities and within

subcultures to negotiate authenticity.
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Chapter One: Introduction

Throughout the 1980s, glam melglcamea mainstream subgenre within the popular
rock music sphere. Seéy rock puristsandcritcds a representation of
general excess, the genre featysesHominantly mal@erformers who incorporated
many fashion aspects historically considered to be feminine into their pelresoga.
teased hair, heavy makmp, leather, and spandex were tropes of the genre. Yet these
artists alsaepresented conventionally patriarchal gender rdlee complex interaction
between th@ppropriatiorof feminine signifiers with hypemasculinity resulteéh a
unique display ofienderthat entailed a focus on emotional sgifficiency, sovereignty,
power, and hedonism Ai ded by the devel opment of MTV
emphasis on the visual catapdlieinto the mainstream until the genre fell from
popularity in the early 1990with the rise of a competing genre of rock music: grunge.

Grungefeatured a very different representation of masculiditythenticitywas
signified by this genre througts punkinspired stripped down musical structure and
instrumentation, the intentional lack of focus on the visual, and the relative anonymity of
the performers in comparison to the rock gods of the previous dédasieimportantly
to the purpose of this thesis, grunge masculinity allowed for a less restpetiformance
of gender, allowing for emotional vulnerability, apathy, and more equality between the
sexesThi s story has been spun into a popul ar
080s metal .o

It is this narrative that is the focus of my theswwill deconstruct this myth by
examining the dominant rock ideology that has fueled the existence and perpetuation of

the myth in question. This dissertation will foarsthemes of authority, power, and a



gendeedhierarchy and how meanings are dediaand influenced by the dominant
ideology. This will allow me toachievemy goal: to analyze the similarities and
di fferences in both genr afGheyeardd98erebnt at i ons
arriving at an understanding of their incompatiijléind to use this understanding to
deconstruct the narrative that fAgrunge kille
The design of the thesis proceeds from a broad historical overview to close
readings of specific images, recordings, and performahc&hapteTwo, "The 'Grumge
Killed '80s Metal' Narrative," | will explore the origins of this narrative and how it
became popularized. | will research who said it, in what cultural/historical cotmead
framed,and under whatlaims ofauthorityit operatedThe notion of higiry as a
function of power and not of truth is relevant here, for this narrative reveals a
manifestation of the values of dominant rock culture. As an ideology it functions as myth,
becoming naturalizedinchallenged and unconsciously embraced and petpetog the
individual. I will look at past and more recent popular music journalism, media
documentationmusicological literatureandstatements abpinionby artists and fans
connected tdoth genresThis is where | show how authenticity is a constangtand
how this constructioneveals the dominant masculine identity in rock musmng with
its idealization of the counterculture and consequent
denigration of pop musiand forms considered close to pop music
The third and fourth chapters, "Glavtetal” and "Grunge,” will examine each
genre from their beginnings as subcultures through their development into mainstream
popularity. | shall explore the semiotics involved in the construction of masculinities in

glam metal and grunge, showing the waysvhich specific masculine identities are



accepted in different sociuistorical contexts and how the genres, at various points of
their developments, negotiated authenticity through sound, lyrics, image and music video.
Chapteffive features a criticahnalysis of several audio and/or visual case studies
from each genre. | will analyze an album cover, a live performance, and a music video
from each glam metal and grunge, showing specific examples to elaborate on the earlier
historical and theoreticaliscussionsFinally, the Afterwordwill summarize my research
findings and conclusions. | will discuss the paradox of the dominance of romantic
countercultural ideology in rock music, in contrase&olierforms of rock and roll. This
ideology is still hegmonic, and subcultures and mainstreamybapculture exist in a co
dependent relationship. The subculture functions to signify authenbuoitgt the same
time the consumer capitalist music industry turns subcultures into mass produced
product The irory is that even the subculture is part of the consumer capgatisty;it
would not exist without itConsequently, @henticitymust always be understoodas
constructionand within particular ideological and historical situations
Throughout thesearious discussia) the emphasiwill be on a clash of
perspectivesn ideal subjectivityl will explore from multiple anglethe respective
masculinities of glam and grunge within their own historic and cultural contexts and

outline reasons fahdr incompatibility ascompetingoopular forms of rock music.

11  Hegemonic Masculinity
Hegemonic masculinity describes the cultural privilege of that which is masculine over
that which is feminine. Feminization is a process by which feminine attributes are giv

to someone or somethingftento someone or something which up to that point enjoyed



certain masculine privilege$his processs often experienced anigration, or
abjection,andputs the person, social group, or activity in question in a posifitower

social status. This lower social status is that of the feminine, as predetermined by the

patriarchal tendency of s ohe PoverygfHordruAni a Kr i

Essay on Abjectiodefines the process of abjection in terms of thatlwHisrupts
identity and the signifying process (1982. This sheds light on the process of
feminization that occurs to masculinities, and entire genres of music, which do not fall
under the values of authenticity as prescribethis/sort of patriarchl society
By relegating a group of people, such as the members of a subgenre of rock, to a
feminine position, another group can claim the title of authenticity. This is what we see
with glam met al and grungeds peasyotmidoni ng
1990s as a part of the cycle of genres. The following quote explains this process:
[T]he individual subject the 'self' (thesis) only makes sense in relation to
another subjedt an 'other' (antthesis). Once we begin to understand thatself
is intricately connected to the other and cannot exist with the other we have a new
concept, a collective 'we' subject (synthesis). This moment of synthesis then
becomes a new thesis generating its owntlesis and so on. Dialectical
thought, herefore, foregrounds the contradictory nature of all things, as all
phenomena can be said to contain their opposite; their own negation. Out of this
relationship or unity of opposites something new will emerge in an endless
process of transformation. (H@m2005 23)
This dialectical perspectivis useful in my reading of gender in understanding how the
masculine is defined as what it is not, namely, the feminine. Through the cultural force of
patriarchy, the masculine is culturally naturalized, withféminine being a performance
of artifice representing alterity to the masculine norm. The process of hegemonic gender

identity is (per)formed by the subject through tegerationof prescribed cultural

signifiers, allowing the subject certain culturalveges (Jarmeiivens 20075). These
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dominant ideologies of gender create a popular culture that likewise privileges genres that
signify masculinity over those which represent femininity. In popular music culture, this
creates a discourse in which rocksit is culturally privileged as meaningful and
authentic in opposition to pop, which is perceived as devoid of any significant meaning.
This genderedock/pop dichotomyirst developed in th&960s This was
articulated in the language of the time, whadsitioned rock and pop audiences
hierarchically: the older, male, working class rock audience was credited as having good
musical taste while the younger, middle class, female pop audience was devalued as
incapable of good aesthetic judgement (Wiseifiawse 200883). This was legitimized
by drawing attention to the fickle nature of the pop audience, in contiastgortedly
serious, loyal rock fan3.he biaswvas evident in the gendered language of rock
journalism,wherepejorative terms such as trivjdluffy, formulaic, and poppy were used
to malign inauthentic music, while terms like serious, raw, and sincere were seen as
authentic and as qualities of rock music (McLeod 2062. This is influenced by the
way in which rock music has historically lmea white, heterosexual, male dominated
culture, reflected in the lack efjualfemale representation in performance, popular
journalism, music academia, and audience demographics.
As part of my methodology | will analyze the construction of rock mastekni
using several concepitsspred byLacanian psychoanalysi&s | do not engage with the

whole of Lacandés |ine of thought, I am not

c

cannot ensure that the entiretylcomdurwitty appl i c

how he might have specifically applied them. Thus | will define and discuss below the

more circumscribed and simplified forms in which | will apply the conc&san Homer



explains how Lacan debpinfluenced not only theories of the unconsas mind and
clinical practice, but also the fields of social theory, gender studies, film and literary
studies, international relations, legal studies, and education,(20@oncerning itself
with the complex ways in whicthe irratioral, illogical, and unconscious interact with
the rational, logical, and conscioassimplifiedpsychoanalytizocabularywill be useful
in my analysis of rock music subgenres and my focus on gender, authority, and meaning
The Lacanian term that is the most significmtmy work is the concept of
jouissancethat is, that something beyond the pleasure principle that the subject, by the
very nature of being a subject and thus lacking, is forever compelled to seek. Explains
Homer,
Al T] he subject 1 <anhnevdn leersaisfied] Furthetmovejodre d and
knowledge is always limited by what we call the unconscious. We are plagued as
subjects by the anxiety that our jouissan@ir pleasure or enjoyments never
enough. In other words, we are driven by an inhatesiatisfaction and sense of
insufficiencyd0  ( 2104 5
The formation of the subject occurs in a chi
nature to culture, from imaginary to symbolic, into a world of lack. The Law of the
Fat her i s Lthesymbdicordérand the groceass of signification, which is
phallic in nature, and is imposed upon the child in the transition into the symbolic world.
This transition of the child into a subject also entails the development of the unconscious,
whichis el f i s ruled by Law of the Father: fAThe
also creates something else, though, that Freud designasegppdtego0 ( Homer 2005
57-8).
The Law of the Father,

[l]s founded upon that which seeks to exclude, or, tat@rother way, the desire
to break and transgress the law is the very precondition for the existence of the



law itself. On one hand, the superego is a symbolic structure that regulates the
subjectdés desire, and, o nmperdiienessttoiter , t her
[ €] nothing forces anyone to enjoy except
imperative of jouissanceE n j qHomdr 200558)
This transgression of the Law is what constitutes phallic, or masculine, jouissance, and
serves to affim the patriarchal Law thattransgresses. Rock music authenticty i
constructed around a dominant ideology, representing the symbolic Law of the Father.
Phallic jouissance, or that which is within the Law of the Father, is identified as
the jouissancenat disappoints and fails us. It is the more common form of jouissance,
occurringwhen onancorrectlythinksfor a time thabnepossesssthe object of desire.
Masculine structure is defined by Lacan as perpetual desire, as perceiving the Other as
theobjet aand the belief that the possession of this object will satisfy all desire. This can
apply to both sexes as it is defined by fail
which determines their structure as masculine or femimasculinity is akin to wearing
a mask, to upholding the phallic symbolic or
role is affirmed. Femininity, on the other hand, is a masquerade in which the subject is
aware that the phalluas the paternal metaphor of authqritys a f raud. Expl ai n
[T]he socalled modern man is also caught in the split between what (it seems to
him that) the other (woman or social environment in general) expects from him
(to be a strong macho type, etc.), and between what he effedsiveliimself
(weak, wuncertain of himageéindtexpegencedasa [ €] |
delusive masquerade but as the igggd one is striving to become. Behind the
macheimage of a man there is no secret, just a weak ordinary person that can
never live up to his ideal; whereas the trick of the feminine masquerade is to
present itself as a mask that conceals the feminine secret. (1995)
The feminine is not subject to the Law in the same way the masculine is, thus liberating

the feminine subjedtom the inevitably anxietyproducing role of the masculine, who

must al ways play his role for fear of emascu



experiencdothforms ofjouissancevhi | e wi th men it is either o
2005 105) Femininityfor Lacan is defined as Other jouissance, a surplus jouissance. It
cannot be defined or talked about as speech is phallic in its relation to the symbolic order.
The woman, or feminized man, is not subject to the Symbolic order in the same way a
man is undr the Law of the Father.
These Lacanian terms wal times be used to enridhe theoretical component of
my thesis but as already discussed, this does not amount to a claim that my reading is
Lacanian in any deeper sen3bey will providea useful wcabulary for summarizing
some of my views ohow authority,power, andhegemony within rock music culture
work to establistmeaning and representatidrhis will be the most useful in
describingthe gendered pop/rock dichotoragd how that shapes the roaknities
regarded as acceptabl e i n t hseourserpeygwanof commer
i mportant role in structur i Whatiatalkedabeupr oduci n
andhowit is talked about influences who feels comfortable to cooteand plag how
certain cliques form" (McLeod 200923).
Having nowoutlined my methodology and terminolodgt me now move onto a
historical analysis ofthear r at i ve t hat HAgrunge killed 680s
development of this dissertatidmefore moving into the gendbased analysis of the

genres in question



Chapter Two: The "Grunge Killed '80s metal" Narrative

Retrospectively, the decline of the glam rock empire seems to have happened so

rapidly that it already feels like it's beenpopular for twentfive years; in truth,

met al was still the biggest genre in rock
not know (especially those of us in Middle America) was that 46,251 copies of

some wacky little record calleddeverminchad beersent to stores across the
country for a September 24 streetdaté ] Ni rvana's first recor
heavy, bulNevermindwvas totally hard, which is undoubtedly why they ended up

on MTV'sHeadbanger's Ballthat was the fateful episode where Kurtb@m

wore his dress, thereby providing the final death blow to the metal ideology)

(Klosterman 200,1180-1, 19

[Grunge was a] reactionary simplicity designed to overthrow former glam idols.
[ €] Lightweight heavy met alandWingetBad such as
been hit hard by Metallica's popularity, and now grunge helped erase the remains.
(Christe 2003231)
The explosion of grunge occurred, for the purposes of this discussion, between
1990 and 1993, epitomised by the hugely over rated Nirtheadafflingly
popular Pearl Jam, the amusingly banal Stone Temple Pilots and the barely
tolerable Alice In Chains. At this time, the mainstream perception of heavy metal
was more based around the likes of Def Leppard and Motley Crue than Slayer or
even,arguably, the likes of Iron Maiden or Judas Priest. That some of these bands
were swept away by the tide of-Banneled wasters is undeniall¢he secalled
glam metéor hair metal bands. (Davis@®10)
Within many versions gbopular music history aamrative has been disseminated which
equateghe fall 0of1980s metal from mainstream populantith the rising successf
1990s grungeThis interpretation of eventsas been perpetrated by music historians,
scholars, journalists, writers, producers, labeatives, musicians, and fans of various
musicalgenred use the term fAimytho to emphasi ze th
construction reflective of the dominant ideologies that domeular rock music dialogue.
This narrative carries differentaganing within different subgenres of popular music
The "grunge killed '80s metatiarrativeis one whichhas persistedithin

popular musidaiscoursesince the rise of grunge music into mainstream culture in the

early 1990sWho created and perpetuataeth claims? When and in what context did



1C

these allegations occur? What motivations and reasoning would such peoplévihgve?
have these claims been presented sometimes as historical fatb#ret timesaccepted
asmyth?My dissertation aims to exan@rthese questions in relation to my main theme
of authority and meaning within popular rock music discourhes sectionwill present
to the reader an account of the narrative fu@mousperspectives in order to establish a
basis for my discussion dfi¢ performance of masculinity in both respective genres in the
following chapters.
The perspective that glam metal merited its fall from popularity for being an
Ai naut he nitodk masicoftem creditsgriinge, and often specifically Nirvana,
with the downfall of glam:
The most important thing that Nirvana probably did that changed everything was
they kind of like cracked open the whole thing where like bands were supposed to
like dress ridiculous or have some kind of gimmick or like you know thésdki
the whole hair metal vibe of like band dudes as like glorified gods and brought up
you know the scene we have today of like musicians being like honest, and
hardworking, and not full of shit. (Cults guitarRyan Mattosaka Brian Oblivion
in Q4music2011)
[ GI am mapid anthénss pnd cloying ballads seem wimpy compared with
the hardcore (even the hard rock) that preceded it, and inconsequential against the
grunge that swept it intthhe dustbin of irony. (Stillmag011)
This is a commonly foundgmnt of view, expressed in multiple music forums and in a
myriad of antiglam videos posted to YouTubeativnamesuchasi Why Hai r Met al C
Pounded (anddesee d it ) 0 ( RZID@KMaAyRtungdmusicians and writers
also openly disdain glam, whictself has become a pejorative te®oundgarden
guitarist Kim Thayil explained’l hated heavy metal for years. | couldn't even listen to

my old Kiss and Aerosmith albums because | thought it stood for everything | hated

about the rock industry and abalitthe jocks, musicians, and jerkn high school”
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(Christe 2003231).
Thereareal so t hose who | amented glamds | oss o
for this change in mainstream perception:
Never entirely comfortable with heavy metal, the music pgess lost interest in
headbangers. Instead they courteeraditive rock bands who believed they had
outsmarted the record industry by taking a critical attitude toward career
advancement. [é] bands | i ke Sebadoh passe
disafection. (Christe 200306)
The perspective presented by Christe calls out grunge music for being uninteresting and
the music industry for being prejudiced against heavy metal. The fickle nature of the
music industry with be further addressed again éenfttiowing chapter.
The incompatibility of ideological standpoints in glam metal and grunge that are
the central topic of this dissertation is illustrated in the following statement:
As | lamented that some of the bands | still loved were now dubbedtearby
the omnipotent entities known as music journalists and MTV, | pondered why
bands like the Criie and STP could noegdst in a musical landscape at that
point in time even though they peaceablyexisted in my CD rack. (Cooper
2011)
Onereason tatthe myth prevails as a commonly understood interpretatibrstdry
within popular culturdas to do witlthe authority of alominant ic¢ology within rock
discoursethatof valuing rock music over pop. Rock musid¢agen to connotsincerity,
honesty andauthenticity while pop music is denigrated as trivial, disposable, and
inauthentic.This hierarchyreflects thdink between the emphasis on traditional values in
rock discourse @nder norms, romantic notionstbeartistic genius, nostalgianda
longing of an often mythic pgsind the emphasis on authenticity in rock culture

(Dettmar and Richey 19987).

A very typical argument within the sociology and history of rock music maintains
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"that rock progress comes from independent local lalmelstributs rock's stagnation
to the major music corporations. The assumption is that rock music is good music only
when it is not mass culture, when it is an art form or a folk sound" (Frith, 2281The
"foundational myth' of rock musica myth basedn a falsely hypostatized opposition
between virtuosos authenticity on the one hand and crass commercialism on the other"
has been continually perpetuated by mainstream rockist institutions such as Rolling Stone
magazine, MTV, and VH1 (Beebe et al. 20Rp AnthropologistSam Dunngirector of
Met al : A He ad §2006)aqral thé lsavy retardacanyentary sekiiesal
Evolution(2012), illustrates how popular glam metal was positioned as insincere due to
its perceivectontrived commercialism even byetalinsiders:
Althoughglammetalhadbecomehugelypopularby thelate6 8 Gnanymetal
fansincludingmyselffelt the powerballadsandMTV imagehadgoneway over
thetop andthemusicnolongerfelt like metal. Thenglammetalstartedto crash.
Its downfall haslong beenblamedon therise of the Seattlegrungemovemenbut
It afs@beenattributedto the massiveampactof L.A. hardrockersGunsN 6
Roses( i GIMa m 2013
The pop/rock divide, often positioneda dichotomy within rock criticispreflects'the
belief thatreal rock is a challenge to the hierarchy, a retorpurer, uncommercialized
form" (Dettmar and Richey 19920-11). This emphasis on authenticity, not unique to
rock music, reflects theomantic concept of the originatingigus
While the myth that AwdelyatapmedKkherk dreeatko he avy
those who deny that the decline of glam should be attributed to the rise of grunge.
Twisted Sister frontman Dee Snider acknowledges that the decline of glam i®atpar
inevitable processf genre changeithin the music industryynderstoodirst and

foremost a business. He also points out that the situation is by no means unique to glam,

but also occurred with grunge. This is also a good example of the peietwothat
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gl amés decline in popularity is merely attri
mainstream musjdor whichgrungecanbe neitherblamed nor creditedAs Dee Snider
puts it

Theylike to figure outaformula.Theyd o Hile surprisesfecordcompanies.
Whensomethinghewcomesout,[ € fvhenaNirvanacomesout, or anyband,
anyof thesebandsthathavepeoplegoingé wh wh a t B aReci@companies
try to figure outwhatmakest work, whatis the formula,the systemWhatis the
formulathatcreatesa Nirvana,whatis theformulathatcreatesa Gunsé NRoses.
And thentheytry to recreatehatformulabecauseheythink thatif oneis good
thenahundreds better.] € $otheystartto cookiecut,theystampthemout.
(Meta: AHeal banger 62006 our ney

QuietRiot drummerFrankieBanaliagrees:

| thinki t odessimplified,andwhenyou getalot of musicianghatsayNirvana
andgrungedid it. Thatplayeda partinto it only becaus@lmostall stylesof
musicat somepoint, ah,their duedatecomes And | think thatthe duedatefor,
for thebandsof thed 8 Wasgoingto cometo pass( fi G IMataho Metal
Evolution2012)

Anotherassertions thattheglamme t aédclinabecamesxaggeratedn his article
AMyth NumbeKi I2]:e dGrHlemggwey Met al 0 Davidson st at

The actual facts of the matter are that this myth is correlative, not causational.

Met al is not i mmune to the fads and trend
the other bands were having a nadir in their caaetire same time, though this

was probably less to do with the runaway success of Kbaaihhis band of

unhappy men and more to do with the natural cycles of bands. Removing metal

bands from the television and radio playlists cre#teown validationi here is

proof that grunge killed metal, as it was
in 198006s heyday. (Davidson 2010)

The above examples demonstrate a widely perp
glam metal 0 myt h, wiereismoreacthemadual histatyghamtigs t hat t

narrativethan it initially suggests.

'This spelling is not a mistake, but an indirect refe
differentways. Anexapl e i s on t he back c 8lraeh(1989)fwhekeihe spedlsna ds de b u
his name Kurdt Kobain.
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With this established, questions that | will pursue in my thesis inciivtie:
would benefit from maintaining such assertions? What do the struggles over the meaning
of thenarrative within different music cultures suggest algbarn and grunge
ideologiesWhy does there seem to bechua popularly held contempt fglam meta?

Why were the masculinities of glam metal and grunge incompatible?

An understanding of therocessesf meaning and representationrock music
culture is requiredh order to begin to explore these questidiss will provide a basis
for my research on the Agrunge ghinihsiggd 680 s
into thevarious perspectivegescribed in the above quatdfirough a cultural
understanding of how meaning and representaierformedvithin rock music culture, |
can then examine the nuanced power and authgagywithin glam metal and grunge
cultures respeively. This will lead usback totwo interrelatecconceptsntegral to my
researclwhich have already been introducadthentitty andgender These concepts
will guide my analysis of the clash of perspectives represented by the narrative that is the
focus of my thesis.

As discussed earlierhé notion of authenticity is a construction that revaals
dominant deology withn popular rock music, asvident in the denigration of
commerciaimusic within rock cultur@and the associategenderegop/rock dichotomy.

The aestheti of rock and pop are "locked into an essentiaigantic discourse of self
expression, even where mimesis, truth, and faithfulness to 'reality’ are stressed (in rock's
classical/realist appeal) or where manipulation;setfsciousness, and artifice are

trumped (the modernist, or postmodernist, address)" (Goodwin 1082 This

postmodern address can be seen in the genres that have historically threatened traditional
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rock ideology, including glam rock, disco, and glam médthe concept of authenticity
has beeitheorized irnthe 1972 publication dbincerity and Authenticityy Lionel
Trilling. According tothe author,

[A] uthenticity was a thoroughly modern value that emerged in direct response to

the alienating effect shearciattestsdfnocr at i
authenticity is the absence of commodification: truly authentic things are made by

hand, from natural materials, for a traditional (i.e., noncommercial) purpose. The
mass production of modern life is necessarily inauthentic and atignatid
authenticity accordingly comes to be seasrma quality of premodern lif@-eath

& Potter 2004269)

This ideology continues to pervade rock discourse and the development of gender roles

within respective genres of mustimon Frith definespopms i ¢ finot as an

c |

i nc

category but a residual one: 1t is whatos | e

stripped away. | deol ogues [€é] want to di

term of combempto (2001

The issue of auinticity is an effect of the struggle between commercial culture
as a profimaking enterprise and art as an expressive form. A 19th ceontugnticfolk
aesthetic influencehie dominant rock ideologyositioningrock as masculine, authentic,
and serios, and pop as feminine, artificial, adevoid of significanteaning This
creates a hierarchy where rock itteyy devalues pop musiand aligngpopular culture
with low culture. Hence it becomes difficult for a commercially success rock artist to
maintan artistic integrity We see evidence of this with the constant allegations of selling
out directed toward rock bands who claim authenticity while achieving mainstream
success. Famous examples include Bob Dyad Kurt Cobain of Nirvana.

The 19th centty notion of the artistic genius valued originality, creativity,

authorship, sincerity, and virtuosity, and deemed commerciality, artifice, theatricality,

stan
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and bravado as low culture (Dettmar and Richey 1990 The Oxford English
Dictionary, whichlabels t sel f as fAthe definitive historioc
language 0 d e f i n"gemiustagaenattra ability or capacity; quality of mind; the
special endowments which fit a man for his particular work," or a "native intellectual
power of an exatd type, such as is attributed to those who are esteemed greatest in any
department of art, speculation, or practice; instinctive and extraordinary capacity for
imaginative creation, original thought, invention, or discovery1(30This definition
representsacommon historical understanding of the wosthich is by extension
problematic because intellect has historically been gendered as masculine, and is
supposedly in binary opposition to feminine emotion and irrationality.
This particular notion ocduthenticity is not the only one which has existed in the
genre of rock music. In the earlier years of
the accurate copying of established bandsd s
previaus hits. It was not until the 180s that authenticity develeg to denote originality,
artistic visions, and creativity, thus legitimizing rock as an art form in opposition to
commercialism (Weinstein 1994f)his historical development is fundamental to the way
tha value and meaning aescribedo symbols within rock music culture. The authority
of rock musiadeologiesgreatly influencd the evolution of its subgenres gfam metal
and grungeHaving already guided theader through my chosen methodologny
chosen terminologyand theoretical basis for my researichthe following two chapters |
will present thehistoricaldevelopmenof gender irthe genres of glam metal and grunge

in each of the respective cultural contexts.
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Chapter Three: Glam Metal
In this chapter | will examine the construction of masculinity within glam metal as of the
year 1994 with an emphasis on the genre's historical developmen&l am met al 6 s ge
roles are a result of the cultwaistorical factors during its development in #880s,
and its two main genre influences: glam rock and heavy metal. | will examine these

influences orglam metal'visual style personaandmusical aesthetic.

3.1  Masculinity in Glam Rock

In the early 1970s, the androgynous and theatrical glamd@adoped in Britain as a
reaction to bluesock and psychedelic rock. "Most glam beginning with T. Rex, reacted
against the obligation to be socially conscious by returning to rock and roll's favorite
themes: girls, cars, dancing, and sex" (Auslander ZI)6 A diverse category not only
based on sound, glam rock is characterized by performance, gesture, staging, and
costume, as well as the associated visual culture, including posters, album covers, and
publicity photos. It is common in glam rock for pmrhers to appear in public, estage
venues as their onstage personas. Glam rock artists in the 1970s included David Bowie,
T. Rex, Garry Glitter, Roxy Music, Sweet, and Mott the Hoople in the U.K. and Kiss,
Alice Cooper, and the New York Dolls in the lths States. American group lggy Pop

and the Stooges are also cited as pghamn influences, combining a hard rackisical

style with glam theatricality. These artists are quite diverse in their sound, but share an
emphasis on androgynous persona and appee. "David Bowie may not have

originated glam, but he was probably more responsible than anyone for popularizing the

format to world audiences. [€é€] Bowie's chang
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glamd a theatrical, produced, trebly, séifzented, campy, selaware performance"
(Lenig 201043). The performance of masculinity in glam rock is integral to the
posturing of glam metal in tHE980s. This is where glam metal drew much of its

ideologies from, most importantly the contrived androgyny @erformance style.

3.2  Glam Rock vs. Countercultural Ideology

Glam offered a new, queer representation of masculinity that challenged gender binaries,
destabilizing the conventional binaries of rock and pop, art and commerce. Thus, glam
rock was posibnedby some criticas artificial, commercial, contrived and feminine,
rendering the genre inauthentic to the dominant rock cultueel974 reviewChris
CharlesworthdescribePavid Bowie's show as "a piece of theatre" that "has as much to

do with rod and roll as Bob Dylan has to do with Lasgas$ (Auslander 200612). The

reason for this characterization lies in the production's lack of spontaneity: the "show is a
completely rehearsed and choreographed routine where every step and nuance has been
perfected down to the last detail. There isn't one iota of spontaneity about the whole
show." Charlesworth's overall assessment of Bowie's comsequoted by Auslandes,

not negative, but he is at pains to insist that what Bowie is doing is theatreckict

"show that belongs oBroadwayr at her than a rock audience.
expected its cultural figures to beett reflections of its valué$2006 12). This review
makes clear how the countercultural ethdbienced dominant rock comunity
devalues the theatricality inherent in glam rothis is because glam undermined the
romantic ideology of the trueyiginatinggenius as well as focused on the artifice and

artificiality inherent inall music performancéegardless of how hardperformer tries to
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perform authenticity Glam ideology threatens rock culture's notion of the performer as
one of the audience, for glam's theatrics and costume emphasize the separation of the
performer from the audience (Auslander 2008). The resultng masculinity combined
elements of the traditionally masculine characteriskiks sovereigntywith an
androgynous appearance and feminine performance style.

Much of1970s glam rock signified a musical return to stylistic basics,
participating in theesurgence of earlier rock values that is characteristituoh1970s
rock culture, partly as a reaction against the musically flashy progressive rock,
specifically the psychedelic rock that developed in thel&8@s andts associated
countercultural viaes (Auslander 200@0). Stripped dowsloserto its rhythm and blue
roots, glam rock was against virtuosity and length. Glam celebrated theatricality and
spectacle, and embraced commercialism, while psychedelia has an uneasy relationship
with these

The rock music alburbased formatepitomized inl970s progressive rock's
concept albunwaspositioned as oppositional to pop music's sifeed format. This is
because the dominant rock audience reggitd music as a serious expression of the
artist'ssoul, in contrast to pop music's disposability and supposed meaningle&dasss.
rockdi d not fall neatly into r @srépiesentgdant ri ar c ha
cock rock and feminized pop music. Glpnesented male musicians who did offer a
conventional performance of masculinity. Instead this culture celebrated a male gender
role that combined elements of both feminine and masculine traits and behaviours, thus
positioning the genre at the feminine end of the gender hierarchy of rock clitere

Law-of-the-Father ensures that that which does not represent the conventional gender
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roles within the patriarchy influenced scale of hegemonic masculinity is appropriately
feminized. This i©®ne importantreasonhy gl amés deparrockre from tF
cul tur eds voithedraher) didtndt eomé vaitiwout a backlash.

Philip Auslander explains hoglamhas been ignored academically:

On glam rock not usually considered as a significant phenomenon by American
literature, | argue that glam'salltenge to the countercultural values embraced by
rock culture accounts for its frequent exclusion and devaluation by historians of
rock music, many of whom themselves embrace the values of rock culture,
especially the concept authenticity. (2086)

An example of sucbiasis evident in the writing of Chuck Klosterman, who categorizes
British glam rock by its fAoutl andish cost umi
song 0 (,20Q@)0Similar chargeare maddy otherrock purists whdold onto the

myth of rock authenticityin the face of glam's mainstream popularity

Consider, for example, the progranCame from the 80s, Part Il: Metal Goes
Pop, which aired repeatedly during early 1997 as well as several times since.
[ €] [ T] he end ftetbthd fitee oprock, gfterahmneseksary
crash of 'inauthentic' metal/pop, by suggesting that rock was saved by the
advent of the hardexdged bands Guns n' Roses and Metallica. Interestingly,
much of the program is devoted to therapeutic testimobiaperformers of

the era, wherein they accept blame for the corruption of a more authentic
tradition, some even remarking that they deserved their fall for betraying their
metal/rock ideals. A clearer illustration of the persistent power of the
authentigdy myth would be hard to come by. (Beebe et al. 2002

One author explains how glam was criticized for being narcissistic by the leftist
attitude that permeated rock discourse oflt®&0s, butgoes on to arguhat the
popularity of glam was due t@geral observable soetastorical trends:

An emerging, pop, visual culture was inspired by diverse visionaries. Artists such

as Andy Warhol, Bertolt Brecht, Marshall McLuhan, and Philip K. Dick showed a

different way of seeing the world. The magnified powf the media, the political

theatre of Watergate, and the rise of exotic and expensive blockbuster film
spectacles captivated public attenti on. [
and spectacle that was borrowed from Andy Warhol. Warhol, dthingixties,

provided the notion that anyone could be a star if they looked like one, courted the
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right image and attitudes, and nurtured a certain visual style. (Lenig42010
The embracing of artifice that was inherent in glam culture was deemeldanaa by
t he r ock eolithefather, @@ glanivaasvdenigrated by critics who considered
the theatrical to preclude spontaneltythe sphere of language, sirtbe dominant
ideology of rock prescribes connotatsdn words, terms celebrated gham culturewere
sometimesisedagainst ipejoratively. For example, Auslander describes a review of a
David Bowie performance by a rock critic who
of theatre and not rock, as "rock musicians, too, were expectexhor the
countercultural ethos in their performances
figures to be direct reflections of its values" (2008). This aesthetic critiqueessumes a
negative association for the word 'theatri¢dedaing countercultural ideology as a
universal trutreandnot taking into account the values of the glam rock subculture which
judge authenticity differentlynor consideringhow hegemony can be subverted within a
subculture eveas that subcultuns itself maligned by the larger rock community.

Examples of early proto glam include Mod culture and dandyism, which
influenced thdateremphasis on style and spectacle. Both David Bowie and Marc Bolan
were associated with Mod culture in their youths. Significant fsetteei connection of the
Mod culture and dandyism with queer representations of gender, later influencing the
visual style of glam metal. While the masculinity performed by both glam rock and the
countercultural community were androgynous and in their eaymized, that of the
counterculture was presumed heterosexual while that of glam, like Mod and dandy
culture before itwere more commonly understood as suggestiagotential of

bisexuality or homosexuality (Auslander 2066-1).
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Glam challenged theountercultural androgyny which has positioned itself as
revolutionary in terms of gender roles, bringing to light the fact that in the end, hippie
gender roles in fact enforced hegemonic gender roles rather than destabilized them. The
hippies did dresshia unisex fashion, but the movement was still largely conservative in
terms of gender roles. There is another important difference between the style of the
hippies and thglam rockersthelate1960s and early 1970s style made iconic by the
countercultue entailed dressing dowwhile glam metal was all about dressing up.
However, the glam metal culture did not continue this trend and as we will see,
celebrated the macho image and continued the cock rock tradition.

The success of glam rock is signifitavithin popular music history for it
represents diversifying of representations of masculinities, significantly iwithearea
of portrayng ambiguous sexuality. "Bowie had done for the ambisexual movement what
the Rolling Stones and Beatles had dawedfugs. Bowie and other glitter rockers have
legitimized ambisexualism for masses of middigss young, and they have provided the
boundaries for the movement" (Orman 1988). At the same time, it must be
acknowledged thatlgm rock, while potentiallppening doors for nenonventional
performancsof masculinity, did noas a ruleopen new doors for females, who did not

make up any significant number of glam rock performers.

3.3 Glam Metal
Heavy metal in th&980s was marked by fragmentation isaveralsubgenrecluding
thrash glam, black, death, and NWOBHMIhe more extreme forms of metakere met

with hostility by classic/traditional metal fans and by rock culture in general. "This

2The NWOBHM is the commonly used acronym for the New Wave of British Heavy Metal.



23

conservatism, rooted in romantic preservationism, createsgoing subculture, sharply
distinguished from the mass culture of pop music" (Weinstein,1I38¥). Glam metal
wasamong the first genres be readily available in a multnedia contet including
MTV, an array of concerts and tours, and a surge in nmggazines and journals,
especially by 1985 (Klosterman 2Q@&D-1). This phenomenon can be attributed in part
to the popularization of the music video as a marketing tool for bands, beginning with the
launch of MTV:
The advent of cable television, espdgi&TV in 1981, and its continued
expansion to households across the United States and abroad throughout the
1980s, contributed to the greater availability of forms of music and style that
previously would have been limited to the people in the urbarrseimt which
underground music scenes were taking place. (Beebe et a).33102
Glamme t doktusaom thevisualandthetheatricalmademanyof thebandscamera
ready.TwistedSisterfrontmanDeeSniderexplainsthe easyfit that1980smetalhadwith
themusicvideo:
MTV helpedandit hurt. It helpedin thatherewasa newmediumthatwas
looking for visualactsandheavymetalactsalwayswereinto thevisual sideof
things[ € fheyfoundthatthe heavymetalbandswerereadyto go,theywere
cameraeady[ € MTV alsocreatedhis quick burneffectwheretheywould
totally overexposea bandin avery shortperiodof time. (i G| aMetalo
Evolution2012
However, as th&@980s progressed, glam metal became commercialized on a mass scale
while thrash metl, along with other genres such as death and black radtgted and
maintained an authentiig-centric underground/hardcorideology
Glam metal developed in the eatl980s in Los Angeles, Californianthe
infamous Sunset Strip scemmasting group such as Mdétley Crie, Van Halen, Quiet Riot,
Poison, Ratt, Whitesnake, L.A. Guns, and Guns N' Raseslity as an influential factor

here is evident in the compatibility of the glam aesthetic atertainment industry and

showbusiness that was closalsociated with the culture of Los Angel&ke Sunset
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Strip, located in West Hollywood, is a 2.4 km stretch of Sunset Boulevard that spans
from Hollywood to Beverly Hills. Associated with commercialism (evident in the
characteristic large and bright Ibitlards), this location was integral to the development
of glam metal in its fostering of a scene that is notorious for its nightlife.

Stylistic influences on glam metal include Aerosmith, early andparibd KISS,
Alice Cooper, Slade, T. Rex, Blue CheBlack Sabbath, and Led Zeppelin (Klosterman
2001 11). "Though the term wasn't yet applicable, those first two Van Halen albums ['78
and '79)] created a future where metal could be "glamorous,"” both visually and musically.
Marc Bolan knew how glam rock waupposed to look, but Eddie Van Halen invented
how it was supposed to sound" (Klosterman 2@2). The enactment of power through
the display of virtuosity is a common trait in heavy meWalser discusses how
virtuosity, with its gendered etymologyas always been concerned with the
demonstration and enactment of power, freedom, and potency, 8H38rtuosity
became popular in the Romantic era, functioning to focus attention away from the
composition and towards the performer, forever alteringttterre of public
performance as it lead to the standardization of the solo recital. This influenced the nature
of the idolatry of rock musicians. Samson explains how "[v]irtuosity is the natural
extension of a performer's aim for individualism and autonceffectively refocusing
the audience attention on the performer rather than the work itself", (2903 amson
further explainsthaias virtuosity meshed with a Romant |
dialectical relationship with a strengthening sensth®@fautonomous musical work,
involving taste and i deol odyAswithprogessive as f or n

rock in the latel 960s throughout tH70s, virtuosity and improvisation are important in
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authenticating the heavy metal genre. Thes@atesd traits until they come to represent
commercialization and artifice within a specific subgenreis, along with the
idolization of glam metal musicians as rock gods, creates a culture in which the artist can
become more important to the audiena@mntthe actual music. This process can serve to
delegitimize the genre by rock and metal purists. One important factor to bring up here is
shred guitat, which like other earlier models of guitar virtuosity can sigaiitonomy,
power, and technical skilHowever, while shredding celebrates virtuosity it does so in a
way that maintains authenticity leynphasising the heavy amount of technical skill.

Connected to the notion of masculine genius, virtuosity is also gendéied.
reflects the hegemonic gendetes of Western culture, problematically aligning
masculinity with power, freedom, and potency, and femininity with powerlessness,
limitation, and impotency. Virtuosity is also associated with the representation of white
male privilege, mobility, and agey, qualities historically associated with rock culture.
The complex negotiation of authenticity via masculine signifiers, such as virtuosity, in
heavy metalvas often met with judgements adithenticity within the rock community
while the lighter glam mtal genre and the associated power ballad ivegeiently
feminized.

The ideology of glam rockvhich valued theatrics and excessmplementethe
hedonistic and commercial culture of West Hollywood. As popular culture writer Nick
St i | | ma Qutageoustineage, wasithe defining commodity of the decade, and
eighties flamboyance is an endudsang source o

development of prexisting styles, glam metal blends glam rock visual aesthetics with

% Shred guitar is usually heavily distorted and fast style of eteletaid guitar featuring finger tapping and
heavy use of the whammy bar. A famous example of thi:c
Van Hal e n éaitted dban, &hichk is ¢ofsidered to be a pioneer of shred guitar.
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heavy metal musical aesthetitglhe glam sensibility had to do with overt displays of

sexuality, irony, a selffonscious emphasis' on the artifice of show z 6 gl amour , 6 an
excess: Omore hair, more height, more glitte
ceased t o kand Middte®14Q)"NAuslander2080) . The genreds enmn

on theatricandspectacle, anids celebration of artificewere epitomized in theadically
feminizedcaricature of the glam metal performethich as we will see functionexs a
kind of hypemasculinity.As Klosterman puts it:
This generation of glam groups had a different set of priorities [than past
generations]. Their two descriptions of success were (a) creating buzz, and (b)
getting paid. The musical product was secondary to being@abgkt gigs where
you could be seen (and hopefully be seen again). Style was beating subsigince, a
this time it was on purpos€001, 56)
3.4  The Queering Potential of Glam Metal
Power is often characterized as the dominant appeal of heavy metaudiésce.
Walser (1993) and Weinstein (1991) assert that the heavy metal audience in the 1980s
was primarily adolescent, male, and lacking in economic, social and/or physical power
In a world thathighly valuesmasculine poweiso the argument goes, heangtal could
provide such individualsvith a medium for the negotiation of gender anxieties. While the
heavy metal audience in th880s was predominantly adolescent, male, and working
class, this generalization treats power as monolithic and underméandgrtamic and
complex nature of subjective experience, for in reality heavy metal can have many
meanings for various people. Important here is the distinction of subgenre, for by 1990
the audience of glam metal was predominantly female, while thosesefczHtraditional

heavy metal as well as thrash/speed remained predominantly male (Weinstgid81991

The androgyny specific tihe glamsubgenre follows a historical lineage within
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rock music where performers overtly draw attention to their seywaditvisual style,
following the tradition of ElvidPresley Liberace David Bowie, and even Little Richard,
who performed in heavy makeup. Consider the following quote:

Similar observations could be made about Marc Bolan, David Bowie, Mick
Jagger, andhe largefthantlife stars of heavy metalnot least such bands as Kiss,
Motley Crie, and Poison. While it would be easy to suggest that identification
relates strongly to their androgynous images, it is nevertheless evident that they
also provide multiple gssibilities of what it means to be male in our culduome
image may be used for gay men, another by heterosexual men. For women, they
can equally provoke both desire and/or identification. As fantasy figures they
bring them a whole range of possibilitesd, notably, the potential to queer the
heterosexual bias of popular music. (Whiteley 2@2®-50)

However while Whiteley correctly identifies the significance of the growing range of
acceptable masculinities within popular rock music, the fact that ghetal is a form of
sexist cock rock is not mentioned. Glam metal does provide a less restrictive performance
of masculinity than conventional rock ideology cares to easily embrace, yet it still falls
under the Lawof-the-Father. Auslander explains how,
[T]he emphasis on the application of makeup in the transformation of male
images into feminine or androgynous ones demystifies the glam image itself and
emphasizes the constructed nature of glam masculinity. It is also important that
most glam rockers usamsmetics to create neither the illusion of female identity
nor that of a seamless, androgynous blending of masculine and feminine. Unlike
countercultural unisex fashion, the combination of masculine and feminine codes
in glam costuming and makeup did bddr distinctions between men and
women: glam rockers were clearhenwho had adopted feminine decoration.
(2006 62)
Walser also sees androgyny in heavy metal not as a radical undoing of binary ideas of
gender and sex, but as an effort by male mussciarapprofiiate the visual signs of
feminine identity in order to claim the powe

1993, 1289). Here again, we see how the glam aspect of metal signifies power and

sovereignty.
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Gl am ndeviarats werg wearing spadex bodysuits and lipsticRight in the
middle of a period that was particularly suspicious of art that challenged the status quo,
hair metal managed to be a popular mainstream-ch@ssing movement without stirring
up much of a controversy. Mowasth s possi bl2@l2)&G| @&t imlelt m& © s
unigue blending of feminine camp and tough black leather even entailed full on cross
dressing at times, yet the heterosexualftglam metal performensas generally not
guestioned by those within the glam commity, althoughat times it was certainly
guestioned by those outside the scene and unfamiliar with the codes of the genre. Susan
Sont agéssayilNo6 4e s o providl€Sachanifiéation of the notion of camp
which proves insightful into the nature giltm metalSontag explains how the femininity
of virile men can be their most beautiful aspect, tiatlandrogyny is integral to camp
sensibility. Aln fact, thereds a distinct |
Dolls to hair metal, that pots not just to a historical acceptance of androgyny in rock
and roll but to its equation it mascul i ne v2011)i | i tyo (Still man
Female glam metal fans were casually referred to as groupies by musicians and
fans alike and were commonly commemoratelgrics and music videos, with the
groupie being on the bottom of the ratbcialhierarchy Pressand Reynolds 199261).
The term Agroupied connotes a female willing
a musician/group, illustrating how the peipation of females in the glam metal scene
was predominantly limited to the catering to heterosexual male desire, rather than their
own (Weinstein 199167). Métley Crie frontman Vince Neil explains how at concerts,
ficlhicks are flashing all thetime,nd i t 6s just for our entertai

as a salute. 1tdés a private saluting the gen
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explainthatif a male were to expose his sexual organs in a sifagnion thatvould be

ground for beinghrown out of the concert. This douldtandard clearly indicates whose

desires are being catered timoseof the heterosexual mal€hese particular sexualized

female images aravailable tcheterosexual male desire and not lesbian desire because of

theway in which females are not permitted to have their own sexeacggvithin glam

metal culturelt is always the desire of the straight midatis addressed and answered

to, as it is these men who are creating and starring in these enactmentssedsamta

glam metalThisis evident in the scantily clad womemo appear in glam metal music

videos, album artwork, and at live performancddsey are most often depicted as eager

to please or under the control of the male musicides elaborates howhe women

onstage at Cr¢e shows f ol l ovhetylbea emanlaau gfhd ryn o g

nurses, naughty cops, naughty parking attend
Glam metal had beconmme of the dominant forned popular rock music by the

mid-1980sand remained so until as late as 1991, and its more comnrassidestations

drew much criticism from rock writers (Klosterman 20218). Pejorative synonyms for

the genre included pop metal, nerf metal, hair metal, and poodle metal, with the

performers labelled as poseurs (Weinstein 128} It is through the power and

authority of the dominant ideologies that such words become pejorative. Even the genre

of glam metal became a pejorative term because of the authority and padlenuire

dominant rock ideologywhich represented the Lawi-the-Father. In order to maintain

gender hegemony, that which defies the acceptable mainstream roles i® imaze

undesirablelenotations and connotations

There are still those who are able to enjamgmetal for what it is, without
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denigrating for its fAlack of authenticityo a
Once representing power to its fans, glam metal has sometimeselsgiedo the role
of hedonistic music to be enjoyed for itstalat inauthenticity:

Ever since hair metal's demise in popularity, mainstream rock music has garnered

a reputation as being angsty and miserable. People often mistake happy music for

cheesy music. This is natwaysthe case. OK, it is the case most oftihee. But,

given a choice between cheese and angst, I'd rather have meltezl @héemsst

anyday. (Redd_dymori2D11)
Some fans of glam met al enjoy the very fact
standards that exists outside of the genre, whday acknowledge that they have been
influenced by these standards. 't i sndot tryi
ideology sense, nor is it attempting to garner artistic respect. Another fan explains how
A a] bit of per s pesxedmueheftre metaliwihes80sofonwhatats e x p
was-- shallow, candycoated pop. But man, did it taste good at the time. And | know you
still love listening to these songs, even if it's only when no one else is aroufidRo b e r t
the Radist2009).

Glam metal vas condemned as appealing to popular and vulgar taste, as "[flrom
the mid1980s and into the 1990s, baby boomers embraced a-it@fd®d, cause
oriented rock that provided a stark contrast to the entertaining, glossy, sexy images on
MTV" (Szatmary 2010278).St ephen Hol d eh@amomenopoewas hat At ]
absorbed by television, a medium that reduces everything it embraces into competing
commercial images, it lost the higher moral ground it had long clametdt ®ré | f 0 (1994 )
What is significant with tis quote is the perceived artifice, and tfersininity, of the

music video and glam metal 6s concurrent c¢comn

This was epitomized in the feminization of the heavy metaadhall common
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musical form during glam metal's popular music reigis, fitrm was tlie mark of
commercialization in 180s heavy metal and was considdogdts critics to behe
antithesis of authentic metal. The power ballad, appealing to popular taste through its
crossover appeal to a pop audience, characteristically éeatuemes of romance rather
than the hypermasculine themes of sexual fantasy and misogyny commonly found in
metal. lan Christdlustrates this bias'lf image was the crucial selling point, the ultimate
sellout was the power ballddusually a maudlin, psel@-acoustic love song complete
with weepy guitar solo and lovelorn stagpng chorus. After the phenomenal popularity
of Métley Criie's 'Home Sweet Home' [1987] doubled the band's audience size, power
ballads warped Hollywood metal in a major way" (20085). Other notable glam metal
bands that released hit power ballads include Poison, Skid Row, Warrant, White Lion,
and L.A. Guns, to name a few.
Many critics seem to take issue with the power ballad specifically because it is
associated with glam metal. &king of glam metal bands such as Métley Crie, Poison,
and Twisted Sister, critic John Darnielle writes that "most critics were fairly well
appalled by the bands, and not without reason; Nelson in particular seemed to many at the
time like the surest sigmaginable that the fiery and horrible end of the earth was
imminent" (2004 326-7). A fan asserts that,
[B]y the end of the decade, metal's unique sound had mutated. The genre was fast
becoming diluted by pop/rock bands calling themselves metal band$lou
dried and teased their long hair and wore pants so tight their spleens were spilling
out. KISSworemakee p; these guys wore |ip gl oss.
of REO Speedwagoand Journey, the power ballad nailed the lid on metal's
coffin by making 'metal’ accessible to everyone, including your little sister and all

her fiends (HausknectHelium)

Some musicians resent the genre of glam because they believe they are sometimes


http://music.helium.com/topic/7064-reo-speedwagon
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unfairly lumped into the same category. This is demonstrated in the follstategnent
by RonnieJamedDio:

You suddenlyhadthe hair bandscomingup. It wasonly aboutwhattheylooked

like, andhow manypartiestheycould have,andhow manyfourteenyea old girls
theycould pull aftertheshow.And themusicwasrubbishandtheydestroyed
whattherestof us createdbecauseverybodygot lumpedin togethemwith it. That
shouldbeanemblemsomewhereyou know,6 Rsonkillede v e r y {Zkd351 g . 6
2010)

Theconflationof glam music with the constructed inauthentic femininity of pop music

and its supposed mutual exclusiviglativetof aut hent i c0 mabkaveul i ne r oc
created a situation where many glam musicians publicly repudiated some of their own

glam musicWarrant singer Jani Lane shares his retrospective feelings regarding the
bandéselblishg single ACherry Pieo (1990):

| hate that song. | had no intention of writing that song. The record was done.
Therecordwascallddn c | e T o and [SonZexdcutive] Don lenner

called up and said, 'l don't hear a single. You have to give me a fucking single

|l i ke '"Love in an Elevator. o6 So that nig
and all of a sudden the album is cal@derry Pie.I'm doingcherry pie eating

contests. The single is '‘Cherry PMy legacy is 'Cherry Pie.' Everything

about me is 'Cherry Pie." I'm the 'Cherry Pie' guy. | could shoot myself in the

fucking head fomwriting that song. (ROOKTABULA009)

Chuck Klostermamlaborate®n the same issue

Part of the reason '80s hard rock will never get re8peeéen kitschy

respedd is because so many of the major players have retroactively tried to

di sassociate themselves from all their
groups hate beg lumped into the same category is that writers often turn the

phrase 'heavy metal' into 'glam metal,’ which is used interchangeably with

'hair metal," a term that purposefully ignores musical ability and classifies a

band by its f ol khow, thexe wapaworkirelass [ €] Som
credibility in ugliness. (200129)

As we will see, this strategy of accruing cultural capital throughentgghasis of visual

glamourwould play a huge part in grunge ideology.
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3.5 Sexuality in Glam Metal and Misogyny asCompensatory Strategy

Walser notes that in heavy metal, women are often depicted as the mysterious Other, and
a threat to male power and control, through narrative, visual and musical imagery (1993
119). Misogyny is a way to express masculine dominaneetbe threat of the feminine

Other, who has the potential to have control over his desires, thus emasculating or
castrating him. For a man to exert dominance over the feminized Other, the woman, is to
assert his own masculinity, to give him the senseht@as in possession of the always
unattainable Phallus. Perhaps if social conventional gender polarities were not so
entrenched in our culture, gender anxieties would be decreassedwadld the display

of misogyny as a compensatory expression of memsepbwer and control. Earlier glam
rock faced similar i1 ssues upon the genreds
Aulander explains, "American glam artists and their supporters, apparently experiencing
a measure of homosexual panic, were at gaimssist that any tendency to dress lavishly

and use of makeup should not be taken as signs of sexual abnormality" (Auslander 2006
49). British culture seems to have historically been more open to effeminate male gender
roles, evident in the cultures wfods and dandyism which had influenced the

development of glam rock. However, in America glam metal celebrated its sexism. While

P

di scussing the misogyny of M°tley Cr¢ebds mus

unapol ogetically that ci[awm]se 6 rWwe dguyesa.t We orles
just the way it is0 (Spitznagel 2009) .

Wal ser notes that metal 6s depiction of
masculinity is also appealing to a female audience, which has grown with the

popularization of glanmetal in thel980s (2003119). Walser states that the appeal for

r
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women is in their identification with the empowerment through the appearance that
females are socialized to internalize, and it is through glam metal that they may identify
with the power othe female Other over male desire (20080-1). Paradoxicallyit is
this control over male desire that instigates misogyny. For men are socialized through the
Law of the Father to aim for the possession of the unattainable Phallus, which represents
thecenter of powerf a manwereto desire a woman who does not reciprocate this
desire he could consequently fegbwerless, meaning feminized. To regain the illusion
of the possession of the Phallus, the man may resort to misag/ayay toeassert s
own dominance aswellésr eaf f i rm t he womands place as s
Walser explain that,
Heavy metal, is inevitably, a discourse shaped by patriarchy. Circulating in the
contexts of Western capitalist and patriarchal societies, for muthtostory
metal has been appreciated and supported primarily by a teenage male audience.
(1993 116)
The sexism of glans reflective of male desire to assert their power and control over
women, in order to secure their masculifityenforcingw o m e fer@irsinity, which is
necessary in the maintenance of conventional Western gender bamatieegemony
This is not to imply thasexism andnisogynyareinevitable, but to try to understand
reasons fotheir prevalence in heavy metal music. The femin@atf glam metal by the

dominant rock culture fuels compensatory strategieh agemale objectification in

order to reaffirm the masculinity of the male glam culture.

3.6  Conclusion
Rock authenticity is generally judged by how well the artist hidesvitable artifice

inherent in performance, devaluing the postmodern address and its characteristics
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including parody, irony, and camp. The dominant rocklatpplargely influenced by the
1960s counterculturayhich was in turn influenceldy Romanticien, continues to

devalue rock genres which openly embrace artificiality via the adoption of blatantly
constructed personae, while valuing performers who pretend they have no persona. This
ideology fails to adopt to postmodernism, however, and does nahtakaccount the

values of theglamsubgenre and its culture concerning authenticity. Lawrence Grossberg
(1988 43) describes a type of pervasive and purely ironic postmodern authenticity as
"authentic inauthenticity” (qtd in Dettmar and Richey 1,89910). My argument is that

all performance is just thgterformanceThis is not to negate the importance and
significant of the experience of both the performer and the audience and of the emotion
and meaning involved in this process, but to stress the walyiah this performance is
inevitably mediated.

Theromantic notion of artistic genius plays into this mediation, influencing a
culture that values auteurship, creativity, originality, and virtuosity, creating a gendered
hierarchy of genre that cannot §eparated from its history of elitism. So the idea is that
authenticity is gained and maintained by the musician enacting a performance of genre
specific authenticity. Being openly sealfvare of the artifice of performance is
characteristic of postmodernusic in generalvhich often incorporagsirony, satire, or
parody. This historically seems to work only on a subcultural level, and inevitably
becomes standardized upon commercialization, thus undermining the subversive effects
of such performancesnd irfluencing the fragmentation of the original subgenre into

both commercial and underground styles.
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Chapter Four: Grunge
| will now go through the construction of masculinity in grunge culture as of 1994, as |
did for glam in the previous chapter. | willihine the historical development of the genre
while discussing its important differencasd similaritiegelativeto glam metal, starting
with grungeods i deol opgnkrock andhe Antericemurgieiscenei nf | uenc

of the 1980s.

4.1  Punk Rock and the American Indie Scene
In the 1980s, punk was closely related to the Americdie scene, with both being
important precursor to the grunge movement. Related bands include Black Flag, the
Pixies and Hisker DU, and the ethos, musical sound, andecimtgeneral weramong
grunged6s greatest influences, especially thr
labelsand radio stationthat had emerged through these genres

While the indie music scene created certain conditions thatneeessarjor the
grunge movemerds we know ito emerge, what is important here aredtterences
that occurred with grunge. The alternative scene as represented hyredakinantly
featured theeinscriptionof a hegemonic masculinity h€ scene, especiallyitiv the
early wave of hardcore bands, tended towardsiheho and sexistftenexcluding
womenbothas performers anas active audienaaembersThis is an important contrast
to the antisexism and arfhomophobia that was a significant part of grungjéuce.
There were, of course, notable exceptiewsn within punk and hardcosech as the
band Fugaziformed by former Minor Threat frontmaan MacKaye MacKaye was a

pioneerforthéi st r ai ght edge 0 1880srenauacngthecafcohal he ear | vy
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drugs and sexisnthat had become a part of the hardcore s¢8atherland 1996)
Amanda Hess describes h&éwu g a z i-répe anthemi $ u g g e($908)addnesses
the variousvays in which women are systematically trivialized and denigrated. She
states tht the song,
clearly articulates the connection between all the flavors of harassment inflicted
against women, from street harassméstfter your wordd, to objectification
through the male gazés(ffer your eyed, to physical sexual assaytisufferyour
hand$). In the songall contribute to a social structure that devalues women
(2010)
Descr i bi n goainddbagFygas tepresemtegbunge musician Kathleen Hanna
stateidt twag thhe first time | hashtaboumen i n t h
sexism. 6 And it meant a | ot to me and made n
was want ed i rHabhnh 2005)Thesand in guestioa i8 told from the
perspective ba female, but sung by a male, creating another layereahing in which
the singer is both embracing the feminine and expressing further sympathy for the
devaluation of the feminin@he influence of the straightedge hardcore scene on the later

development of the indie musaall beillustratedthroughouthis chapter by highlighting

the gender roles enacted in grunge.

4.2  The Development of Grunge

Grunge originated as a local subculture in Seattle, Washington in théd @80k/with
groups such as Green River, the Melvins, and Soundgarden. The grunge musical
movement famously evolved around the independent record labels Sub Pop and K
Records, who fostered many of the early influential pgstonge and grunge bands.

Shaped by the aforementioned American independent rock and punk scenesingrunge
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part alsogeneally rejecedglam metal aesthetics and ethBsoducer Steve Albini
explains how,

The heavymetaltraditionalwayshadakind of emphasi®n virtuosity or on

vulgarexhibitionistmusicaltendenciesTherewasalwaysakind of flamboyance,

akind of campelemento heavymetalandthe grungebandswereall muchmore

straightforwardn their presentationTherew a s afidetvorksshow,therewa s n 6 t

awall of Marshallamplifiers,therew a s andassivedrumkit andin alot of

caseghe musicianshipvasnot necessarilyrudimentaryis thewrongwayto put

it, it wasfunctionalmusicianship[ €é All thathairspraymusicwasjustatotal

fuckingjoketous.( i Gr uMetakEyolution2012
The rotable exceptiomiembraced a more theatrical and campy side afggruborrowing
from glam sources such as Aerosmith, Queen, Elton John, and-BissxampleThe
Melvins, who werawidely influential in the early Seattle grunge scene, featured their
own brand of theatricalityAlso of noteisth@ ndr ogy nous <SAnilbkmceofl Wo o d 6
the early grunge scene, through his work weimdsMalfunkshun and Mother Love
Bone(Prato) Active during thel980s, Malfunkshun featurddontman Andrew Wood,
aka Landrew the Love Child, withf@lynamic stage presence as a hippie, glarmoutd
rock & roll god, equal partslarc BolanandJ i m Mor ri sono (Tinelli). E
fell apart and Wood, along with former Green River band members (and future Pearl Jam
members) Jeff Ament and Stone Gosstodnedthe group Mother Love Bon&ho
would be very influential in the Seattle grunge scene.

The grungesubgenre of rock emphasized a rejection of many of the musical and
cultural values of glam metal. Musically, the genre shows its punk rock influence in part
through its stripped down aestletind rejection of the virtuosity that had become
popular in glam metalGrunge incorporated guitar dowuaning, slower tempos, and

more dissonant harmonigsterms of being more harsh and discordahe term

Agrunge, 0 denot i ng elddesctibesahe deavy guitamtenpre tgpcad r o p r i a
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of the genrgachieved with higher levels of distortion, feedback, and fuzz guitar effects.
This isechoedn the terms used to describe the musich as sludgy, murky, and dirty.

The relative social isolain of Seattle was important in the formation of grunge
musicand culture The bright lights and night life thateassociated with LAulture
andwhichinfluenced the theatrics and hedonismofglans a huge contr ast
birthplace.The PacificNorthwest is known for itsainy, isolated, and morenderstated
culture, especially in comparison to the busy and fast Sunset Strip where glam metal
originated.The North West ifrequentlydepicted as desolate, relatively secluded,and
experiencinggnough constant bad weattasto encourage staying indoarsst of the

time (Hypd 1996).The boredom, confinement, and social alienation expressed by teens

t

in the Pacific Northwestrea ppar ent i n gr un gaetlmraatedssicc cal con-

of the geme. An important factor here is also thegion'shigh divorce rate, meaning that

many of this posbabyboom generation (aka Generation X) were growing up in broken

homes for the first timéSzatmary 201311).1t has also been suggested thatsbeial

effects of thisunprecedented divorce ratere exacerbated taysignificant level of

parental alcoholism and drug abubkekiring 199783). The following quote by pop

music writer Lana Cooper illustrates a bias towards the serious lyrical themes of grunge

over the hedonism of glam metal:
Due to a new cycle of musibatbegan in 1991, by 1995 many of the bands I had
grown up listening to had become a punchline and others simply faded into
obscurity. Flannel had replaced spandex as the fabric of choiceaic turned
away from simple topics such as having fun and partying to much more complex
social issues and angst. (2011)

Whil e glam metal | yrics | auded hedoni sm,

and a nihilistic, apathetic, cynical, or gealér dissatisfied approach, even featuring

gru
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socially conscious |lyrics about rape, aborti
illness, suicidal tendencies, and substance abirgesocially conscious message of the

song is typical of some grungadcoincideswith the popular representation of

Generation X in general, as well as of the North West/Seattle scene. Another popular
representation was that of the apathetic slackeneration X is often synonymous with

"the slacker generationwhich depitedyouthin the early 1990as unmotivated,

nihilistic and apathetic.

As arejectonbgl am met al 6s focus on persona and
grunge culture dressed down. Featuring a laid back style of ripped jeans, baggy plaid
shirts, and long, nkempt hair, the grunge style followed a punk ethos where the
audience/performer gap was minimized, whereas glam metal costume functioned to
maximize this gap ani elevate the performéo a grandiose golike status. The
dressing down of musicians cagrsfy a seriousness, credibility, and a masculine
naturalness by keeping the focus on the music .itdethe same timegrunge fashiois
also representative of the slacker image described in the previous paragraph. This created
a layered meaning wherethe artists signified authenticity and serious credibilised
with adry and selfeffacingsense of humour.

Grunge rejected stage theatrics and the separation of performance and audience
that was inherent in glam, effectively further minimizing thengre audience/performer
divide. Early grunge bander the most partieveloped from groups of friends playing
musictogether for largely recreational purposasd the early scene took part in small
music clubs and house parti€unge very communitpriented and importantly also

often featured music that was not technically impressive as a way of rejecting the values
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of genius and virtuosity that are codedhasasculinedomain Grunge does not value
showmanship or flashy musical performarasthese agregarded as artifial and
excessive. Producer Steve Albdemonstrates this ideological dichotomy when he
characterizes heavymetals fial ways having an emphasis on
exhibitionist musical tendencies, flamboyance, camp element vgeghands being
straightforward, mor e f uNedkvauiaad0l2musi ci ans hi
Deena Weinstein explains that "[i]n folk culture, the distinction between artist and fan is
blurred. The performer is not a member of a specialized occupatop,dut merely a
more talented audience member" (1988). The commemorationf the audience in
early grunge media was echoed by Sub Pefounder Bruce Pavitt when he expressed
thathone of the keys to Sub PopoOscelebhmtetheet i Nng wa
fans as wel |l as .{THseotiinafradterticityreBemblihgya foRrOol 4 )
folk music authenticityis inherent in grunge musicr om t he genreds roots
alternativemusicscene as previously discuss@tbng with Sub PopK Records in
Olympia, Washington was influential in the development of grunge music. The
independent record label was founded along thecamngiorate goal of simply sharing the
music of the | oca-dtyeuoesel fconmerciddltdredf or fAdo
punk music manifested itself in this independent record label structure, and allowed for
an independent music scene to thrive in Washington. Both these record labels owe much
to the aforementioned independent music infrastructure that was dre#itedalternative
rock scene in the 1980s.

However, it is important to note that the celebration of fans was a conscious

marketing by Sub Pop to create hype. While earlier grunge music is usually depicted by
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historical accounts as an authentic subcaltunrtainted by commercialism, in actuality
grunge was marketed with mainstream goals from very early on. The Sub Pop label,
while representing a genre that aspired to be the antithesis of commercial music, actually
intentionally created a look and sounsd veell as strived for commercial success. The
label marketed a downtrodden metal/punk look regarded as unique to the Pacific
Northwest, signing bands dressed #sHirts or flannel, baggy shorts or ripped and faded
jeans, tennis shoes or worn out bootgemivith woolen caps over long hair. Sub Pop
paid for a visit from aMelody Makefjournalist in 1989, and Sub Pop cofounder Jonathan
Poneman even penned an essay for Vogue magazine about grunge/Northwest fashion in
1992(Szatmary 201109). This contriveédissemblage seems to contradict the authentic
ideology associated with grunge culture and its valuing of artistic autonomy and self
expression.

In some instances this faentric perspective led to conflict with other
stakeholders in the music industsgch as in 1994 when Pearl Jamtered inta legal
battl e against Ticket mast,ehichresultecoimtieefpandl i st i ¢ b
being denied any performances at many larger venues in th&Th&Sbattle and the
band were emblematic of the saletonsciousness zeitgeist and desire by some
alternative rock bands to give back to their fans in an era when concert ticket prices were
reaching the $100 mavKFriedlander 1996283).

This was a drastic change f rnwowegl am met al
hailed as virtuosic gods and placed on the literal pedestal of the stage. Also significant in
the early stages of grung&sa closeknit scene in which many musicians were friends

and bands regul arly attendaeallureevecetbandt her 6 s sh
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popularity and competition for an audience were goals, but instead one where fellow

bands supported one another.

4.3  Riot-grrrl: A New Possibility for Gender Identities
The influence of punknd indier oc k et hos i s rmaphdasidanm@artti i n gr unge
commercialismanttselling out andnihilism. However, as | touad on early on in this
chapter, grunge featured a new avenue for gender performativity througexsthand
antrhomophobia. The grunge culture saw new roles for femagcmuas thahad
previously not existed. An underground feminist movement closely related to the grunge
scene developed in the eail§90s called Riot grrrl. This movement was a feminist punk
subculture that focused on issues such as domestic violentay,gbgt racism, and rape,
and featured an entire associated culture of art, politics, and activism. The movement
began when females in the thriving DIY scene in Washinddo@.,used the resources
available to them for voicing their feminisleas, thoults, and desires, especially
through the many fanzines that were an important and defining part of the Riot grrrl
movement.
The spelling of fAgrrrl o6 combines fAgirl o w
represent an aggressive/strong, independentiéemiae spelling adopted by the feminist
movement allows for a description of female masculinity that operates outside of the
dominant male vocabulary, allowing a claim on an identity that incorporates the
hegemonically masculine traits of strength, aggioes and independence (Jarraens,
2007, 7). Thus a new gender identity is labelled andmadized within its own

subculture, outside of treamelLaw-of-the-Father thatlictated the meanings ekisting
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throughthe maledominated vocabulary from whi¢hey wished to distance themselves.
As both fans and performers, women were allowed to participate in a different
way in the grunge scene than they had been able to in glam metal culture, where sexism
had been common. However, the asgkism of grunge alved for women to achieve
more equal participation as audience memhisle the few female musicians in glam
rock did not transcend their roles as objects of lust, female grunge artists were able to
carve out a new gender performance in which their osgirels and ideas could be
voiced. Lita Ford (exRunaways guitarist) attained commercial success only following
the sexualisation of her act, and the same was true, on smaller levels, for Femme Fatale,
Vixen, and Poison Dollies (Blush 200%0).
The Riot grrl scene featured female artists and groups such as Bikini Kill,
Bratmobile, and L7, the latter of which played a huge role in the grunge movement.
Labelled tomboys, the band L7 managed fito co
hardrock fromwhichevery r ace of femininity had been exp
1995 247). This has been identified as a macha stance, an imitation of male machismo
(Press and Reynold995 244). Just like its machismo counterpart, the macha position
functions to hide vulmability and feelings (other than aggression and anger) behind a
mask of coolness.
Compared to groups like LZourtney Love of Hole and Kim Gordon of Sonic
Youth, both considered godmother figures for the Riot grrrl movement, opted instead for
a nNplbayfewlonfrontational reclamation of ster e
and Reynolds 199825). These women, along with grunge singer Kathleen Hanna of

Bi ki ni Kil |, would do things |ike write sexi
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lipstick in an effort to reclaim the word and expose the double standard of promiscuity
for men and womerLove combined heavy and messy makeifh torn dresses that
|l ooked | i ke they were childrends clothing. T
innocerce with songs that graphically explored adult female sexuality was in part an
attempt to rub audiencesd PresmaedReynoldst he vir gi
1995 262). These women effectively claimed identities outside ottireventional
female masdine role in rock music that, while falling under the hegemonic gender role
that would most grant them soetaltural access. This would ultimately have proved
unsatisfactory to their specific feminist goals as it still gives valued only to the masculine,
and does not subvert the devaluation of the femifihe.role of riot grrrl is significant
in examining gender roles in grunge culturesalgdarity with the aforementioned
alternative femimities is a significant attribute for grunge masculinity.
Severaprominent grunge musicians openly spoke out against violence against
women, and somactively supported causeshich sought to address After the 1993
rape and murder of Mia Zapata, member of the local Seattle band The Gritspfiton
collective @lled Home Alive was founded by several women in the punk and grunge
scenes. The organization aimed to raise awareness against domestic violence and other
crimes against women, as welltageach females self defense. Home Alive organized
several compilans and concerts to raise fupdsceiving support from many bands
including Nirvana, Pearl Jam, Soundgarden, and Joan Jett and ¢kidalds. One of
Nirvanadés final performances in Seattl e was
investigatoroh el p f i nd Za p2011a18k L7kvaslisbowartly goMieally m

aware and supported feminist causes, even playing sever@hiBrce benefit concerts
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Grunge allowed for a much different representation of mascutoitypared to
most in ro& culture,and allowed for the expression of some conventionally feminine
feelings and emotions that glam metal had denied. Grunge culture was significantly more
gender egalitarian thamasglam metal, and celebrated aspects of femininity through the
incorporation of several of these aspects in the accepted masculine identity. Grunge
performers sometimes credeessediwo notable instances beirvands music video
f or A |, ,0andheidiveperformance of "Dive" in Ride Janeiro on January 23,
1992 in which frontman Kurt Cobainvorea low-cut black lace dress and a crown, and
drummer Dave Grohorea black bra and a backwards baseball Tapre was also the
epi sode MWemadMdad/wgen owhiBahl| Cobain appeared in
Atheroelwy dpng the final death bl owl9% o the met
This is much different than the appropriation of feminine dress in glam rock, which |
interpret more as a symbol of power andleprerogative. The crosdressing in grunge
represats a more genderqual culture whermasculinadentities do not need to
compensate for the incorporation of aspects of feminine dress with sexism.

Grunge featured many expressions of an allegiance to the feminine beyond
clothing style. Kathleen Hanna walose friends with Nirvana frontman Kurt Cobain.
This friendship is demonstrative of the way in which women were able to participate with
amore equal footing. In an example of the feminism of the scene, Hanna remounts
incident in which shand Cobairdecidedo graffiti a place that was calling itself an
abortion clinic buwhichwouldin factcondemn females who went there for help by
telling them they would go to heHannawr ot e A FAKE ABORTI ON CLI NI C

E V E RY O NrEhe buildingwith Cobain addingi GOD | S GAYo0,2858ar m 2011
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This protest expressethrougha formof teenagestylerebellioncongruent withpunk
and rock musi@archetypesprovides a look into the pichoice, and thus arsexig,
ideology that was a part of grunge culture.

While in cock rock aggression is projected outwardly, for both male and female
performers of grunge aggression is often focused inwardly, becomingpsstiming.
This is linked to the selflestructiveiendencies of grunge musicians as expressed through
escapismn music, drugs, and alcohdihis is a renouncingy the grunge culture of the
macho characteristics of sovereignty and emotionalssiiiciencyassumed in the
substance usaithin glam metal | perceive the drug and alcohol use in glam metal
culture aso as sellestructive and escapist, however thestife of succesand
hedonismas celebrated in the music and personas of the aeists to downplay this
aspectThis is a contrast to the apathy andetephasis of excess and success of the

archetypagrunge culture adherent.

4.4  Mainstream Success

Having now begun to establish markers of grunge masculinity, | will remind the reader to

keep in mind my thesis regarding the interppaglam and grunge masculinities and how

their compatibiltesandmo mpat i bi I i ti es i nfluenced the #fAg
While | have focused largely on the differences of representations of gender within these

genres, | will examine their similarities and compatibilities as well. The following

sections will exenine the interrelated issues of authenticity, commerciality, and concept

of cool in relation to thenainstream succes$ grunge It is this commerciatompetition

that created a situation where the incompatibilities of glam and grunge masculinities lead
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to the popularization and perpetuation of th
Grungegrew in popularity in the lat#980s and achieved mainstream success in
aroundear |l 'y 1991 wi 10h n 8 o i n Neyanmnd his dvas flowed
by succes for Mudhoney andlice and Chains. This caused the genre to be hit with
accusation of fselling outo by fans and crit
Bolstered by the success of Nirvana, 'grunge’ underwent a rapid transformation
from the underground sound of the Pacific NorthwesghéoNext Big Thing,
supplanting met al as the popular rock mus
Within just a few years, hardly anyone was letting their flannel fly. Having been
hyped by the music industry machine and pigeonholed by the meadgegwas
over almat as soon as it began. (Sua2é11)
Producer Jack Endino, who is closely associated with the grunge movement and the Sub
Poplabeladds t hat foll owi ng t he aktyouhatkeftwas a | expl c
a handfulof commerciabusinessntities.Bands basically,who werenow partof the
majorlabelmachinecontinuingon with ther businesglansintothed 9d@(si Gr unge, 0
Metal Evolution2012. Mike Arm, of GreenRiver andMudhoney commentedhat,
Thefirst thing thathappenedvasthat Alice andChainsrecordwentgold [Manin
theBoxX. And thenNevermindcameout andthenthatwasquickly followed by
PearlJ a mil@rsYou know, oncethathappenedt wasobviousit wasmainstream
andthenit wentto this nextlevel thing wherepeoplefrom local bandsareon the
coverof Timemagazine( A Gr uMetpEEyofution2012
Theseguotesreflectthe complex negotiatiobetweercommercial succesmd ascribed
authenticity ingrunge culture, with successful artists constantly needingféndle
themselves againatcusations of selling authis is alseevident in an article ifime
magazineon Pear | Jamivhi Edhdise aVeddemMmDoes he refu:
trappings of a rock star, thus demonstrating that he's such a genuine adicésh'e

need stardom? Absolutely. Is he happy to be on the cover of Time? No way" (Humphrey

1995 194). This shows a perpetuation of grunge authenticity, as does the following quote
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on Nirvanawhich describes the band as,
[O]ften situated in terms thabfeground Cobain's resistance to
commercialization, thus ensuring a dialogue between mass distribution of a
cultural text, and the ability, through a discourse of permission centered primarily
around Cobain, to make that music personally significant dnjddive
performative. (Wisemaiirowse 200884)
Grungeds representation of authenticity
disenchanted h the greed and excess of théQ9, and specifically with the music
industry. This is why its audience lamentedincreasing mainstream popularity.
Grunge culture is most often considered to have come to a final end on April 5,
1994, with the shotgun suicide of Nirvana frontman Kurt Cobain, considered to be
perhaps the most important spokesperson of the gruogement. This event seemed to
epitomize the conflicted position of grunge values in the face of mainstream success.
From the time the band reached number one in the record charts until Cobain's suicide
two years later, he was,
[HJounded by the obsessiof laoth mainstream and alternative music journalists,
as well as fans, with the prospect of Nirvana being ruined by the embrace of a
corporate record label. The single unrelenting theme of coverage of Nirvana
concerned the supposedly tormenting dilemmaetaining one's integrity while

selling a large number of records. (Nehring 198))

This reflects the value of authenticity present in rock culture that is a focus of my

appe

di ssertation. Critics and fans ali ke attri bu

commercial success

[T]here was often the implication that Cobain's death was somehow symbolic. By
placing his suicide into the context of an insidiously corrupting 'mainstream’
Cobain became the personification of the struggle over incorporation,
appropridion and 'selling out' that were ideological mainstays of indie rock

culture in the 1980s and 1990s. Thus, while Cobain's mental health problems
were widely reported they were often posited as a 'rational’ response to his
particular material conditions. €onard 200,/70-1)
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However, the relationship of Cobain to Ni
than this initial account suggests wi t h Cobain stating Al don''t
seventeetyearold punkr ock ki d for calling Mabea sell out ¢

when they grow up a little bit, they'll realize there's more things to life than living out
your rock & roll identity so righteously" (Nehring 19994). Nirvanaoften purposely
added mainstream appeal to their music, and even at times, althouglonmeéldegree of
irony, openly embraced their fame and fortune (Beebe etal,200 . Whi | e Ni r van
debut albunBleach released by Sub Pop in 1988, was more punk sounding in its raw
and rough music, the bandods MNewrhmsdcfepwrecdht r el ea
a conscious effort on Co{esquenpomrivep,aelddict o cr eat
sound(Szatmary 201,0309).
Some scene members disdained their | oss o
mainstream successo much that they
[P]redicted(or even hoped) that the end of Nirvana would finally end the Seattle
rock media mania. [€é] The best Seattl e ba
pretentious or slaves to fashion. They speak directly to people in a way that no
groomedfor-stardom act can. Evehd biggest acts in the scene speak toward a
postHollywood era, when art and entertainment are wrested from centralized
corporations to become direct expressions of people's hearts. (Humphrey 1995
199)
This clearly demonstrates a desire to reclaim astaitcool Thisis integral to mymain
arguments it isthis constructed status of cool exclusivity in grunge ideology that
contributed to the genreds Howeeeotmpati bil ity w
exclusivity of cool became aaimstream commoditiyn a process that | will show below.

As | previously mentioned, this commodification meant that glam and grunge were

competiors withthe same marketplace t hus al |l owi ng for the fAgru
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narrative to emerge.

The manufacture of exclusiwnd diserning taste i®ne ofthe driving forcs of
capitalism, as iarguedoy Heath and PotteR(04). Heath and Potteteconstruct the
myth that legitimate, real, alternative, authentic cultures exist outside of the capitalist
system. hie authorgontend thathere is no such thing as sellingt, because the relative
positioningof subcultural versus mainstream ideology on which exclusive subcultures
depend is already, in the first instance, of inherent use in fostering capitalist
consumerism. As Frithputsiit] g] enres inatsahtyg ©O©f oexcbbsbwni
1996 88).Due to its connection with capitalism and commodification, major commercial
success for rock bands is usually met with criticisms of selling out, which implies
appealing to a moreocnmercial audience and thus impairing artistic integHiywever,
| will show that such accusationsamé s gui ded as even fauthentico
exist outside of the system of capitalism.

Catherine Strongtates that whajrunge had at stakeast hei r fisymbol i ¢
capital, o gained through the resi s#Bance to c
This led many successful grunge bands to negotiate their authenticity through the
negation of their success. Tdnmsgmboliacapitaleen i n
following the popularity oNevermindafter its release in 1991. Although, as | previously
discussedNeverminchad been a conscious attempt at a moreflaepured and mass
appealing sound, the allegations of selling out aftertheal®d s c ommer ci al succ:
made it extremely difficult for the band to maintain the status of authenticity within their
own genre. There were many r eploUtdrosthar ound t h

involve disputes with their record label over theséid direction of the album, which
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Nirvana reportedlyaimed to make less appealing to mass audiences (Strongd3)11
The band also hired Steve Albini, a hardcore punk rock producer, in an attempt to ensure
the music would ndbecommercially comprise@Nehring 19979 0 ) . Ni rvanaos
negotiation of authenticity made them at times justify their fame and other times actively
take steps to hinder it. Cobain states that being able to reach as many people as possible
may be more important and is "pretty much exguse for not feeling guilty about why
I'm on a major label, [rather than] denying everything commercial and sticking to my
own little world" (Nehring 199,/94). This is demonstrative of the difficulty that popular
grunge artists faced while attemptirmgdaim signifiers of masculinity. This negotiation
i's one that is a consequence of the progress
lived experience, to a mainstream culture in which aeprsting formula is adopted by
others. Thischangeingeor mance model is particularly i m
comparison to a genre like glam metal which always celebrated fame and exposure.
There is an important link between the commercially successful grunge
musi ciands negot idahe lLacanianeadncept afthbdfermnine ci t y an
masqueraddescribed earlier in this thesiBheway in which a grunge artist such as
Cobain constantly needed to position himself as a reluctant rock star and idol reflects this
feminine masquerade. He is openly periing a role of authenticity, rather than
assertinga claim to authenticity as is the case with cock rock. This performance is
integral to grunge masculinity.
While grunge could not maintain authenticity while gaining mass appeal, the
masculinityofgrmge cul ture remained generally consi

commercialization that created a situation where its representations of masculinities
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became incomatible with those of glam metal. Their competition as the dominant form

of rock as a commodityithin the consumer marketplaogade it so their nenompatible

representations of masculinity couwldme into direct conflictvithin the popular

imagination Had grunge remained a subculture it would not have denigrated glam metal

culture nor turned the musms into caricature&r unged6s comnome ci al i zat

important reasowhy it makes sense to compahe masculinities of both genres, for

their competition as the dominant form of popular rock music in the early/mid 1990s

represents a fight for authtyi The fact that gam metalbegan to lookidiculous and

inauthentiovhen glam and grunge began to compete directly in the same marketplace

one of the strongest factors underlyindh e fgr unge &narrativeed gl am met a
WhileHe at h a natgurent doesallusirate how both glam metal and grunge

culture construct their masculinities and authenticityg manner consistent with

capitalist agendagirunge nonetheless offered a new kind of masculinity that was less

restrictive, and also included neg@nder roles for femaleg/hat emerges through

grungeds commercialization is a paradigm shi

macho code for masculinity becorg hegemonically accepted and a celebration of

aspects of femininity.
Returning to thesimplified Lacanrinspired theoretical vocabulary discussed earlier,

we might say thatie masculinity performed in grunge allowed members of that culture

to access feminin@uissance through its acknowledgment that the paternal metaphor is a

fraud, thus sibverting the power of the Lawf-the-Father By transgressing the social

tendency of patriarchy, grunge masculinity provides new modes of masculine

performativity that do not require the subjugation of the feminine as was characteristic of
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glam metal. Thanti-female posturing of heavy metal stars relates less to misogyny than
to a rejection of the cultural values associated with femininity. Theodore Gracyk explains
how by thel960s, "as a form of sexual expression and sexual control, rock had become
synorymous with a makelefined sexuality that sees women in light of a demeaning
ideology of subordinate Other" (Gracyk 20Q%2).Sovereignty is closely related to the
macho rock star archetype, exemplifying the excess and hedonism that has historically
beena signifier of male privileggGr unge cul turebés disavowal
perpetuated by glam metal cock rock undermined the very Law whittiesitthe
performance model of B®s glam metal masculinitfhroughtheir performance models,
grunge culturexposed the mask of conventional masculinity that was worn by glam
metal culture.

Glam metal represents an enactment of phallic/masculine jouissance that appears

to be threatened by the feminine jouissance that grunge masculinity entails, thus the

of

incompatbility between the respectigee nr ed6s gender representatio

musi ciansod patriarchal access to jouissance,

fraud in the wake of the popularization of the masculinity performed in grunge culture.
Grungeculture allowed for a feminine jouissance within their performance of
masculinity, not transgressive to the Law but existing outside of it by challenging gender
hegemony.

However, grunge nonetheless represents a continuation, albeit a variation, of the
archetype of the longnstitutionalized rock rebel who has the desire and freedom to
express his or her discontentment. Critics of grunge have labelled this same performance

of masculinity as miserabl e, -thafhouessi ng,

ang



55

atitudedo (Morales 2007; Davidson 2010). Thi
is in part a result ahe historical masculinity that does not allow for the expression of

emotiors other than anger and aggression. This ratheidanensional gendeole aligns
masculinitywith selfsufficiency, virility, and excess, as demonstrated through the

concept of sovereignty.

In Western culture, as feminist scholars have noted, masculinity and femininity
are dichotomous and mutually opposed cultural foreswhich men and women are
generally expectetb fit. Men are supposed t@ powerful, tough, and strong, whereas
women are gpposed to be delicate and wea#einstein 199167). Grunge masculinity
allowed for a new masculine identity within rock musid thad room for an
unprecedented amount of sensitivégd introspection. This was a drastic change
especially from the sovereign rock god persona of glam metal, and allowed for the
grunge archetype of the selbubting, even weak, man who was driven memtorment.

The following quote on more current indie music is certainly applicable to issues of
gender in grunge:

American punk and hardcore music [é] atte

reconcile the longestablished codes of masculiditynusical representians of

aggression, pomp, stoicism, misogyny, and determin&tieith more

multifaceted human expressions of heartache, weakness, longing, and loss

(Jarmanlvens 2007146)

This negotiation of gender represents a slow shift in the restrictive role ofilmagc
that has conventionally been required for easy access to the social resources historically
reserved for the hegemonic masculine subject. The juxtaposition of vulnerabdity

insecurity withaggression that is represented in grunge music byrbalds and females

introduces adscinating new realm of acceptable gender identities.
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In the following chapter, | will go through a closer readnigpecificglam metal
and grungeextualsignifiers in the form of a critical analysis to further illustréte

aforementioned theoretical points.
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Chapter Five: Critical Reading

This chapter will elaborate on the themes discussed in previous chapters through a close
reading of individual texts. By critically analysing the distinctive fesgwof these texts, |
will iluminate the general trends and issues that have so far been the folusshadsis.
My close readin@ims toprovide further indepth examples of the interplay of genre and
gender within the layered meanings of the variediomas of the album cover, the live
performance, and the music video.

For my critical readings of glam metal and grunge, | will look at an album cover,
a live performance, and a music video from each genre. My glam metal examples are the
album artwork for Mtley Crie's 198T o0 Fast for LoveWarrant's 1991 live
performance of "Mr. Rainmaker" in Japan, and Guns N' Roses' 1992 music video for
"November Rain." My grunge examples #ne cover artoMu d hone yEPs 1988
Superfuzz Bigmu(Sub Pop Records), Nimaa 6 s 1992 performance of
Reading Festival, and Pearl Jam's 1992 music video for "Jeremy."

| will note that in many cases the glam metal and grunge texts share significant
similarities in terms of their constructions of masculinity and iro#reas, for example
the Christian symbolism present in both of my music video texts. A reason for the present
similarities is that both genres are commercial products that are produced for overlapping
audiences. Another important factor is that, whike glenres have differing
representations of gender, they are both articulating kinds of rock masculinity. In this
critical reading | am choosing to emphasize differences rather than similarities as it is
thesevery differences that will help me draw out tissues at hand. The sometimes

subtle contrasts are given great cultural weight in the particular type of insider/outsider
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discussiorthatis central to this thesis, as heavily invested cultural insiders oftenfalace

morefocus on these differences tham outsider would.

5.1  Critical Analysis of Glam Metal Examples
51la M°t | ey TGQoFgsHay lsove(1981)
This album coveprovides an example tiie interplay ofjlam metakignifiers in the
context of album artworksee Figure 8, below) | will discuss the presence of Satanic
signifiers and how the individualistic natucé the overall messagad the emphasis on
sexuality and pleasure coincide with glam metal values. | will also analyze the leather,
biker, rocker, and necowboy fashion styles altled to by the fashiochoicesand how
these subcultures have historically represented male sovereignty and power. Also under
discussiorwill be the leather culture/BDSM associations of the fashion, representing a
struggle against normalcy yet in contektloe cock rockism of the genre, also
represenbgmal e sexual privilege. I will also anal
name, and the DIY aspect of some of the imagery.
Photographed by Michael Pinter in 1981, t
is a parody of the Rolling Stones' 1971 alb8titky Fingergsee Figure 2, below).
While the first release ofoo Fast for LovéLeathlr Records 1981) featured black and
white imagery, all subsequent releases featured the band name and album titézlolou
bright red, making it even more similar$ticky FingersBy parodying an album by such
a famous and successful band as the Rolling Stones, Métley Crie are placed self

consciously within the lineage of rock stars.
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Figure51 M° t | e yoo€ad foeLowealbum cover (1981)

Figure 5-2 Ro I tickyS-tngersadbsind cover (1971)

7

The frontcoverisaclosep of singer Vince Neil 6s groi
The right hand is positioned s lwdavty i metra&lco
hand sign. However, Crieohtman Vince Neil claims that,

u

Everybody al ways asks me about t o]
[ I K i

he o6d
I's positioned. Some people say O0m ma
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of rock &énod IrodonotTheev etnr-citleddeviisigh at t he s
even means. Ronnie James Dio is the one
giving you the evil eye or something? Am | casting a spell or whatever? Other
people insist | 6m for mi ngorAnier ilcoavne Syiogun.
In Texas, the same sign stands for OHooO
signal employed by fans at UT, Austin.
interested to hear what you think about the songs. You can interpret the hand
signal howeveyou want. Maybe my finger was itching at that moment and |
went to scratch it on my belt, thus making it curl under in a weird way. Maybe
| had a bet going on the UT game that day? (A lot less likely back then,
though a good possibility today.) Andatlan say is this: Why d
anyone ever think to ask me about what my other hand is doing? (Neil &
Sager 2010187-8)

This quote illustrates how the intention of the artist can be completely irrelevant to the

audience interpretation. The point is thadcesses of signification ai@a great degree

subjective and can vary immensely. For an audience member, this can signify power

through a sign that denotes rebellion and Satanism. Of course, the appropriation of

Satanic imagery does not at all implyttkize band nor the general audience were

Satanistsmerely that the use of these symbols associates the band and its music with

rebellion as wel/l as "energy, power, and sexX

(Roleff 2002 6), values which are opty embraced and celebrated in glam metal culture.

Also, since Satanism is about sedbrship, the nature of the religion is extremely

individualistic and therefore one Satanist's beliefs may differ greatly from the next. The

religion often attracts teenagdabblers,” temporamractitionersvho are reacting in

rebellion against their family or greater society (Roleff 2@2). There can be an allure

in the deviance associated with Satanism, whose followers are often pejoratively labelled

asdangerous,isk, amoral, criminal, unhealthy, and disturbed (Lowney 19983-4).

Neil 6s right hand coul d athumbhitchesin-gansl@ak er enc e

of 70s soft rock which, like glam metal, was associated with the L.A. scene.
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Neil statesinhis ecent |l y publ i satweedd vaeu twoeh il o gersat pahoyl ,i
it 6 s mencdsedgunkla@orning the front cover of Too Fast for Love. | am wearing
the black lacaups that Leah/Lovey [an eirlfriend] had bought me a couple years
befor eo ( N201QI187xa Virte isSdregsed in forfitting, black leather lacep
pants, a black zipp shirt, and two belts: a black leather studded belt and buckle, and a
black leather handcuff belt. His right hand features a myriad of metal bracelets, one of
whichhas @AVI NCEO engraved on it, as well as a
silver ring on his ring finger. On his left hand is a black leather biking glove that says
ACRUEO and a black | eather spiked bracel et.
Neil 6s attire shbwsenbte direati scoyl gseni es
visual imagery. The black leather and metal style can be linked to leather, biker, rocker,
and neecowboy fashion styles. The appropriation of fashion from these cultures spans
several subgenres of rock, and carmryg varied meanings within each genre context.
Seventies shock rocker transvestite Alice Cooper, who was mentioned briefly in my
history of glam rock irChapter Threewas an important influence on the development of
glam metal fashion and theatricali§.i nce t hei r -mmetabband Motdnheadl 75, pun
hasalsoadopted elements of leather culture into their style, most notably the black
leather studded leather belts that would later become a fashion staple for various
subgenres of heavy metal. Throughthe 1980s, thrash bands adopted leather fashion,
and this would continue to influence subsequent subgenres of hard rock.
Queen frontman Freddy Mercury adadas Priest frontmaRob Halfordused a
sadomasochisroonnotated style such as "[b]lack leathekgts; heavy studded leather

belts; chains, thongs, and straps; heavy boots; and black leather jeans or chaps that
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exposed the flesh eroticized the body, drawing into the association both bikers and

sadomasochism" (Whiteley 20088).Rob Halford pioneekthegayleather culture

and the BDSM communitinspired fashionHowever, although some fans claim this

connection was obvious, to others it was not. Halford, did not publicly come out as a

homosexual until about twenty years after his initial musiclalijeso the general public

was not privy to the implications of his leather outfits at the time. Explains Whitely,
While the connotations may have been ignored by the straight audience, the fact

that Rob Halford did not come out as gay until the early 4 9@@s suggest that
he was fully aware of the homophobia associated with the metal scene and its

i mplications if he were to be formally 00
Halford can be interpreted as simply an ironic gestiwer exaggeration of mats
hypermasculinitg and Fs hi rt s wi th | ogos such as 01 "'v

Hal fordd can be taken as either an acknow
sadomasochism connotations or as a part of the underlying humor inherent in the
metal scene. (200@58-9)
This created the potential for an insider/outsider power relationship in which leather
culture/BDSM style of dress can function to create a situation where the cultural outsider
is unknowingly a part of some sort of perverse sexual act or fantasyrdHasf@an
exhibitionist chose to dress in leather bondage clothing in public, thus forcing those
around him intahis fantasy.
I n terms of the al bum -legstaeceié asepgiveatdur i ng,
resolute. This, along with the leather imaganyl its signification, comes across to me as
very sexually aggressive, representative of glam masculinity. In a study on subcultures,
Kathleen S. Lowney found sexual vocabulary could be used to "confound, embarrass, and
worry the | ar g &hesesualénnuandosyvihowever clearly #@rictioned as

asource of power over neme mb g1985@70). This illustrates how sexual

references, even alluded to through glam metal leather clothing, can be a source of power
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by functioning to make the outsidemncomfortable. To a predominantly unknowing,
heterosexual male audience, this imagery also functioned to signify the power,
sovereignty, and male privilege celebrated in metal culture. The biker, rocker, and neo
biker styles also implied in glam leatHfashion further emphasize the appropriation of
status through subcultural signifiers. Specifically, the biker connotation of the leather
deserves a mention, as it plays into the aforementioned sovereignty and male privilege.
While not all biker gangs araidtaws, the motorcycle subculture is popularly associated
with organized crime and the drug trade, and to its members represents freedom, gang
loyalty, and a rejection of mainstream culture. While nowadays it is more common in the
biker subculture for fentas and nofwhite members to be included, in the past the
exclusion of norwhites and the victimization of women wex@mmonplaceThese
ideological characteristics bear similarities to the glam metal culture, especially in terms

of male and female gendegles.

Vince Neil 6s |l eft hand is placed on the u
crotch. Mike Sager,eaut hor of Nei |l 6s autobiography, di
vi sual representations of Viemcasedroktkeonthe one of

cover of their inaugural album Too Fast for Love, his left thumb applying pressure to the
clearly visible outl i ne24)oliseethisassigndymgmate ( Nei |
sexual privilege and power.

Motley Crie has stated théet umlautsn the band name were suggested by
Vince Neil after a favorite drink of the band's, the German beer Léwenbrau (Ha@e 20
Explain Neil,

When we came up with the name, we didno
can remember it like it was yesteyd&Ve were drinking LOwenbrau, and
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when we decided to call ourselves Mdtley Crlie, we put some umlauts in there
because we thought it made us look European. We had no idea that it was a
pronunciation thing. When we finally went to Germany, the crowds were
chanting, "Mutley Cruh! Mutl ey Cruh!' We
they were doing that. (Spitznagel 2009)

Within the context of heavy metal and hard rock culture, umlauts have been used by

many notable bands such as Blue Oyster Cult, MotérheagnSujehe, Hisker D, and

Beowiilf. Decorative and gratuitous use of umlauts in hard rock and heavy metal is

parodied in the 1984 rock music mockumentHnis is Spatal Tap. In the case of Blue

Oyster Cult, band members Richard Meltzer and Sandy Pearlro@edédo rename their

band in 1971, with Meltzer statingnetalhad a Wagnerian aspect anyw#&gidley 2000

11).In 1975, Mot6rhead also adopted the umlaut in their band name, along with the often

associated blackletter font style. When asked about tteeutim the band's name,

frontman Lemmy Kilminster replied "I only put it in there to look medMdtorhead

Madmar® 2 0Quéehsryche band member Geoff Tate professes dadee

relationship with the umlauts that the band adopted along with their mah®81 . He

stated that "The umlaut over the 'y' has haunted us for years. We spent 11 years trying to

explain how to pronounce i{Gidley 2000 11). Métley Crue, also named in 1981,

positioned themselves within the lineage of metal umlauts.

Pop culturenriter and appropriately named Zoé Street Howe explains how the
very countries from which this Teutonic lettering style originated can find this strange,
guoting a writer on the TV Tropes website: ""Metal umlauts look very silly to Finnish
speakers becaesve know how to pronounce umlauted letters. I'd imagine the same is

true for speakers of German é Umlauts are se

vowel" (Howe 2@0). Not meant to alter the pronunciation of the band name, metal
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umlauts evoke the "dewslhorns” rock hand sign, mystery, the occult, and Gothic
imagery. Metal umlauts are commonly used in collaboration with dense blackletter style
script, and alseonnotestereotypes of power, strength, and bravery often accredited to
various peoples of arent Northern Europe such as the Goths and the Vikings (Howe
2010). Gratuitous use of umlauts also emphasizes a visual eltma¢cbnstitutes a
majorelement of heavy metal culture.

The inner sleeve of the album has the song lyrics printed on onasta,black
and white photo of the band posing among Satanic/occult imagery. The band is standing
below a large pentagrarme upsidedown placemendf whichdirectly denotes Satanism.
The inverted pentagram, also called an upsiolen five-pointed star,9 a symbol of
white magic (Roleff 2002). It is important to note that white magic is usually
understood as oppositional to Satantic black magic. The tendency for heavy metal to
feature signifiers from either practice could indicate the appropriatithesé symbols
without regard to their nuances and potential contradictions. Incorporated into a glam
metal context, they can signify power and agency to glam audiences without carrying
their original meaningThere are the elaborate candelabras, four skullsticks, and
smoke along the floor as well as coming out of something in Nikki Sixx's outstretched
hand. Neil is holding a sword to Mick Mars' willing neck. All four band members are
dressed in full glam, complete with tight leather clothing and telzasied

The back cover of the album also features a black and white photo with the text in
red(see Figure 8, below) This photo is a full length photo of the four Métley Crue
band members, all with higheeled boots, forditting attire, and teased haiThere is a

pair of sunglasses in the middle of the back cover, between the band members.
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Figure 53 M©° t | e Yoo Eastierdm/eback cover (1981)

Neil is wearing white knedigh boots, a mostly unzipped blaekHirt, a scarf around his
neck, nore arm bands around both uppems and bleach blonde hair. His expression
looks fairly stoic. Bassist and songwriter Sixx is wearing a black outfit with what looks
like a DIY duct tape addition around his leg and arm, and is holding two electric bass
guitars. His facial expression pouty and aggressive, evoking contrived glamour. Guitarist
Mars, wearing black leather pants and jacket, is posed as if he ig@bmash his
guitar. This can also be linked to the band's-seffscious association with roakd roll
lineage through their use of signifiers denoting rock legend, ritual, or myth. The guitar
itself has the distinctive angles and style characteristic of the heavy metal electric guitar.
Drummer Tommy Lee is wearing black and white pants, seveltal bad biker gloves.
His stance is assertive, with his arms crossed across his chest, and the way he is resting
mostly on one leg draws attention to his hips and his feminine pose.

This photo also reveals that the front photo is a elgsef Neil. Itis significant
that the front cover is symbolically not tied in particular to glam metal, as other subgenres

of rock such as hardcore metal and punk also share this leather style. The lack of visible
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glam signifiers is also unusual in tbentextof all of the other Moétley Crie imagery of
their Too Fast for Lovelays. This is significant because to many fans and journalists, this
album has come to symbolize the earlier,-lBm®imercial stage of the band's career. This
album is the only Crue album that istmelipsed by the debauchery, sgéfstructive
behaviour, excess, and decadence characteristic of the rest of their career. Originally self
produced on their own label which the band owned with their original manager Allan
Coffman, Leathlr Records, the afh was later reproduced and rereleased through
El ectra. Explains Vidtedodlerdot, kinAwt.iWhast waet b
guess wehoughtt hey 6d -seimpayer €oo Fast for Love as v
thought it was perfect. Everybody lovedThat shitty little studio had given it just the
right amount of reverb and rawnessl86.o0 make t
The album stands out as uniquely new and raw, in contrast to their later more mainstream
sounding releases. This purdck-like sound can be credited to the underground status of
the band at the time, and the lack of money the band members had while trying to make it
big on the Sunset Strip. Continues Neill,
The studio was a dump. Just a total dive, with all these tirmsoBunny to
think that later, with all the rising egos, politics, demands, and intervening
circumstances, it would take almost a year and hundreds of thousands of
dollars to make most of the rest of our albums. Life was simpler then, to be
sure. Therewer no r e al di stractions. No demons
a lot of studio time. We just got right down to the music and did it. We were
purer then, | suppose. Things were so much less complicated. We were
motivated only by the music. (Neil & Sager 20152)
This builds on the myth of stardom and the authentic nature of the underground and

alternative music scenes, fueling the allegations of the mutual exclusivity of creative

artistry and commercial success.
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5.1b Warrant's Live Performance of "Mr. Rainmaker" in Japan (1981)

This video recording of Warrantos perfor manc
at how elements that typify glam metal masculinity are given a more nuanced meaning

within the context of the live performance. | will examine theatricality of the
performance, i1its grandiose nature; the chore
positioning within rock star lineage. While this text reading is shirger the one

precedingijt will still provide insight into glam metal signérs as well as be a good

comparison to the later reading of a live grunge performance.

Thi s per f or man c @herry®ietdurwithrfellowhglam tnedahbdn s
Poison, which ended in January 1991. The costumes, posturing, lighting, and grandiose
style of the performance serve to enforce the audience/performer divide discussed at
length inChapterFour. This all contributes to the overall theatricality of the performance,
which is also demonstrated in the choreography. Before begitmsigg vocdist Jani
Lane flips his microphone in the air and tsiamound inwhat appears to be a
choreographed stage move. It is also worth noting that his microphone is wireless,
allowing him to move around the stage freely to add to the visual and physicahietédme
his performancésee Figure 8!, below)

The virtuosity that within glam metal signifies masculine authenticity is
emphasized in this performance. The song begins with a solo by guitarist Joey Allen,
with two more throughout the song as well as taoldial soloing near the very end.
Throughout the solos, Allen is often seen standing in once place and leaning backwards.
This posturing is often intentionally used along with cock rock virtuosity to connote

masculine virility and technical abilityrhis vrtuosity is also representative of the
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Figure 5-4Ja n i Lane performing iMr. Rai nmaker o in

excess, sonic as well as visual, that glam metal valued. The way the camera focuses in on
the performers at an upwards angle creates a visual effect thbgrare made to look
Al arger than | ife, 0 further emphasizing the
musicians. The camera angles could even be a way to give the viewer a sense of being in
the audience and literally, as well as figuratively, lookingaufhe members of Warrant.

The song ends with an incorporation of th
ASunshine of Your Love. o This could be inte
intentionally align themselves with the lineage of prestigious rock seamsywned for

their artistic creativity and authenticity.

51c Guns NOMuBevs eé®o0o f or ANovember Raino (1992)
ANovember Raino as a text provides a basis f
narratives interact with star persania provice multi-layered meanings. My analysis of

t he music vi deo0s,andihgreactiprrbyfdns and crifice v al ues
demonstrates the dichotomy of pop and rock music within the popular imagination. | will

examine how the video narrative and filmingeets serve to emphasize many
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components of cock rock ideology, such as the grandiose persona of performers. | will
also look at the Satanic/gothic imagery, the homosocial elements of the visual narrative,
and the appropriation of queer representation amdthese aspects reflect glam metal
masculinity within the context of the music vidd@de length and detail ahy reading is
motivatedby the sheepopularity of this videpand how it has beenidely perceived as
symbolic of both the band armd the gene.

L.A. hard rock/glam metal band Guns N' Roses released the video for "November
Rain" in 1992, from the 1991 albuse Your lllusion.IDirected by Andy Morahan, the
video is part of a video trilogy of power ballads dealing with themes of romance,
violence, and death. Although lionized in popular rock music history for their debut
albumAppetite for Destructiom 1987, Guns N' Roses did receive much criticism for
their appeal to popular taste later on in their career through increased production values
ard thereleaseof power ballads. The intention was that the videos would eventually be
played together as a 28inute minimovie. However, the amount of selbnsciousness
involved in the approach can ultimately contribute to inauthenticity, as in thefcase
Guns N' Roses, as the video trilogy was criticized by music critics and fans for being
excessive and seifdulgent. Accused of selling out, their choice to release three ballads
as connected, conceptual singles alasseen as selhdulgent and pretgious. The
tactic of concept albums and likewise, concept projects, may reflect a performer's desire
to align their music with high culture, intellectualism, and masculine authenticity.
However due to the negotiation of success and authentidiigh was extensively
covered in the previous chapter, the bandos

ultimately discredited their rock authenticitythe eyes of many critics and fans
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The video begins like a mimovie, and in the first scene Axl Rose's cléer is
seen putting out a cigarette while sitting in a darkened, gothic looking (semfigure
5-5, below) We see a bottle of alcohol and he takes an unmeasured handful of pills. This
is a convention of many 1980s rock music video narratives, shdengale lead
character as tormented and frustrated. This is linked to the romantic notion of the tortured
genius from whom creative and original art flows. We hear rain, further darkening the

mood. The song begins as the scene cuts to a concert setting.

Figure55 Openi ng

scene of ANovember Rai no

Depictions of live performances are also typical of rock music videos, demonstrating the
power and musical capability of the (male) perforriiése concert setting in particular is
quite formal, with a full orcestra accompanying the band. This is obviouslyanatctual

live concert, but one staged solely for the purpose of the music video. The idolatry of the
musician is supported by the power dynamics inherent to the concert setting, with the
audience facinge performer, who is literally elevated as if on a pedestal. Lighting
techniques, pyrotechnics, stage gestures, costumes, and sweeping camera motions all

contribute to the audience idolization of the performer and to emphasize the
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audience/performerdivedl. Thi s Aperformer as godo i s i nhe
previously discussed @hapterThree

To illustrate how thenature of gesture and setting in "November Renay be
taken as inauthentic and excesski@sterman explains that,

[tlhey are perdrming with a symphony, and Rose is at the piano doing his
best Elton John impersonation. This setting is supposed to make concrete the
Homeric nature of this endeavour, but it was a bad decision; critics who had
already begun criticizing GNR for being bated '80s dinosaur ripped this
video to shreds. There is one especially silly silhouette of Duff McKagan
holding his arms in the air in a Jesus Christ pose. 'November Rain' is probably
the most unpunk video ever made. (2(@H1-2)
By contrasting theideo withapunk ethos, Klostermaoringsup thepurportedack of
authenticity in the video by drawing attention to the excess, overindulgence, and the
bandds use o-positiombemseelves astepic raclegods.

There are two relationships to tead into in this video, firstly the romantic
relationship between Axl and his bride, and secondly the relationship between Axl and
Slash. The video narrative focuses on Axl Rose's flashback to his wedding. In the first
section of the song, there are seepnf a happy wedding reception featuring the bride's
iconic wedding dress. The second section of "November Rain" is contrasted by a change
in mood and key. As the song begins to modulate into a minor key, the mood darkens.
Rain begins to fall at the weddj reception, and a guest inexplicably dives into the
wedding cake. We are at the bride's funeral, the cause of her death left unexplained. Her
casket has half of her face hidden by a vertical mia@racticeusuallyemployed by
undertakerso give thelllusion of a full face in cases of head trauma. A tragic death is

implied hereandas in the video for "Don't Cry," the first and preceding video in the

trilogy, there is a portrayal of domestic violence betwiercharacters gixl Rose and
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Stephani€&Seymour. As is stated in text during the end of "November Rain," the video is
based on a short story by Del James titled "Without You," (later published in the 1995
bookThe Language of Feavith an intraluctionby Axl Rose), about a rock artist
mourningthe suicide of his girlfriend.
Axl Rose's statext would certainly frame these videos in such a astg allude

to a tragic, and possibly violent, death of Seymour's character. His widely publicized
aggression and violence towards the women in higdifgribute to the meaning of the
song and video narrative. The most interesting part of the narrative to me is that Axl's
reatlife girlfriend, model Stephanie Seymour, as the female lead for the trilogy. This
gave him a sort of legitimacy, blurring thadss betweethe persona and the real person.
Elaborates lan Christe,

Unlike the party rock of Poison, Guns N' Roses spat out scathing social

commentary from the perspective of Rose, a@leffessed narcissist and-top

notch rock star. As their relife drugs, sex, and violence made National

Inquirer headlines, the band wove its exploits into thersédfrential story

lines of a stream of MTV video§003 164)
This has to do with the band's staxkt, specifically AxlI Rose as he is the frontman for
the goup. This is clearly evident with the focus on AxlI's personal life by the band's
audience and critics. The music video narrat
subjugation of women, and also to the fAboyds
which is represented by the second relationship in the video narrative: that of Axl and
Slash.

There are three guitar solos in "November Rain."” The solos are constructed in the

video as epic moments, and while within the genre of heavy metal they sigastuline

power and virtuosity, the epic setting and gestures have been so conventionalized through
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commercialization that any authenticghaims made for them ardtimately undermined.

The first solo is led up to by Axl and Seymour being pronouncedamdnvife followed

by their first kissduring which Slash walked frothewedding parn at the front of the

church, down the aisle, theoutside. In botlof the first two guitar solos, Slash's electric

guitar is obviously not actually amplified. In tlisene, he is in a field, in front of an old

church(see Figure 81, below) His position and mood seem to signify torment, further

signified by the setting sun and nightfall of the second solo. The sweeping camera
movements and S| asddléd alprdeadeselatespace emphasizénhess mi

i sol ation. I f this is read in relation to AX
feeling the loss of his best friend to marriage. Rose has publicly labelled his relationship

with Slash to be marriagigke ("Interview Magazine Talks to Axl Ros&'992).

Figure 5-6 Slashini November Rai no

Something crucial worth noting intheintera | e el ement t hat the 0
Raind music video plays out is thetheway that
many cases of infamous male relationships between lead singers and lead guitarists in

rock bands. Examples include Mick Jagger and Keith Richards of the Rolling Stones,
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JimmyPage and Robert Plant of Led ZeppéeRaul McCartney and John Lennon of the
Beatles, and Steven Tyler and Joe Perry of Aerosmith. The mythical natbesef
relationships enforsghe male camaraderie of rock music and the legend and mystery
surrounding the creation of their music, as it fits into the notions of the romanitis gen
that have influenced rock ideology. This hosuxial aspect of the music video is
representative of the male privilege that had long been a part of rock music. Along with
theviolecet o Seymour 6s charact er sagsenfolcigthey i deo narr
boys club nature of cock rock. This is demonstrated also in the video by the fact that,
although there are female members visible in the orchestra, the only females onstage are
three provocativig dressed backup singers. This portrays the femalecransias in a
position of subjugation by the male musicians, who are starring and leading in the song.

This third and final guitar solo occurs during the contrasting minor key section at
the end of the song. It links the salgprogressive rock and masimé virtuosity in its
structure, with the multiple sections and the contrast of major and minor key, aldoch
functions to evoke sadness corresponding to
Seymour in the casket, Slash climbs into the grand glaatoAx! is playing(see Figure
55,below)S| ashdés demeanor and posturing is diffe
movements come across as commanding and as if he is a leader to the orchestra, who are
facing him and creating the musical build up to hims8lash even does a kind of back
and forth assertive dantike move as he and the orchestra are building up to the final
solo. Slash evokes a ritual leader both musically and emotionally, and the piano creates a
pedestal for him to be displayed on. Thare shots of Axl in a different scene,

presumably at the funeral, looking upwards despondently. This is cut to Slash up on the
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Figure 5-7 Slash and AxIRosei n fiNovember Raino

piano, creating thielea that Axl is looking to Slash for directonordormr t . Ax|1 6 s sou
of torment are heard over the solo, further demonstrating the interplay between the two
characters.
There are also several Satantic/gothic elements to this song, which incorporate my
earlier discussion of Métley Crie and Satanism. Exangpl of t hi s i n ANovemb
include the gothic roorm which AxI finds himselfduringthe first scene, the black mass
like way the women are dressed at the wedding, the gothic feel of the caskeasdene,
the ritualistic overtones of the orchestral camcThese ritualistic overtones also
influence the aforementioned reading of Slash as a ritual leader during the third guitar
solo. Thisadds to the aforementioned themoésnasculine leadership, control, and
power.
The music video also contains scenethefband and their girlfriends hanging out
at the Rainbow, a bar on Sunset Strip in Los Angeles where GNR and many other glam
bands got their start. This reference to the birthplace of glam metal associates the band
with credible roots and authentic lirgga However, as | stated earlier, thehenticity

claimsof the band were ultimately uadnined by the early B®s with the band's self
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indulgence, excess, and commercial sucdesdohn Pareleputs it
There's a fine line between rebelliousness aticisae d ul gence. [ €] Mr .
has started shows two hours late, ranted on stage about his perceived enemies,
inadvertently sparked a riot in St. Louis by cutting a show short, and
intimidated the Los Angeles Police Department out of giving his chauffeur a
traffic ticket by threatening to cancel a concEdr all their supposed
iconoclasm, Guns 'n' Roses have played along with MTV, lately with a live
performance and a contest giving away Mr. Rose's former apartment. And for
a band professing 'we built a woddt of anarchy,' it is virtually paranoid
about controlling its image. One reason Mr. Rose stopped the St. Louis
concert was that he spotted an unauthorized camera in the audience. And early
this year the band demanded that interviewers sign a contaagave them
copyright ownership and approval of whatever was published. (The contract
was withdrawn after embarrassing publicifi.91)
This type of behaviour signifies grandiosity and entitlement, and creates a drastic divide
between performer and dience. Rose, as frontman for the band, might be perceived as
believing that as a rock god he merits such behaviour. While this tyyghatiour was
glorifiedinthe 18 0s during gl am metal 6s heyday, after
alongside the rise @iternative and grunge music, this came across as ultimately an
inauthentic display of masculinity.
My final point regardinghis videohastodowittRos e 6s emul ati on of E
in the orchestral scene, especially through the use of a grand piamo, st yl e of Ros e
glasses, and the brightly coloured suit he is wearing. This is a very interesting
construction of masculinity and sexuality, with John being openly homosexual and often
a flamboyant dresser while Rose has publicly been perceived as linabopgn the 1988
song AOne i n a Mid INib6o rHRoskefsargdromapholeic lyaids suahm
as Al mmigrants and faggots make no sense to

t heyoll do as they please. bicke ngt ain seasme OnN

terms of gender roles, this creates a compl e
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gay singer such as Elton John, who represents a glam imageirmiaraously
homophobic and misogynistic artist, for Rose to draw upon perforenatid visual style
with strong roots with female and gay artists could be read as another example of male
appropriation and power. As | mentioneddhapterThree while glam rock has ties with
the queer community and with women, upon the appropriatitmeafvisual style by
glam metal such meaning was supersdgdetia c ho i deol ogy. Il therefor
of this imagery as one that undermines its associatitnfemale and gay musicians,
potentially making Roseo0seteogepualnglee i ati on a r e
entittement and freedom.

The close reading of glam metal texts reveals how various media add layers of
meaning taylam signifiers More importantly, detailed examples have been provided to
establisrhow masculinity is produced and reite@ within various contexts. This is

integral to comparing the masculinities of glam and grunge.

5.2  Critical Analysis of Grunge Examples

| will now provide a close reading of grunge texts, so as to demonstrate how grunge

masculinity was represented witha variety of contexts. Thgill help in achieving my

main goal of il lustrating the compatibilitie

with that of glam.

5.2a Mu d h o nSupedugz Bigmufi(1988)
Having analyzed a glam metal aloum cover froommthgenr e6s early days,

at one from gr un JleSuwerfaza BigmuEPdaegsed im1988 e | |
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Mudhoney, contains many significant grunge signifisee figure 8, below) These

include the lack of divide betwe@erformersand audience memtsss demonstrated
through the fashion, performance venue, and photography. | will focus on how various
elements give a nod to psychedelia and punk rock through a DIY aesthetic. This reading
will also delve into the androgynous elemengnfnge as represented on this album

cover, as well as the pwdthos of antcommercialism that was so influential to the

development of grunge masculinity.

Figure 5-8

Mu d h dSoperjufz 8igmuffalboum cover (1988)

The album cover is a photo takenfayned Seattle scene and Sub Pop

photographer Charles Peterson. The photo, taken at an early Mudhoney show, has

retroactively become iconic of the early Seattle music scene:
They say you shouldnét judge a book by it
vol umes, Charles Petersondés | egendary bl a
Mudhoneyds Mar k Ar m an dsorgctodisioe, thiifflgteren er i n n
guitars at jagged crogmirposes, greasy manes shaken at the camera lens,
perfectly suggesting the chaorock thrills contained within.(Chick 2009a)

The reviewegoeson to state that "[tjrue Mudhoney devotees, however, will also want to
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own this barebones vinyl reissue, if only for its eminently frawmeo r t hy sl eeveo ( Cl
2009a). | see thigsan example of the grunge ethos of the astmmercialism and
countercultural folromantic idealization of art vs. commerce.
Charles Peterson is famous for his work with Sub Pop and his iconic photography
of the Northwest grunge scene in the [EH880s and arly 1990s.He worked with bands
such as Mudhoney, Nirvana, Soundgarden, Pearl Jam, and Alice in Chains from their
earlier small club gigs to their larger arena performances. His trademark style features
black-andwhite film, often uncropped shots, withtfait, actioncapturing blurs, and his
work was featured on so many album and single covers that béc@meb P o p 0 s
aesthetic lookBeen & Letkemann 2011).
The influence and importaaof Mudhoney in the development of early grunge is
often overshadowedytthe media obsession and focus on Nirvana. Explains an online
reviewer of the album,
Nirvanamay have been the best known of the Seattle grunge bands to come
out of tMudhoney Owi bltt h ebandinspikdchaog ar age
were the ones that built the template into which others poured their music. The
model is found orsuperfuzz Bigmuff [Létfered in a cramped hippposter
style, the cover is i@ with a world of chaotic musical references: the
psychedelia of the 660s, the punk rock
the 680s. A classic cover surrounding ¢
Album CoversMud honey And o0 SGup)er muff Bigfuzz
This guote references several significant cultural signifiers on the album &®68s
psychedelial970s punk rock, anti980s early grunge. All three of are often
romanticized as nenommercial, authentic subcultures in music history. This could be a
conscioup |l acing of Mudhoney within the | ineage

Mu d h o rBeperingf BigfuzgSub Podl988 is named after tweffectpedals

designed for use with electric guitdihe first is a Univox Super Fuzz, a fuzz box known


http://www.last.fm/music/Nirvana
http://www.last.fm/music/Mudhoney
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for its octavedoublingtone.The other is the Big Muff, an Electtdarmonix fuzzbox
known for its low end frequency response. Both these distortion pedals are often used to
achieve the heavy grunge tone. Mudhoney is known for their characté8sfis
inspired grunge retro fuzz sadiachieved with the use of such effect pedals. The sleeve
of the album credits bandmembers Mark Arm as "vocals, Superfuzz" and Steve Turner as
"Bigmuff." As a BBC album reviewer wrote,
[T]itled in tribute to the oleskool FX pedals the two guitarists gleefully
abused to stir up their buzzing, serrated swarm of rid&gerfuzz Bigmuff
posited Mudhoney as misbegotten garemgek mavericks, with the muck of
the thriving American underground scuffing their Converse. While they
possessed a songwritingke Kk t hat betrayed their wors
Nuggets compilatioii opener Need boils with adolescent frustration Tike
Sonics only more psychotic, while slourning stalkeranthem If | Think
evokes a gothi€reedence Clearwater RevivaMu d honey 6s true gi ft
their feral, sardonic attack, and their unhinged love ofenoif é ] A f aul t | es
six-track blast of wild, overdriven noise now recognised as a crucial release in
the devel opment of Seattleds undergroun
Words that are also used to describeERé&sound include cacophonic, epic, throat
scourging gonzo approach, snarl, and crash (Chick 2009a). The band's fuzzy guitar
effects is due to more than only distortion pedals, as they also often also used single coill
pickups, producing a fuzzier, dirtier sound in comparison to humbucking pickups. This is
representative of grunge aesthetics.
The back cover, also in black and white, looks like it was tdkeimg a live
performancdgsee Figure B, below) In the photo there is a drum kit but drumramny
Peterds not visible, perhaps due to a cameractfte the general disjointed and confused
aesthetic style of the photo. Peters used a 3/4 size drum kit, which functions to represent a

rejection of the excess of the glam of the previous decade. Two presumably male heads

of hair, and two guitar headstoatan be seen. The first is a Fender Precision Bass that is


http://www.bbc.co.uk/music/artists/16346cf4-4d2b-40ec-8393-0fc7296d92fe
http://www.bbc.co.uk/music/artists/16346cf4-4d2b-40ec-8393-0fc7296d92fe
http://www.bbc.co.uk/music/artists/109958eb-a335-4c5e-907e-597ff4c6af46
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Figure 59 Mu d h cSoperfuzz 8igmuff back cover (1988)

held by oftcamera byassisMatt Lukin and the other is the guitar visibly held by Steve
Turner. Frontman Mark Arm is also in thefre.The title tracks are listed in a DIY
looking white font, which again can be linked to 1960s psychedelic poster art. This DIY
aspect fits in well with the punk influence of grunge culture.

As already notedhe Seattle scerfeada unique consistendy its look and
image,andthe front cover oBuperfuzz Bigmusghares a particular likeness with that of
Nirvana'sBleach released the following year in 1989. B&Rswere released by Sub
Pop and had the same local producer, Jack Endino. There &bstgle ofblack and
white photo and writing, the same psychedgigpired font on the back for the track
listing, the same general anonymity of band members in the photogaapltise same
focus on the physicality of the music performari@ethwere gotographed at a
relatively smallscale performance venue, and both emphaséslack of

performer/audiencdivide (basement or small club).
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5.2b Ni r v aLivaRerformance of "Breed" at the Reading Festival(1992)
As my example for a critical readimgf a | i ve grunge perfor mance,
performance of "Breed" at the Reading FestiimEnglandwill function as a case study
to demonstrate how grunge signifiers are conveyed in live performance. | will analyze
how grunge masculinity is pwayed in this video through the humour and parody of the
pre-song introductiory the band, the punk influence on the more stripped down style of
grunge, and the street clothing fashion of Nirvana.

Nirvana began their headlining slot with the song "Bfdeom the album
Nevermind The performance begins with Nirvana bassist Krist Novoselic at the
microphone while Cobain is wheeled onstage in a wheelchair, wearing a hospital gown
and long blonde wig. Novoselic declares "There's something | can't sgysittoo
painful. It's too painful. You're gonna make it man. With the support of his friends and
family, he's gonna make it." Cobain then weakly stands up at the microphone before
saying something indecipherable and then collapsieghen gets up a$ in perfect
health, dons a guitar, beings playing seemingly random feedbaeligure 80,
below) This progresses into the introduction of "Breed."

Cobain is wheeled onstage by journalist Everett True, who had been hired by Sub
Pop a few years eagli to popularize the Seattle scene in the popular nj€detmary
2010, 310)Cobain's costume and acting were a parody of the media's representation of
him as an incompetent heroin user. Specifically, there were rumors of the band not
performing that nighas scheduled due to Cobain's highly publicized health and heroin

issues (Ellis 2008, 230). Explains the BBC,

* Released officially aa CD/DVD in 2009 asive at Reading
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At the beginning of Nirvana's headlining slot, journalist Everett True wheeled
Kurt Cobain (wearing a blonde wig) in a wheelchair onto theesfalis

gesture was a quip at the journalists who had accused Kurt of being a useless
drug addict; the triumphant performance was Nirvana proving to the audience
and themselves that they were much more than the hype and media coverage
that surrounded therthe show was performed with an unflinching ferocity

and became one of their most memorable performances. Dave Grohl
remembers the 50,000 people in the audience chanting the lyrics to "Lithium"
- he admitted later that it was one of their biggest momgiNsvana

headline Reading Festival' 1992)

Much of the journalism and academic writing on Nirvaha/e at Readindabel the
performance as the most celebrated of the band's career (Chick 2009b; Ellis 2008, 230;

Hilburn 2009).

Figure 5-10 Kurt Cobainper f or mi ng fiBreedo in 1992

This makes Cobain'sostumehat much more effective as a snub against the media's
biased representation of him, as the media was implying that Cobain's lack of good health
due to drug use would prevent the band from perforimrige scheduled headlining slot
at the Reading festival (Chick 2009b). The media comments on Cobain and Love's heroin
use mostly focused on their (dis)abilities as parents:

In 1992, Courtney became pregnant and an artickamty Fairalleged that

she fad been using heroin early in her pregnancy. After Kurt and Courtney's

daughter, Frances Bean Cobain, was born, the Los Angeles County
Department of Children's Services took custody of the child. Subverting the
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media’s portrayal of him as a junkie andiufsther, Kurt rolled onto the stage

at the U.K.'s 1992 Reading Festival in a wheelchair, fell out of the chair, and

faked death before popping up and launching Wggermind "Breed." He

then ripped his way through twemrtiye songs with Novoselic an@rohl;

Nirvana ended the show by demolishing their instruments. As the band's road

manager, Alex MacLeod, explained, "They wanted to stand up, in front of all

these people who were saying, 'lt's over, he's atipcke's useless,' and say

to them, 'Fuckg u . l't'"s not ovy2B2). 6 (Friedlander
Novoselic is wearing a sleek black leather jacket, a white dress shirt, and jeans. The
leather is quite different in style from that of glam metal culture. Novoselic's jacket lacks
the hardedge, punk style of oth glam leather, and instead looks almost clean cut. Grohl
is wearing a-shirt over a longsleeved shirt and jeans. Although the camera does focus
on him significantly, his body movements and long hair make it hard to see his face
clearly, playing intohe anonymity implicit in the ethos of grunge. Known for his very
physical drumming, the camera angles at the 1992 Reading performance function to
emphasize his distinct style.

Cobain's guitar solo is very melodically minimalistic, predominantly featwaing
constant strumming of a single note per measure, with a few transition notes added. This
is in tune with the strippedown type of punknfluenced grunge popularized by SBbp
records.

The audience looks predominantly male, however the androgynoetehsstics
of grunge makes it difficult to distinguish the female demographic of the audience. This
signifies the musician as "one of the audience," rather than pertasged of glam
metal, as the constructed nglamour of grunge is integral to itddology.Another way

in which the performer/audience divide is minimized is the appearance of Antony

Hodgkinson, known by Nirvana fans as Dancing T(sge Figure 81, below) who
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danced with the band in an estimate of nine sAdvwes the majority of tts particular

song performance he can be seen dancing/flailing around ttee oéthe stage among

the Wwaemadiimhg baggy womenbdés clothes, Chuck Tay
convulsing, flapping and pogag to the soundl ( Al | €This d2ethpdh@sijzed the

focus on the bandmembers as well as celebrates-maoino masculinity through his

costume and makeup. He remains onstage for a
time Novoselic credithiim with writing the entirety oN i r v anose.dlss

demonstrates the ligiitearted humour often found in grunge culture and the subversion

of the auteurism valued by rockist culture.

Figure 5-11 Dancing Tony at Reading Festival in 1992

5.2c Pearl Jam'sMusicVideo for "Jeremy" (1992)
For my citical reading of a grunge music video, | have chosen Pearl Jam'snl.@ge@
video for "Jeremy,f r om t he gr o Uemdhis cldse reablingawnill Bnalyze

how the visual narrative interplays with that of the audio to signify emotional depth,

® According toHodgkinsorhimself (Allen 2010).
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socialconsciousness, and a punpired DIY element. | will also show how the music
video to AJeremyo is a great example of the
masculinity that grunge music made acceptable within the popular music sphere.

The video itroduction features the typewritéke font reading "an affluent
suburb," then "3:30 in the afternoon” on what looks like crumpled paper with constant
flashes of newspaper headlines. Many are unreadable, but some notable ones are "4 Teen
Agers Shot," andGirl in Torture in Indiana.” The typewritdike font reads "64 degree
and cloudy" and later "the White House declined comment.” This has already established
the setting as the United States, with references to the U.S. state of Indiana, the White
House,and the use of Fahrenheit. During the song intro we hear abrasive sounds such as
television static, alarm bells, news reporting, and U.S. president George H. W. Bush.
Thus far there is a contrived unpolished element to the music video, to give it-a punk
ethosinspired feel of grunge authenticity. This also comes through in the DIY style of
collage, pasting and cuttirigee Figure 82, below) Although the video has high
production values, which would work against a DIY aesthetid,thet r oducti onds r e
white, and black collage of newspaper articles,wtrk tosignify a punk DIY aesthetic,
associating the images with a romanticized, countercultural punk cdlheee is an
emphasis on political images, words, and issues, framing the band as socstlgusn

The song and video for "Jeremy" provide an example of a band singing about the
exact issues that have been presented by cultural analysts and some generation Xers
themselves as problems of their generation: debt, divorce, broken homes, parental
neglect, and general dysfunction (Ellis 2008, 221; Nehring 1997P83jl Jam frontman

Eddy Vedder,
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[G]rew up believing that his biological father was his uncle, wrote about similar
feelings of parental neglect in 'Jeremy.’ 'l think the seventiesighties were a

really weird time for parenting, especially in the middle class,' reasoned Vedder.
'Was that the 'My Generation' or something? Parents were looking for their things,
which meant a lot of kids got left behind.' (Szatmary 2010, 311)

The waysn which the music video adds layers of meaning to the song lyrics include the

camera angles circling around Jeremy and Vedder near the end of the video, which imply

that they are the same person or at least Vedder relates deeply to the boy. This signifies

introspection and vulnerability, and a grunge masculinity that was discussed in Chapter

Four.

Figure512DI1 Y aest hetic
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Jeremy runs past a picture of a business suit, placed as if on an adult male, except there is

no person there. We then seeseaHigsred3a womenaos
below) This signifies parental alienation and@ional neglectWe then see the boy

crouched down in a fetal, defensive position
attacking mouth. It looks like he is symbolically about to be consumed. The second time

this lyrics is sung, Jeremy is in front of mawguinlike models of his parents. They are

lifeless, while he tries in vain to get their attention. We can see scenes of Jeremy in his

classroom with his peers. All his classmates are frozen in place, pointing, taunting, and

laughing at him, while he is ireal time and looks mentally tormented.

Figure 5-131 mager i

n AJer emyo

The narrative is interwoven with shots of singer Eddie Vedder. He is the only band
member shown in the video. His facial expressions and bodlyrgesonnote personal
anguishand nasculine vulnerabilitysee Figure 84, below) It is significant that the

video does not show the entire band in a live performance, as had been typical of rock
music video in the previous decade to signify authenticity through the emotional
subjectivityof the singer.

Virtuosity is important to mention, for it brings up both similarities and
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differences between glam metal and grunge. Glam metal features electric guitar

virtuosity, such as Slashdés three solos in 0

comparison.

Figure514Eddi e Vedder in AJeremyo

The vocal virtuosity often present in grunge
could be interpreted as similar to that of the guitar in glam metal. However, within the
context of grunge | see it to mlikely signify sincerity, vulnerability, and emotional

directness rather than the masculine technical skill and virility signified by glam metal

virtuosity.
The second verse begins with the lyrics 0
Seemedaharmles | i ttl e f uck, but we unl eashed a | i

the video imagery and the tragic event which inspired the song, this signifies the

psychological breakdown of the bullied protagonist, Jeremy. We can see scenes of

Jeremy in his classoon with his peersWhile his taunting peers are frozen, Jeremy

shows his anguishinreime.The wor ds f@Anumb, coandi s§twuchked, Dp
emphasis the mental anguish that Jeremy is subject to. A shirtless Jeremy, hands raised in

a Christlike pose, in front of a huge wall of fire, conmesthe desire for salvation. We
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then see Jeremy in front of the fire, wrapped in an Americar(SgFigure 85,

below)

Figure 5-15 Jeremy dons theAmerican flag

The camera circles around Jeremy, who @&rrunclean, unfinished room with his
drawing taped to the walls. The circling camera and flashing white light effect draws the
viewer into his subjectivity. The camera technique is used similarly with Vedder, creating
the implication that Vedder share® thubjective pain of the child, perhaps empathizing
from his own childhood experiences.
We see the phrase Aunclean spirit entered
sadness and pain escalates to aggression and anger. The climax of this scene is when he
agan raises his hands in the Chrlite salvation pose, and then begins violently bashing
pieces of wood against a tree trunk. Jeremy enters the classroom of his peers. His lack of
shirt signifies naturalness in comparison to the suppressive, homogeninbglism of
the school uniforms worn by his classmates. Looking eerily calm, Jeremy stands at the
front of the room with a gun. We do not see the violence first hand, but we see the second
hand effects on his classmates, who are again frozen in placedffanyt he chi | dr ené

hands are halfaised, in attempts to shield eyes from the explicit nature of the violence.
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There is blood splattered all over their white school uniforimissand their horrified,

faces (see Figure 15, below)

Figure 516 J e r e mysénmtesc |
. * L

What strikes me the most about this video is the way the narrative focuses on
someone outside the band. The song is turned into a social message to fans to be mindful
and aware of the effects of neglect and bullying, and to persevere ic¢hef fa
negativity. In a radio interview, Vedder explained that,
Some kid did this. | didn't make that up and that's a fact. It came from a small
paragraph in a paper which means you kill yourself and you make a big old sacrifice
and try to get your reveng@&hat all you're gonna end up with is a paragraph in a
newspaper. Sixtyhree degrees and cloudy in a suburban neighborhood. That's the
beginning of the video and that's the same
nothing changes. The world goas and you're gone. The best revenge is to live on
and prove yourself. Be strongbianthose people. And then you can come back.
That's kinda what | did. Now all those people who were my enemies want to be my
friends. They don't understand why, uh, | toespond to then{Downs1993)
Il n contrast to Guns NO6 Rosesd6 ANovember Rain
Rose and SI ash, Pearl Jamdés AJeremyo is base
with the lyrics and video being a-emactment ofvhat might have happened. This adds

meaning to AJeremyo of outward focus and a s

been a part of early grunge through its influerfoem alternative and punk rock music.



93

5.3  Critical Reading Conclusion
The close readgs of various textpresentedn this chapteprovide a useful way to gain
insight into the interactions of specific mediums with individual signifiers. The
masculinities represented in both glam metal and grunge texts exemplify acceptable
masculine perswsin their respective genre®@ne detail of my selection of texts is
important to note in particulatheselectecalboumandEPc over s ar e fr om
earlier dayswhile themusic videos represent a much more commercialized version of
the genresevident in part through thelfigh production values. The albueo Fast for
LoveandBleachboth have visual and musical elemethigtcan signify the more
subcultural version of the genrgsior to their mainstream success. While the visual
elements hee been analyzed earlier in this chapter, | would like the reader to consider
that both recordirgiare of much lower production values than the follow up albums from
Motley Crue and Nirvana. This of course is because of the lack of money available for
thebands earlier on in their careers. Regardless, thdiloature of their debut albums
signifies an antcommercial credibility as,

Not simply a case of technology but of techniqudj ltas been used further to

describe those musical performances maliyedmateurish playing (often on

minimal instrumentation), ofkey singing, and a certain casualness in delivery.

This dual aspect of amateurism (in terms of performance) and primitivism or

minimalism (in terms of equipment and recording processes) ipiatithe tone

for what constitutes ki, leading discussion in the music press to something of a

binary between art and commerce: to what extent hadken a question of

either aesthetics of economics, a matter of choice or necessity (Beebe @2al. 20

2334)
Crue singer Vince Neil sings off key in muchTado Fast for Loveand the entire album

has a much lower quality production than every Crie album to foBachfeatures a

distinct punkinfluenced amateur/minimalistic sound, casual vocaveel, and a general

each
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lo-fi audio quality in comparison to their follow up albiNevermind These lefi

signifiers represent a sonically oppositional strategy towards capital, aestheticism, and
technology that lend credibility to the recordinghis is anmportant similarity between
the masculinities of glam and grunge.

This critical reading provides a look into the masculinities of glam metal and
grunge that have been previously discussed at length throughout this thesis. Both genres
had their own degreed$ commercial potential in their own times, and shared a certain
commercial viability due to some similaritibetween themThese include both genres
being representations of masculinity, which has historically always been the focus of the
popular rock phere. However, while glam metal was a form of cock rock, grunge
allowed for an incorporation of conventionally feminine qualities into its masculinity.

The incompatible nature of these masculinities only became an issue when grunge gained

mainstream popality and displaced glam metal as the most popular form of rock music.
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Chapter Six: Afterword

What emerges throughout this dissertation is a look at the power structures that provide
various meanings to signifieas masculinity and authentigitvithin different contexts. It
is clear that subcultures appropriated invensignifiers with varying resultand
intentions to subvert a more mainstream culture, to remove the subversive nature of a
signifier, or to adopt the signifier along with @gisting connotations. This brings me to
an issue that merits further research: a look at the current state of both genres. The focus
of my dissertation was, from my position as a graduate music student in 2014, to analyze
glam metal and grunge as of theay 1995. Howevesince that time thereasbeen a
continued trendowardshybridity in emerging genre®ften making it a difficult feat to
easily categorize certain types of music. This has also created a culture in which there
continue to be many pogaul genres of music at once, even within a single audience
demographicMany of these hybrid genres are based in part on grunge, glam, or a
combination of the two, and the subsequent history of their masculinities in these new
contexts deserves attention.

| have discussed the concept of the loss of exclusivityaaadbedauthenticity
that occurs with the commercialization of music. With the democratization of technology
in the Western world, there continue to be huge changes in the infrastructure of the
popular music industry. There has been a shift away from the physical aloum and a move
towards the singkbased MP3 format, and even further towards a culture of music
streaming. No longer is the popularity of artists based almost entirely on the resdurces o
major labels, as people of varying ages can access music from all over the world through

the internet. There is an unprecedented amount of music being produced and shared
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globally, and the record labels no longer have the same monopoly on what isyheard b
consumers. | believe it would be a worthwhile contribution for future research to examine
whether new possibilities exist for subcultures to be appropigtéice mainstream
while at the same timmaintaining their subversive power. As | have discugsdis
dissertation, popular genres of rock music tend to revert to cock roc¢k taditional
masculingorms of pleasure and privilegehile subcultures areftenmore transgressive
in terms of access to feminiaéernativesAn issue that deservégther research is that
of the devel opment of an fAauthentico subcul't
a preexisting formula adopted by others. The analysis and comparison of the
performance models of subcultusasdtheir mainstream represetitas would provide
insight into the process of signification and the power relations involved.

The figrunge kill ed oOod@d@impomargermdredd narrati ve
construction of authenticity in rock music culture, revealing a domnoan&ntic
courtercultural ideology that devalues popular mysiost particularly in its
manifestation as "pop.") havearguedthat the popularization and the perpetuation of the
Agrunge kil l ed 068 Gte geralera podver reations attworkiether e f | e c t
process of signification within the popular music sphere. The most significant theme to
be taken away from this dissertation is plessibility ofless patriarchally defined popular
representations of gend&ultural discourse both structures and repredusocial
relations, allowing for certain representations of gender to be widely acceptable while
encouraging others to remain in the background to be ignored (or feminized if they
threaten the status quo). The trend towards moie dender rolesvhich has from time

to time emerged, as in the example of grunge masculgiggificantly alleviates the
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amount of pressure on both men and women to perform a prescribed role. The access of
mento the feminine masquerade and that of women to the mask of nmitscislia
possibilitythat allowed the individudhr more flexibility in their identity andwhich

could potentiallydecrease gender anxie8uch a situation also leaveshedter able to
conceptualize gendemovingaway from patriarchal and conventibmations of the
femaleasbeingat besta signifier for the phallysandof malesas hopelessly driven by a
needto possess the phallus. Gender is social construction that depends on cultural
signifiersbeingreproduced and reiterated. The aforementidrestti towards less

restrictive gender roles allows for more people to be comfortable with their own identity,
rather than struggling with a masquerade or mask that was predetermined for them at

birth.



Bibliography

Abbey, Eric James. 200Garage Rock and Its Roots: Musical Rebels and the Drive for

Individuality. North Carolina: McFarland & Company, Inc.

Allen, Jamie. Feb. 23, 2010. " Catldaveatng

ReadingDVD." Paste MagazineAccessed Online March 17022.
http://lwww.pastemagazine.com/articles/2010/02/catchimvith-dancing
-tony-from-nirvanaslive-a.html.

Armnold, Gina.May1& 2, 1996. Al s Gr Meatrg AcceSsedAeril 29,0 r

2011. http://www.metroactive.com/papers/metro/05.16.96/g@6g0.html.

Ahlkvist, Jarl A. April 1999. "Music and Cultural Analysis in the Classroom: Introducing

Sociology Through Heavy MetalT'eaching Sociology27(2):12644.

Associ ateAdvocator79 (creat oYoutubheSept .
Accessed Augst 21, 2012. http://www.youtube.com/watch?v=1AEPhhp2mNg.

Up Wi

Good "

17 201

Ausl ander , Philip. 2009. AMusical Persona: T

mu s i cThedAshigaie Research Companion to Popular Musicpktjted by

Derek Scott, 30316. UK: Ashgate.

---. 2006.Performing Glam: Gender and Theatricality in Popular Music
Michigan: The University of Michigan Press.

Austin, Russ. March 13, 2009. "Defending heavy metal music: it's not just screaming."

Helium Accessed June 6, 201 2hditp://www.helium.conitems/1372359
defendingheavymetal

Bangs, Lester. 2003. "Bring Your Mother to the Gas ChambeNaimlines, Blood
Feasts, and Bad Taste: A Lester Bangs Readiewn York: Anchor Books. p.
222-242.

Banks, Jack. 199@4onopoly Television: MTV's Quest Control the MusicWestview

Press.

Bannister, Matthew. 2006. nPower |l ess
in Matthew BannisteMVhite Boys, White Noise: Masculinities and 1980s Indie

Guitar Rock(pp. 2556). Burlington: Ashgate Pukhing Company.

Power :

2006. AReviewing Theories and Representat

Matthew BannisteiWhite Boys, White Noise: Masculinities and 1980s Indie

Guitar Rock(pp. 1:24). Burlington: Ashgate Publishing Company.



99

Barker, Hugh & Taylor, Yual. 2007 .Faking it: The Quest for Authenticity in Popular
Music.New York: W.W. Norton.

Batchelor, Bob. September 27, 2011. "Smells Like MTV: Music Video and the Rise of
Grunge."PopMatters.comAccessed Jan. 18, 2012. http://www.popmatters.com/
pm/feature/148553mellslike-mtv-musicvideo-andtherise-of-grunge/

Bayer, Gord. 2009. "Introduction: Doing Cultural Studies with Earplugdieavy Metal
Music in Britain(ed. Gerd Bayer). Burlington, Vermont: Ashgatel@l

Beebe, Roger, Denise Fullmig and Ben Saunders (eds.). 2002. "IntroductiorRack
Over the Edge: Transformations in Popular Music Cultlwendon: Duke
University Press.-P4.

Been, Rachel and Jessica Letkemann. Sept. 16
0Grunge6 ®ihaoe¢ o Billbwmahd.caddAccessed Feb. 26, 2012.
http://www.billboard.com/features/charipstersors-iconic-grungephotos
1005354872 story#/features/charfetersors-iconic-grungephotos
1005354872.story

Bennett, Andy. 200(Ropular Music and YottCulture: Music, Identity and Placélew
York: St. Martinbds Press.

Berger, Harris M. 1999etal, Rock, and Jazz: Perception and the Phenomenology of
Musical ExperienceHanover: University Press of New England.

"Between the Grooves of Nirvana's 'Nawend'." September 26, 201RopMatters.com
Accessed Jan. 18, 2012. http://www.popmatters.com/pm/feature/1-H8#E8en
the-groovesof-nirvanasnevermind/.

Bleach 1989. Nirvana. Sub Pop Records. CD.

Blush, Stephen. 2008merican Hair Metal Los Angeés: Feral House.

Borthwick, Stuart and Ron Moy. 2004. "Heavy metal: noise for the boy$®pnlar
Music Genres: An IntroductiomNew York: Routledge. 13855.

"Breed." FromNirvana Live at Readingl992 (Released officially in 2009 on
CD/DVD). Nirvama. Youtube Accessed February 20, 2012. http://www.youtube.
com/watch?v=h2JgqF384cU. Live performance.

Bryson, Bethany. October 1996. "Anything But Heavy Metal": Symbolic Exclusion and
Musical Dislike."American Sociological Review1(5): 884899.

Cain Terrance. June 30, 2011. "Grunge Killed The Metal Godk"Music Fan's
Corner. Accessed June 22, 2012. http://themusicfanscorner.blogspot.ca/



10C

2011/06/grung«illed-metatgodsby-terrence.html.

Campbell, Kristen. 2004acques Lacan and Feministig@mology London:
Routeledge.

Chick, Stevie. September 13, 20B8C AMudhoney

Online Accessed March 2, 2012. http://www.bbc.co.uk/music/reviews/62q94.

Chick, Stevie. November 11, 2BBCODnlineil Ni
Accessed March 3, 2012. http://www.bbc.co.uk/music/reviews/g4rj.

Christe, lan. 2003The Complete Headbanging History of Heavy Meti&w York:
HarperCollins Publishers.

Christenson, Peter G. and Donald F. Roberts. 1898lot Only Rock &Roll: Popular
Music in the Lives of Adolescen@resskill, New Jersey: Hampton Press, Inc.

Coates, Norma. 2007. "Elvis from the Waist Up and Other Myths: 1950s Music

Television and the Gendering of Rock Discourse" in Roger Beebe and Jason

Middleton (&l.) Medium Cool: Music Videos from Soundies to Cellphones
Durham and London: Duke University Press.-224.

Cohen, Sara. 2001. nPop THeaCamnbridge Compadianr
to Pop and RockCambridge: Cambridge University Press. -22@.

Connell, John and Chris Gibson. 20@8undtracks: Popular Music, Identity and
Place.New York: Routledge.

Cooper, Lana. September 29, 2011. "1 d
Alternative Rocker, Too.PopMatters.comAccessed December 12011.
http://lwww.popmatters.com/pm/feature/1464@ds-egokilled-the-pop-metat
starandthe-alternativerockertoo.

"Dave Grohl biography.2009.AMG. Drummerworld Accessed March 4, 2012.
http://www.drummerworld.com/drummers/Dave_Grohl.html

Davy, Kate. 1994. "Fe/male Impersonation.” in Meyer, Moe (ed.). The Politics and
Poetics of Camp. London: Routledge. (113€B).

The Decline of the Western Civilization Il: The Metal Yeh888. Dir. Penelope
Spheeris. Perf. Gene Simons, Steven Tyler, Jog.H2YD.

rvan

and

N 1

Denisoff, Serge R. 198®&side MTV New Brunswick, New Jersey: Transaction Books.

Dettmar, Kevin J.H. 2006s Rock DeadMNew York: Routledge.

a L

Ego



101

Dettmar, Kevin J.H. and William Richey. 19%eading Rock and Roll: Authenticity,
Appropriation, AstheticsNew York: Columbia University Press.

iDonét Cry. o0 1993. Di r. AnYboytub&drecaessdda n .
January 4, 201ttp://www.youtube.com/watch?v=zRIbf6JgkNc
Music video.

Downs, St eves . ROdklineliiesview @ /81 8 KINBFERIO Seditle,
Washington. Accessed September 2, 201tp://www.fivehorizons.com/
archive/articles/rockline.shtml.

Dt oDaZProductions (poster). Mar ch 4,
met al & C¥outsbe AdssegAgust 21, 2012.
http://www.youtube.com/watch?v=9U4DRZNgJhl&feature=related.

Earl, Benjamin. 2009. "Metal Goes 'Pop". The Explosion of Heavy Metal into the
Mainstream" irHeavy Metal Music in Britaifed. Gerd Bayer). Burlington,
Vermont: Ashgate. 332.

Eddy, Chuck. November 10, 2009. "MYTH No. 2: Grunge Killed Hair Methih
Accessed June 27, 2012. http://www.spin.com/articlesimgi®-nirvanakilled-
hair-metal/.

Ellis, lain. 2008 Rebels Wit Attitude: Subversive Rock Hum®&arkeley: Soft Skl
Press.

fEstranged. 0 1993. Dir. AnYyubdhocessdda n .
December 27, 2012. http://www.youtube.com/watch?v= dpmAY059TTY
&ob=av3e. Music video.

Fein, Art. 1998The L.A. Musical History Tour: A Guide to the Rock and Roll
Landmarks of Los Angelelsos Angeles, California: 2.13.61 Publications.

Fiander, Matthew. September 30, 2011. "Nirvana: Nevermind (Deluxe Editiop."

Per f .

2010.

Per f .

Matters.Accessed Jan 18, 2012. http://www.popmatters.com/pm/review/149144

nirvananeverminddeluxeedition/.

Fisher, Joseph. October 13, 2011. "Something in the Way': 'Loveless' and the Un
Invention of Cock Rock.Pop Matters Accessed Jan. 18, 2012.
http://www.popmatters.com/pm/feature/14678nethingin-the-way-loveless
andthe-un-invention-of-cockrock/.

Friedlander, Paul. 199Qock & Roll: A Social HistoryBoulder, CO: Westview Press.

Frith, Simon. 1996Performing Rites: On the Value of Popular Musiambridge:
Harvard University Press.

N



10z

---.1981.Sound Effects: Youth, Leisure, and fPolitics of Rock 'n' RolINew York:
Pantheon Books.

Frith, Simon, Will Straw and John Street. 200he Cambridge Companion to Pop and
Rock Cambridge: Cambridge University Press.

Frith, Simon, Andrew Goodwin and Lawrence Grossberg (eds). 8288d and Vision:
The Music Video Readdrondon: Routledge.

Gaines, Donna. June 2, 1994. "Suicidal Tendencies: Did Kurt Not Die For You."
Rolling Stone60-1.

Gidl ey, Lisa. 2000. nAHell Hol es: Spunal Tapé
u ml a@MJ..Accessed August 20, 2013. http://www.spiraling.com/words/
umlaut.html.

A Gl am Me t Metal EvoluRofl ir2Sam Dunn & Scot McFadyen. Perf. Sam
Dunn, Michael Anthony, Vince Neil, Scot lan, Slash. Banger Films, Inc. DVD.

Gloag, Kenneth"grunge." In The Oxford Companion to Musiedited byAlison Latham
Oxford Music OnlineAccessed April 20, 201 bttp://www.oxfordmusiconline.
com.proxy.library.carleton.ca/subscriber/article/opr/t13@4e.

Goehr, Lydi a et alGroveiMsit Onlime©xfogpdiWsicdflinemu si ¢ . 0
Accessed December 25, 201 bttp://www.oxfordmusiconline.com.proxy.
library.carleton.ca/subscriber/article/grove/music/52965pg4>.

Godwin, Andrew. 1992Dancing in the Distraction Factory: Music Television and
PopularCulture Minneapolis: University of Minnesota Press.

Gracyk, Theodore. 2000 Wanna Be Me: Rock Musicians and the Politics of Identity.
Philadelphia: Temple University Press.

Griswold, Jamie. March 28, 2 ®@onbdevleid Grunge Lov
International Accessed April 20, 2011. http://mynorthwest.com/?nid=646&sid
=345960.

=1}
«Q
—

r r | Oxfiord Ri€tidndries Accessed January 2, 2014. http://www.oxford
dictionaries.com/definition/english/grrrl.

=
®
=

u n g e Maial E¥dutioh Dir. SamDunn & Scot McFadyen. Perf. Sam Dunn,
Melissa Auf der Maur, Buzz Osborne, Dave Crover, Mark Arm, Kim Thayil.
Banger Films, Inc. DVD.

G N6 R 19&8%. Guns NO Roses. Gef f en. CD.



10¢

Hanna, Kat hl een. September 13, 2005. dAKathl e
Genders Wrote A Song AboNME.coBidccessedn and Rap
April 1, 2014. http://www.nme.com/blogs/nAdogs/kathleerhannawhy-im-
glad-defaultgendersyrote-a-songaboutsexismandrapeculture

Harris, Keith Kahn. 2007Extreme Metal: Mus and Culture on EdgeNew York:
Berg.

Heath, Joseph, and Andrew Potter. 200# Rebel Sell: Why the Culture Can't Be
JammedToronto: Harper Perennial.

Hebdige, Dick. 1979%Subculture: The Meaning of StyMew York: Methuen & Co, Ltd.
HendersonJustin. 2010Grunge SeattleBerkeley: Roaring Forties Press.

Hess, Amanda. March 8, 2010. fnDate Rape Anth
Washington City PaperAccessed April 1, 2014. http://www.washingtoncity
paper.com/blogs/sexist/2010/03/18/dedpearthemfugazissuggestion/.

Hilburn, Robert. November 30, 2009. "Nirvana Live at Readibhgs'Angeles Times
Accessed online March 5, 2012. http://articles.latimes.com/2009/nov/03/
entertainment/ebacktracking3.

Holden, Stephen. July 3, 1994. "How Rdpsic Lost the Melody.New York Times
Accessed Jan 4, 2012. http://www.nytimes.com/1994/07/03/artsipaphow-
pop-musiclostthe-melody.html?pagewanted=all&src=pm.

Holt, Fabian. 2007. "Introduction" i@enre in Popular Musi Chicago: University of
Chicago Press.-29.

Homer, Sean. 2009acques LacarNew York: Routeledge.

Howe, Zot+xt Street. 2010. ARZoxt Str &gt Howe on
Magazine 76(19).

Hreha, Scott. July 13, 2003. "Mdtley Criie: Too Fast For Ldvep Matters Accessed
December 11, 2011. http://www.popmatters.com/pm/review/motleytonfast.

Humphrey, Clark. 1993.oser: The Real Seattle Music StoPprtland, OR: Harry N.
Abrams.

Hunter, Chri s. Nov. 17, 2011. wottiwphst er s dono
t hei r muketUaiterb6f12). Accessed March 2012. http://uniter.ca/view/
6927/.



104

Hype!1996. Dir. Doug Pray. Perf. 7 Year Bitch, Valerie M. Agnew, Carrie Akre.

Hubbs, Nadine. 2008. "The Imagination of Fepck Criticism." in Walter Eerett (ed.)
Expression in Pojrock Music: Critical and Analytical Essay&nd ed. New
York: Routledge. 21837.

Hughes, Tim. 2006. "Nirvana: University of Washington, Seattle, January 6, 1990" in
Performance and Popular Music: History, Place and T{ea: lan Inglis).
Hampshire: Ashgate. 156/1.

Humphrey, Clark. 1993 oser: The Real Seattle Music StoPprtland: Federal House.

il mitoitaliano (poster). Feb. 25, 2011.

Youtube Accessed August 22, 2012tg//www.youtube.com/watch?v=
XUMSFkKSFPHU.

iDav

i shall passO0O1 (poster). (Sept. 15, 2009). nLa

T h r a‘obtub@Accessed August 23, 201#tp://www.youtube.conwatch?
feature=endscreen&v=N21nxVLbJo8&NR=1.

Jagodzinsk Jan. 2005Music in Youth Culture: A Lacanian Approadiew York:
Palgrave Macmillan.

Jarmanlvens, Freya (ed.). 200@h Boy!: Masculinities and Popular Musislew
York: Routeledge.

AJeremy. 0 1992. Dir. Ma&oukubeRedsded Mag 2, 20h2.
http://www.youtube.com/watch?v=MS91knuzoOA. Music Video.

Jones, Steve and Kevin Featherly. 2002 -ViRewing Rock Writing: Narratives of
Popular Music Criticism" ilPop Music and the Preg¢ed. Steve Jones).
Philadelphia: Temple Unersity Press. +80.

KahnHarris, Keith David. 2007Extreme Metal: Music and Culture on the Ediyew
York: Berg Publishers.

Kaplan, Ann E. 1987Rocking Around the Clock: Music Television, Postmodernism,
and Consume Culturé&ew York: Routledge.

Kleinhans, Chuck. 1994. "Taking out the Trash: Camp and the politics of parody."” in
The Politics and Poetics of Car(gd. Meyer, Moe). London: Routledge. 182
201.

Klosterman, Chuck. 2006V. New York: Scribner.

---. 2009. "Oh, the Guilt." ifcating theDinosaur New York: Scribner. 2-b0.

Per f .



10¢

---. 2001.Fargo Rock City: A Heavy Metal Odyssey in Rural North Dakig&aw York:
Scribner.

Kristeva, Julie. 198Zowers of Horror: an Essay on Abjectiddew York: Columbia
University Press.

Kruse, Holly. 2002'Abandoning the Absolute” iRop Music and the Pregsd. Steve
Jones). Philadelphia: Temple University Press-133.

Akurt cobain on wheelchair. o Fanveai deo of th
ReadingperformanceY outube Accessed onlinet dottp://www.youtube.com/
watch?v=WvklyTUn64A.

Kurutz, Steven. July 9, 2006. "Rock 'n' Roll Hotels for a New Generafidre'New
York TimesAccessed March 2, 2012. http://travel.nytimes.com/2006/07/09/
travel/09journeys.html.

Lee, Tommyetal. 200dhe Dirt: Confessions of the World
Band.New York: It Books.

Leppart, Richard. 1993 he Sight of Sound. Music, Representation, and the History of
the Body California: University of California Press.

Lenig, Stuart. 2010The Twised Tale of Glam RockCalifornia: Praeger

Lewis, Lisa A. 1995. AForm andGerder,Racee Aut hor
and Class in the Media: A TeReader(eds. Gail Dines and Jean M.
Humez). Thousand Oaks, California: SAGE Publications-3®0

---. 1990.Gender Politics and MTV: Voicing the Differenétiladelphia:
Temple University Press.

Leonard, Marion. 200%Gender in the Music Industrurlington, Vermont: Ashgate
Publishing Limited.

Lindberg, UIf, et al. 2009Rock Criticism fromhe Beginning: Amusers, Bruisers, &
CoolHeaded CruiserdNew York: Peter Lang Publishing.

Lindholm, Charles. 200&ulture and AuthenticityMalden, MA: Blackwell
Publishing.

Lowney, Kathleen S. 1995. fATeenage Satanism
Journal of Contemporary Ethnograpi33(4): 45384.

Martin, Linda, and Kerry Segrave. 198&ti-Rock: The Opposition to Rock 'n' Roll



10¢

The Shoe String Press: Archon Books.

Mazzarella, Sharon R. and Timothy M. Matyjewicz. 2002. " 'The Day the NDisd*
Again: Newspaper Coverage of the Deaths of Popular Musicians'Hopm
Music and the Preg®d. Steve Jones). Philadelphia: Temple University Press.
219-32.

McCarthy, Sean. October 5, 2011. "Exquisite Corpse: Guns N' Roses' ‘Use Your
lllusion I and I11."'Pop Matters Accessed Jan. 18, 2012. http://www.popmatters.
com/pm/feature/14709dxquisitecorpsegunsn-rosesuseyour-illusion-i-andii/.

McLeod, Kembrew. 2002. "Between Rock and a Hard Place: Gender and Rock
Criticism" in Pop Music and ta Presqed. Steve Jones). Philadelphia: Temple
University Press. 9313.

Mc Quinn, Andrew. July 27 2005. fASmell ed Like
Icantgetpublished.conf\ccessed April 19, 2011. http://www.icantgetpublished.
com/smells_like teen_spifitml.

Met al : A He ad b2a06.dk. SamsDunh and SaotevigFadyen. Perf. Alice
Cooper, Bruce Dickinson. Banger Productions. DVD.

Mc Raney, Davi d. Apr iYouAré@NotSp 8nlaf: A CéleBration i ng Ou't
of SelfDelusion Accessed Seépmber 18, 2011. http://youarenotsosmart.com/
2010/04/12/sellingput/.

A Mot | e yRolllhg StaneAacessed August 20, 2011. http://www.rollingstone.
com/music/artists/motlegrue/biography.

Motley Crue Greatest Video Hit2003. Perf. Vince Neil, TomynLee, Nikki Sixx,
Mick Mars. Métley Records. DVD.

AiMot or head Madmen. the Wave Magdzieékccedséd,Jun@ Z60 6 .
2013. http://web.archive.org/web/20061216085042/http://www.thewavemag.
com/pagegen.php?pagename=article&articleid=21891.

Morales, Jaime. May 9 2007. "Eighties hair band lovd#gllum Accessed July 7
2012. http://www.helium.com/items/161648htieshair-bandslovers.

"Mr. Rainmaker." 1991. WarranY.outube http://www.youtube.com/watch?v=ZgMF
Rpy7a_A. Live performance.

Amyh. o §Mer@arh\®dbsterAccessed August 28, 2011. http://www.merriam
webster.com/dictionary/myth.

Nehring, Neil. 1997Popular Music, Gender, and Postmodernism: Anger is an Energy



Thousand Oaks, California: Sage Publications, Inc.

Neil, Vince aml Mike Sager. 2010l attoos & Tequila: To Hell and Back with One
of Rockobs Most .NewtYork: Hachetse Béok Group. me n

ANi ghtcl ubs aThdNewGiow Dictionary of 8822% etl. Ed.
Barry Kernfeld.Grove Music OnlineOxford Music Online Accessed
November 22, 2011. http://www.oxfordmusiconline.com.proxy.library.
carleton.ca/subscriber/article/grove/music/J330000pg38.

"Nirvana headline Reading Festival." August 30, 182C. Accessed June 20, 2013.
http://www.bbc.co.ukihusidsevenages/events/alternatnaek/nirvana
headlinereadingfestival/

iNovember Rain. o 1992. Di r . outdbgAcéksseda h a n . Pe
October 10, 2012. http://www.youtube.com/watch?v=8Shl#BxE&ob=av3e.
Music video.

Orman, John. 1984 he Politics of Rock Musi€hicago: Nelson Hall.
Palmer, Robert. 199Rock and Roll: An Unruly HistorfNew York: Harmony Books.

Pareles, Jon. September 15,1995 uns ' n' Roses AgaiNewt the (E
York TimesRetrieved June 20, 2Q. http://www.nytimes.com/1991/09/15/arts/
recordingsview-gunsn-rosesagainsithe-expletiveworld.html.

Pelly, Jenn. February 1 7%hePit2hiotk RevievihdEesge@ r i enc i n
online February 17, 2014. http://pitchfork.com/features/ptiad/9326
experiencingnirvana/.

Peterson, Charles. 199%5creaming Life: The History of Grung®an Francisco:
Harpercollins.

Philips, William & Cogan, Brian. 200€Encyclopedia of Heavy Metal MusM/estport,
Conn.: Greenwood Press.

Prato, Gregh Andr ew Wood: AAlNMusic AcceSsedoAgril 1a30My . ©
http://www.allmusic.com/artist/andrewood-mn0001619976.

Q4dmusic (creator). Sept. 20, 2011. ACul ts on
metal, plus Arcade Fire & Kurt Vile's influeae Q 2 5YoatubeAccessed
August 25, 2012. http://www.youtube.com/watch?v=vXbUc7c2wXs.

Railton, Diane and Paul Watson. 20Music Video and the Politics of Representation.
Edinburgh: Edinburgh University Press Ltd.



10¢

Ramirez, AJ. September 30, 201Thé Year Alternative Went Massive and Defined a
Decade.'Pop Matters Accessed Jan 18, 2012. http://www.popmatters.com/pm/
feature/148808he-yearalternativebroke/.

Redd_dymond. August 2011. Al0kinRte@uwtaans Peopl e
Accessed October 27, 2012. http://www.ultimaj@tar.com/columns/
junkyard/10_reasons_people_love_hair_metal.html.

Reichardt, Sarah. 2008. "Musical Meaning and Analytical Tool€Composing the
Modern SubjectBurlington, Vermont: Ashgate Publishing Ce41

Reynolds, Simon and Press, Joy. 199 e Sex Revolts: Gender, Reb
RollUK: Serpentodos Tail Publishing.

Robert of the Radi shoppdoeheB8dDs BGEebmuMeyablODB®b
Yahoo MusicAccessed October 25, 2012tgh//music.yahoo.com/blogs/
yradish/topten-80sglam-metatlove-songs.html.

Roleff, Tamara L. 200%SatanismFarmington Hills, Michigan: Greenhaven Press.

ROOKTABULA (poster). Nov. 4, 2009. AWhy Hair
i t YoutdbeAccessed August 21, 2012. http://www.youtube.com/watch?v=Ae
XicGGKk.

Sciarretto, Amy. Dec. 1, 2011. "AM°tley Crg¢e
Ve gas Re Naseceepscgessed Dec. 27, 2011. http://www.noisecreep.
com/2011/12/01/motlegruelasvegasresidency/.

Shank, Barry. 199Di ssonant | dentities: the Rock 6né6 I
Hanover: Wesleyan University Press.

Shar pe, Matt hew. June 2179 8 I2ter@ebEncydiopedia ques L ac
of PhilosophyAccessed Deeaber 20, 2013. http://www.iep.utm.edu/lacweb/.

Sontag, Susan. 1964. "Notes on 'Canfpattisan Review31:4 (51530).

Soundz, Jamie. January 2009. AGlI am Met al Roc
Pajiba Music Accessed October 13, 2012tp://www.pajiba.com/music/glam
metalrocksso-hardit-cangetyou-pregnant.php.

Spitznagel, Eric. November 27, 20009. AMotl ey
B 0 o bVanityFair. Accessed January 11, 2014. http://www.vanityfair.com
/online/oscars/2009/11/rtley-cruesvince-neil-is-finally-boredwith-boobs.

Sticky Fingers1971. The Rolling Stones. Rolling Stones Records. LP.



10¢

Still man, Nick. January 13, 2011 .EastCry Tough
of BorneoAccessed January 13, 2014. http://weastofborneo.org/articles/ery
toughglammetalonthe-sunsetstrip.

Stilwell, Robynn J"Alternative music' Oxford Music OnlineAccessed April 20, 2011.
http://lwww.oxfordmusiconline.com.proxy.library.carleton.ca/subscriber/article/gr
ove/music/40609

Strong, Catherine. 201Grunge: Music and Memoryadstow, Cornwall: Ashgate.

Suarez, Gary. May 18, 2011. "Get Over It, Metalhead: You Won. Grunge Lost."
Metalsucks.comAccessed June 26, 2012. http://www.metalsucks.net/2011/
05/18/getoverit-metalreadyou-won-grungelost/.

Suarez, J.M. September 27, 2011. "Pearl Jam's 'Ten’, 20 YeaflBdprMatters.
Accessed Jan 18, 2012. http://www.popmatters.com/pm/feature/ 148408
jamsten20-yearson/.

Sullivan, Henry W. 1995The Beatles with Lacamock & Roll as Requiem for the
Modern AgeNew York: Lang.

Superfuzz Bigmufi988. Mudhoney. Sub Pop Records. CD.

Sutherland, Sam. July 1996. #AStraight Edge F
Strai ght EdaneAcdessedApribl, 2014ttp://exclaim.ca/
Features/Research/straight_edge pemiplicated contradictions_of straight.

Szatmary, David P. 201®ockin' in Time: A Social History of Reakd-Roll (7th ed.)
Upper Saddle River, New Jersey: Pearson Education, Inc.

TheNeonJell f i sh (posternt) st2@bhhe filo | oYahoog! am/ hair
Answers Accessed October 25, 2012. http://answers.yahoo.com/question/
index?qid=20110704052617AAQDjYo.

Tinell i, Paul . A MAIMuia AckesskduApril B20b4gr ap hy . 0
http://www.allmusic.com/artist/malfunkshtmn0000952502.

TK. January 2009. nPajibeeMusiccAcckssel Qaobey I8, Met al . 0

2012. http://www.pajiba.com/music/ttark-ageof-metal.php.

Too Fast for Lovel981. Métley Criie. Leathir Record@D.



11C

AToo Fast Mdieymusdum.eosiccassed Jan. 12, 2012. http://www.motley
museum.com/leathtnecords/tffl/tffl.html.

Ventura, Michael. July/August 1994. "The Age of Endarknment: Listening to the
Psychic Cacophony of Adolescencethe Reader65-6.

Vernalis, Carol. 2004&xperiencing Music Video: Aesthetics and Cultural Context
New York: Columbia University Press.

Waksman, Steve. 2009. "Time Warp: The New Wave of British Heavy Metahism
Ain't The Summer of Love: Conflict and crossan heavy metal and punk
Berkeley: University of California Press. 12R9.

Walser, Robert'Grunge” Grove Music OnlineOxford Music OnlineAccessedpril
20, 2011 http://www.oxfordmusiconline.com.proxy.library.carleton.ca/
subscriber/article/gre/music/49139

---. 1993.Running with the Devil: Power, Gender, and Madness in Heavy Metal Music
Middletown, Conn.: Wesleyan University Press.

Weinstein, Deena. 2009. "The Empowering Masculinity of British Heavy Metal" in
Heavy Metal Music in Britai (ed. Gerd Bayer). Burlington, Vermont: Ashgate.
17-32.

---. 1991.Heavy Metal: A Cultural Sociolog\New York: Lexington Books.

Whitaker, Dave. October 4, 2011. "Was Grunge the Last American Musical
Revolution?"Pop Matters Accessed Jan 18, 2012tght/www.popmatters.com/
pm/column/148702vasgrungethelastamericanmusicatrevolution/.

Whiteley, Sheila, Andy Bennett and Stan Hawkins (eds.). 2004ic, Space, and
Place Burlington, Ashgate Publishing Limited.

---. 2006. "Popular Music and tliiynamics of Desire" ilQueering the Popular Pitch
(eds. Whiteley, Sheela & Jennifer Rycenga). New York: Routledge.

Williams, Kevin. 2003Why | [Still] Want My MTV: Music Video and Aesthetic
CommunicationCresskill, New Jersey: Hampton Press, Inc.

WisemanTrowse, Nathan. 2008erforming Class in British Popular Musislew
York: Palgrave Macmillan.

Wright, Elizabeth and Edmund Wright (eds.). 199 e Gi g eNew Yea d e r
Blackwell Publishers.

Verity, Mi chael . AnAwesome Al bum Cover s:

Mu d h



111

WNEW RadioAccessed March 2, 2012. http://wnew.radio.com/2011/12/31/
awesomealbumcoversmudhoneyandsuperfuzzbigmuff/.

Vernallis, Carol. 2004Experiencing Music Video: Aesthetics and Cultural Context
New York: Columbia University Press.

Zed35 (poster). July YbatybeAZoessddl AugisiiB, @01k i | | ed n
http://www.youtube.com/watch?v=jU11NcH7nHQ&featarelated.

Gi gek, SIlBvarything YouAways Wanted to Know About Lacan (But Were
Afraid to Ask Hitchcock).ondon; New York: Verso.

---. 2007.How to Read LacarNew York: W.W. Norton & Company.
-, 1995. fiWoman tokthe®ather, oo Hw NothioeMisitad hacan's

For mul as o Lacah.eomAadsseaApril &1, 2012. http://www.lacan.
com/zizwoman.htm.



