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ABSTRACT.

This thesis is about women rock musicians in the
U.K. It is based on in-depth interviews with 36 female
rock musicians in the 1980s. Firstly, it examines the
relative absence of women in rock music-making and
explains this in terms of gender socialisation and a
number of social constraints operating on women.
Secondly, it looks at those women who, despite all the
obstacles, do become rock musicians. A number of
variables are put forward which, it is suggested, have
helped these women overcome gender constraints. These
factors are conceptualised as "escape routes" into
rock music-making. Thirdly, all-women bands are

_examined, and the individual careers of the women who
constitute them. An ideal-type model is constructed of
the stages of a female' band's career. It is concluded
that, compared to male bands, there are a whole set of
factors which make it more difficult for women's bands
to be set up and continue along the career path. These
factors have the‘strongest effect in the early career
stages. Lastly, some non-typical career patterns are
investigated, and particularly the strategies
developed by feminist musicians as alternatives to the

mainstream commercial path.
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BRIEF NOTE.

In this thesis, unless otherwise specifically
stated, I am using the terms 'rock' and 'pop'
interchangeably. I feel justified in doing this as
these concepts have no clear-cut or stable empirical

boundaries, and I am also reflecting the current

conventional usage amongst my interviewees.
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Chapter 1. INTRODUCTION.

The academic study of popular music has only a
short history and the focus has been overwhelmingly on
the end product, namely records. Little work has been
done on the production of music, or on its primary
producers, the musicians. Also, the field is top
heavy: most of the work has been theoretical and
empirical work has been neglected. Moreover, existing
studies are mainly about jazz groups rather than rock
bands, and few have been done in the U.K. Lastly,
these empirical studies have all been about men, not
women. This thesis is intended to contribute to the
sociology of music as the first major piece of

empirical work on women's rock music-making.

The study of music has been the meeting place for a
wide number of disciplines, most notably sociology,
anthropology and musicology. But a sociological
approach has been slower to gain ground in music than
in other fields of art, and most of the basic

publications have been about classical music.

Max Weber (1958) analysed the development of
harmony, scale systems, the dominant seventh, etc. in
terms of the progressive rationalization of society.
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The sociologists who followed also studied classical
(rather than popular) music, for example Silbermann
(1963). More recently, Da Silva's book, 'The
Sociology of Music' (1984), a general textbook, has a
lot about classical music, a little on jazz and folk,
and hardly anything on rock. In fact, it is clear he

has little knowledge or understanding of rock music.

Like sociology, musicology has traditionally
studied classical music. Viewing music as autonomous
from the social realm - as a hermetically-sealed
'given' - musicologists have used formalist-idealist
methods to analyse the 'transcendent' ‘'essential'
meaning supposedly 'immanent' in the structure of the
music. When musicologists first deigned to turn their
gaze on popular music they used the standard methods
of classical musicology. With their focus narrowly on
the end product (the musical score), these methods and
concepts have, not surprisingly, proved totally

inappropriate for the study of popular music.

Given that popular music is an important factor in
the way in which many people construct their identity
and social reality, it is notably under-researched. I
find it remarkable that such a 1large area of
contemporary 1life (in terms of institutional
structures, social processes, cultural artefacts,
etc.) has been largely ignored by sociologists. Frith
has argued (1985b) that this neglect is due to lack of
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funds. It is also the case that there has been a
strong elitist tendency, in Dboth musicology and
sociology, to view popular music as the shallow

product of unrestrained commercialism.

More recently, both sociology and musicology have
begun to study popular music. The development of the
sociology of popular music has been pioneered in this
country by Frith (1978, 1983). Meanwhile, a new brand
of sociologically-informed musicology has emerged such
as the work of Shepherd (1977), Middleton (1983), and
Vulliamy and Lee  (1982a, 1982b). These new
musicologists have attacked the ingrained elitism and
ethnocentrism of the traditional discipline, arguing
that all music must be seen as socially located and
that musical pieces cannot be regarded as 'pure text'.
Strongly influenced by ethnomusicology, they have
argued that it is necessary is to develop a new
musical '"grammar" which is appropriate for the

analysis of popular music.

Most of the academic work on music has Dbeen
concerned with reception/consumption and
interpretation/meaning than with inception and
production. Musicologists have focussed on the end
product and ignored the process of production, because
in classical music the musicians have minimal
influence. In analysing popular music musicologists
have kept the same orientation. The issue has been the
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"effects" of music on its listeners, or the
"reflections" of social and political developments in
the music. In the 1950s and 1960s most work consisted
of fairly positivistic content analysis of lyrics,
ignoring the music, the ‘'grain' of the voice, the
genre, and the performance context. Since then
analysis has become more sophisticated and
increasingly influenced by semiology. But the emphasis
remains on the musical end product. The typically
musicological task is a detailed analysis of one piece
of music. (For example, Bradby and Torode, 1984, and
Cubitt, 1984) The apotheosis of this approach is
provided by Tagg's (1982) immensely detailed
hermeneutic-semiological work. People seem interested
in the product but not so much in the process of

production which gives birth to it.

The recent international collection of essays
edited by Lull (1987) offers a useful illustration of
my argument. The second half of this collection is on
consumption/reception and, whilst the first half
concerns the creation and distribution of popular
music (including record companies, radio, music

videos, etc.), there is nothing on musicians.

Production and consumption are intimately
(dialectically) intertwined. Musical production starts
with the initial conception of the musical 1idea,
passes through a series of roles and institutions
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finally emerging as a musical 'product' (record or
performance), and meaning is generated at each stage.

I have tried to represent this diagrammatically below:

Musical—>Band— Producer—>Record—)Reviews—YyConsumers

idea &
Composer(s) Engineer
PRODUCTION CONSUMPTION

Laid out thus, what I find striking is that the right-
hand side of the diagram has been studied far more
than the left. It sometimes seems as if musical
compositions just drop out of the sky. Whilst it is
true that the meaning(s) of pieces of music are beyond
the control of their creators, and whilst it is
recognised that ‘'creators' here means the whole record
industry, it seems very odd to me that the initial
phase of musical inception has not aroused more than

minimal curiosity. As Blacking (1981) has said:

"music-making must always be regarded as
intentional action, and...the actors' reasons for
what they do must be taken into account'(p.12)

Most sociological and sociomusicological writing to
date has been highly abstract, addressing itself to
the attempt to establish a theoretical basis for the

study of popular music. Such theories rest on a very
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narrow methodological base. Ethnomusicology has been
the only area in which much empirical work has taken
place, but it has mainly been on acoustic, rather than
electric, music and 1little has been carried out in

the U.K. (One interesting exception is Pegg, 1984.)

Academic work on popular music has often been
concerned with the meanings of music, the beliefs and
values embedded within it, but often those meanings
are assumed and those values intuitively guessed at,
rather than established via empirical research.
Assumptions have been made, firstly, about what the
producers intended their music to mean and, secondly,
about what meanings emerge for the 1listeners. As

Becker has said,

"Sociologists like to theorise about these matters
without acquiring a first-hand working acquaintance
with the materials or characteristic social
situations in which artists work and audiences
absorb what they do" (1977, p.xiii).

Does this matter? I think the answer must be a
resounding 'yes'. In the absence of concrete data on
what Frith calls "the collective practices of rock and
pop" (the day to day activities of musicians, record
companies and fans), both journalists and academics
make all kinds of questionable assumptions about
social reality, assumptions which become embedded in
their theorising. Huge theoretical edifices perch on

minimal empirical knowledge. Few people are prepared



to admit the obvious: the empirical work has not been
done, and without this even the most sophisticated
theories are as unstable as a house of cards. For
example, the approach of the Centre for Contemporary
Cultural Studies (whose work I shall be discussing)
involved interpreting subcultural styles as signs, but
these theorists made no attempt to validate their
semiological interpretations by interviews,
observation or questionnaires. I am not suggesting
that all meanings are conscious or that semiological
interpretations are inevitably invalid, but merely
that the subjectivity of the actors themselves must
play an essential part in the overall explaratiar.
After all, any piece of music has multiple and
contingent meanings to various audiences and these
need to be studied rather than guessed at. How can the
armchair theorist catch all the ambiguity and, often,
irony in a song? For such meaning 1is not simply
apparent in the song per se, but only emerges in the
song's location within the wider genre and overall
context of the listening publics. Moreover, as
Middleton (1985) argues, theoretical frameworks must
also 1include idiosyncratic connotations and purely
personal meanings:

"...we will not arrive at a real understanding of

popular music unless we pay attention to these
individual differences, or at 1least study the
consequences of ignoring them". (p.102)



Now, I am not presenting a simplistic positivistic
argument on the lines of "let's get back to the facts
untainted by theory". I just think that the theory
generated in this field should be more empirically
grounded. There is too much grand speculation and not
enough linking with musical practice as a day-to-day
interactive process. Lack of empirical research leads
to theorizing which overgeneralizes and renders
misleadingly clear-cut the problematical, changing
and contested nature of day-to~day constructed
reality. There is a need for more people to go out
into the field and find out what people do and think,
rather than to fit people's responses into the pre-
determined categories of some vast theoretical schema.

Or, as Vulliamy puts it, there is a need for,

"a more phenomenologically inclined analysis, which
takes more seriously the definitions of the
situation of the actors concerned...the various
participants in the pop music process". (p.185.
Shepherd et al, 1977)

There has been much discussion of music as discourse,
as style, as symbolic expression. But there has been a
relative neglect of that basic web of ongoing social
interaction traditionally called the social 'system'

or 'structure'.

One sometimes gets the impression that the cultural
domain is wholly pre-determined rather than a site of

conflict, resistance and negotiation. As Middleton and



Horn so rightly point out, in semiological studies of
musical texts '"the audience appears, if at all, only
as an abstraction" (1984). Empirical work such as
mine shows the possibility for resistance to dominant
discourses and how people create their own meanings
along with their own music. Frith argues along similar
lines that the '"derivation of pop meaning from
collective experience is not sufficient'" but, rather,
it is the impact of the music on individuals which now

needs to be studied (1987, p.149).

A perfect example of the way in which empirical
work can radically change the theoretical prism is the
research by Hennion (1983). The strange bifurcation of
studies into 'production' and 'consumption' is
superseded in his work. Hennion shows the way in which
production within the record industry is intimately
and inseparably bound up with the music's anticipated
consumption, especially through the crucial mediating
role of the producer - who is able to intuitively
grasp public meanings. Flying in the face of most
musicological work, this research shows that it is
fruitless trying to analyse the end product without
studying the way in which it has been produced. Form
and content are an indissoluble whole, just as the
words and music, likewise, form a composite whole:

"...there is no such thing as the 'structure' of a

song. None of the elements which go into its
creation, none of the dichotomies which the outside
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observer can detect, are above the process of
negotiation". (Hennion, 1983. p. 161)

The theoretical advance marked by Hennion's work is
the outcome of his decision to do an empirical study
of studio production. Producers, engineers and
arrangers have been virtually ignored by academics in
the past, and a lot of misleading theoretical work has
been published because of this. My argument is that we
should not be '"outside" observers but obtain "inside"
information; theories not firmly rooted in empirical

research will bear little fruit.

Most of the existing sociology of music is macro-
sociology. It 1is concerned with broad social forces
(notably class), with statistics about record sales,
or with the rock industry. There is a dearth of
material on the grass-roots processes of music-making.
Detailed study of the institutional structure of the
rock world, the role relationships of musicians, the
social processes of music production, social relations
of production and technological factors, has been a
far less popular field. Insofar as production has been
studied there has been more interest in the workings
of the record industry (for example, Gillett 1970, and
Frith 1978, 1983) than in the work of the most primary
producers: musicians, arrangers, producers, sound
engineers and mixers. Kealy (1979) used participant

observation and informal interviewing methods to
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investigate the interactional process of sound
recording, and Hennion (1983) has done excellent work
(see above), but there is little else in the way of
sociological fieldwork. Thus the <collection of
transcripts of interviews with record producers by
journalists Tobler and Grundy (1982) performs an

important function.

I can understand why musicologists have ignored
musicians, given their training in classical music (in
which the composer and the written score dominate, and
musicians have minimal influence). But I find it more
difficult to understand why sociologists have done

this. As Frith (1982) says,

"we still don't know much about how musicians make
their musical choices, how they define their social
role, how they handle its contradictions...There is
little work in Britain, in short, to match the
scholarship in other countries on two crucial areas
of pop music: commercial and musical practice".

Little is known about what it means to be a
'musician' or 'band member' and how such meanings are
constructed, 'negotiated', change over time, etc. For
such questions, the interactionist approach (or, more
broadly, ethnography) is, I believe, the obvious
choice. Moreover, it 1is eminently suitable for
debunking the dubious assumptions of armchair
theorists. Macro-theories are based on taken for
granted notions of what is going on at the

micro/interactional level. As Hammersley and Atkinson
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argue, 'the value of ethnography is perhaps most
obvious in relation to the development of theory"

(1983, p.22).

Surprisingly, Becker's pioneering interactionist
study of jazz musicians (1963) has been followed up by
few sociologists. (See Lewis, 1985, for a summary of
the American studies.)1 Recent years have seen a few
similar British studies. White (1987) used participant
observation to study a British jazz band. Christian
(1987) carried out a similar study of jazz musicians
and used a combination of participant observation and

interviews, as I have done.

Moreover, this approach has spawned only a handful
of rock/pop applications and (like the jazz studies)
they tend to concentrate narrowly on the issue of role
conflict. Lewis (1985) has studied role conflict and
its resolution amongst popular musicians in Hawaii.
Coffman (1972) writes about role conflict amongst rock
stars, but his study was based on the content analysis
of recorded song lyrics rather than on any original
fieldwork. Van Elderen (1984) used qualitative
methods, such as in-depth interviewing, in his study
of Dutch rock groups. But he seems to be mainly
interested in, firstly, audiences, and secondly, song
lyrics. Undoubtedly the best work on rock to come out

of this Becker 'school' is that of Bennett (1980).
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I wish to emphasize the following points about
these Becker-inspired studies: most are American, few
are British; most are about jazz, few are on rock; all
are about men, none are about women. My study of
female British rock musicians is therefore unique.
Furthermore, although I do cover similar ground, my

approach is also much wider than the studies mentioned

above.

The interviewing of rock musicians has been largely
left to journalists. There are plenty of Dbiographies
of stars and glossy photo-books about bands. However,
the text is often superficial and the commercial
constraints within which journalists have to operate
have important consequences for the material they

write (and do not write).

Firstly, the focus is on personalities rather than
on institutions. The emphasis on the individual
'artist' reinforces the belief that musical creativity
is lodged solely in the uniquely talented individual,
rather than being the end result of a complex work
process involving a large number of creative workers.
This point has been made by Nugent (1985) in relation

to rock reference books:

"Non-performing songwriters, producers, arrangers,
session musicians are acknowledged - if at all - as
necessary contributors, but insufficiently luminous
creators".(p.237)

-13 -



"For many rock writers, the inside dealings of the
business simply constitute background".(p.240)

In contrast, as Becker (1982) has emphasised,

sociologists' proper focus should be on 'art worlds'.

Secondly, rock biographies are part of the star-
making process; they are hagiographic. They actively
construct the myths of rock rather than deconstruct

them. As Frith (1983) says,

"What the stars themselves think, why they make
their musical moves, seems less important than what
everyone else thinks about them...In rock
biographies we see not the stars at work but the
star makers, the fans and journalists and critics
through whose mediations musical lives are
continually being defined and measured and made
meaningful”.(p.277)

Thirdly, rock journalists only write about the
people who have reached the top of the pinnacle and
become successful in commercial terms. The stars are
written about simply because they are stars. The vast
majority of musicians, beavering away up and down the
country, are inevitably ignored because they are of
little or no interest to the fans. Likewise, the wide
terrain of the everyday social practices of rock is
omitted: the gig, the rehearsal, the process of
composition and arrangement, and the endless
succession of choices and decisions, conflict and

negotiation which being in a band entails.

One journalistic book I did find interesting was

that by Gorman (1978). Although it is written in the
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style of an uninhibited fan - '"this amazing part of
the amazing world of rock" (p.12) - and is primarily
about rock's service roles, rather than musicians, it
does contain much useful (although superficial) nuts
and bolts information about the back-stage world, for
example about the physical constraints of performance
space. However, it is written very much from a male
perspective and women only figure as sex objects and

"eroupies".

There are, therefore, obvious limitations in using
both biographies and journalism for research purposes.
Neither operate under the constraints of social
scientific methodology as pertaining to, for example,
interviewing techniques. As sources, they may be
contaminated by selective memory, deliberate omission,
exaggeration and so on. However, they are useful for

comparative purposes, which is how I have used them.

My research differs from these works, firstly, by
being methodologically rigorous and, secondly, by
deliberately turning the spotlight on the hitherto
unilluminated 'ordinary' female musicians: women
playing in 1local bands. It 1is true that I have
interviewed some famous women's bands, for one of my
aims was to construct a career process model, but the
majority of my interviewees were unknown outside

their immediate localities. I wanted, and got, a view
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from the grass-roots of music~-making and not simply

from the celestial heights.

The only rock source I could use for comparison was
the American participant observation study by Stith-
Bennett (1980). This work, however, is much narrower
than mine, for Bennett only observed bands at the
'local band' stage of the musical career. Because I
chose to do in-depth interviews I was able to look at
a more varied collection of bands - in terms of music
played, career stage, etc. But the most significant
difference between my work and Bennett's is that
Bennett only studied male bands and the question of
gender was not even raised; it is as if women never
played rock. Also, because my research has been on
women it leads into more areas and becomes wider in
scope than Bennett's, or indeed any of the Becker-
inspired studies. But there is still no study of rock
bands in this country 1like Bennett's (apart from
mine), and there is still no equivalent study on women

musicians anywhere to my knowledge.

The British work which stands out as most like
mine in approach is that of Cohen (1988), who
undertook participant observation of Liverpool bands.
Although the bands she studied were male, Cohen does
address the issue of gender and I shall be discussing
her research later on in this thesis. Also, Finnegan
(1989) includes rock bands in her wide-ranging
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ethnographic study of all kinds of grass-roots music-
making in Milton Keynes. But the ethnography of rock
bands is still in its earliest infancy. I see my own
work as making a major contribution towards opening up

this field.

Turning to the issue of gender, it is conspicuous
by its relative absence from existing accounts of rock
music. The focus has been overwhelmingly on other
forms of social differentiation: age, race, and
especially social class. The little work which has
been done on gender has been mainly theoretical.
Frith and McRobbie (1978) produced the pioneering
work. Many people have quoted it but few have
followed it up. (Taylor and Laing, 1979, are a major
exception.) Shepherd (1987) has also recently
addressed this issue, but his analysis relies heavily
on McRobbie and Frith and he also veers strongly in an
essentialist direction with his talk of the 'feminine
heart' and the 'masculine head'. Goddard, Pollock and
Fudger (1977) carried out an interesting feminist
analysis of female song lyrics. Wise (1984) has also
written about rock from a feminist perspective. Using
her own personal experience as an Elvis fan, she
challenges the view of reality taken for granted by
male music writers, and thereby uncovers a much more

complex reality. Also Garratt (1984) has written an
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influential piece on her experience of being a Bay

City Rollers fan.

Therefore, although there has been some theoretical
work on gender and music, and some analysis of
records, there has been no original fieldwork. I did
find a couple of American historical works which were
of interest partly because they were interview-based
(Dahl, 1984, and Placksin, 1985.) However, as these
were solely on jazzwomen I have used them only for
comparison. Similarly, I found the oral history of
interwar female entertainers carried out by Vicinus
(1979), although not on rock music, useful for

comparative purposes.

Turning to journalism, one finds that there are
fewer biographies about female stars than their male
equivalents.2 But there were a handful of journalistic
accounts which I found useful, notably Willis (1981),
Dew (1977), and Archer and Simmonds (1981). Steward
and Garratt (1984) performed an important task in
uncovering the sheer variety of women musicians whose
history has not been written. I have also drawn on
Balfour (1986), which is based on interviews with rock

stars' wives.

Apart from these sources, however, very little is
known about female musicians and women's bands. At

present, apart from my own work, there is not a single
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plece of sociological research looking specifically at

the practice and careers of female rock musicians.

To summarise, my work differs from existing
accounts in the following ways: it is on popular
music, rather than classical; it is on production and
inception, rather than consumption and interpretation;

it is empirically rich; it is on women.

If women have been neglected in the sociology of
music3 this is hardly surprising, as women have been
traditionally 'marginalised' in sociology, left out of
the 'public' arena (of class and work, etc.) and
relegated to the 'private' sphere of the family,

marriage and sexuality.

Studies of male musicians rarely mention their non-
working relationships with wives, girlfriends, and
children. By contrast, studying women musicians
necessitates looking at their lives as a whole within
contemporary capitalism, as some of the nmwost
important constraints arise outside their immediate
work situation. Like other recent feminist work (for
example, Gamarnikow, 1983), my research brings
together the 'public' and the 'private' realms and
shows that the 'private' is an important influence on
the ‘'public', rather than a  subordinate or

'determined' sphere.
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The (male) workplace is, imn itself, a major problem
for women musicians. Insofar as the growth of feminism
has influenced theorists to recognise gender
stratification in the workplace, explanation has
typically ©been in terms of capitalist exploitation,
or the domestic division of 1labour, or ideology.
However, following Cockburn (1981), I would argue that
what have, until recently, been 1ignored are those
material aspects of male power beyond the narrowly
economic: the multitude of practices by which male
power is exerted over women within the institutional

world of work.

I think the reason for this neglect is is that,

once again, theory has outstripped research:

"we may have been hampered by our preoccupation
with developing a 'correct’ theoretical
understanding, and by our endeavours to constitute
our concepts with 1little relevance to concrete
evidence about women's employment" (Beechey, 1983).

However, there has gradually been emerging a body
of detailed empirical studies, often ethnographic,
which document the structure of women's lives,
presenting the findings as through their subjects' own
eyes (Oakley, 1974; Sharpe, 1976 and 1984; Pollert,
1981; Cunnison, 1983; Attwood and Hatton, 1983). Such
studies are crucial, I ©believe, for ©both the
sociological understanding of women's oppression and

for social change:
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"We need to know how, in minute detail, all facets
of the oppressions of all women occur. To talk
blithely of 'the family', 'capitalism' or 'men' as
the reasons for women's oppressions may in a sense
be true. But this merely restates the problem. It
doesn't tell us the mechanisms, the experiences,
the behaviours, the looks, conversations which are
involved". (Stanley and Wise, 1983. p.167).

I offer my own work as an addition to this body of

data.

Thus, I see my research as a contribution to the
sociology of work and the sociology of gender as much
as to the sociology of music. I have looked at rock
musicians as workers: female workers within a male
occupational world. I have looked at how women
musicians learn their working skills and are
socialized into the values and attitudes required for
full participation within rock music as a world of
work. And I have looked at the way in which sexist

practices and harassment impede their careers.

Male domination of technology 1is one of the
particular handicaps which women face in music, and my
work can be situated in relation to the recent
emergence of studies in this area (for example,
Cockburn 1983; 1985; McNeil, 1987; Kramarae, 1988).
Technology is an important part of our identities as
masculine and feminine, and these gender identities
are reproduced in the technology itself. Women who

enter a traditionally masculine field are 1likely to
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be perceived as a threat and be met with harassment.
My research presents plenty of evidence for this
assertion, showing how technology affects women's
musical careers. Firstly, both technophobia and an
aversion to male-defined and male-designed instruments
act as a barrier to women's involvement in rock music.
Moreover, the whole world of sound recording 1is
perceived as male and therefore alien. Secondly, male
control of musical technology, both in the 'live'
performance situation and in the studio, is a major
constraint on the creativity of female musicians. Such
control is maintained by a possessive attitude towards
technical knowledge and a language of mystification

which operates to exclude women.

My work is also a contribution to the growing body
of research on sexual harassment and the social
control of women. Until recently this area has also
been ignored in sociology:

"...women's experience of violence is rarely

submitted to scrutiny or analysis either as a
topic in its own right or as a constituent feature
of any of the sub-areas of the discipline. We hear
little, for example, of sexual harassment as it may
be experienced at work, school or college, nor is
much attention paid to the ways in which women are
forced to modify their behaviour and activities
throggh fear of attack". (Hanmer and Maynard, 1987,
p-1.

Violence is an important mechanism of male power.
It is, especially, the threat of violence, which acts

as a constraint. For example, the way in which rape is
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reported in the newspapers serves '"as a vyeiled

'warning' to non-conforming independent women" (Smart

and Smart, 1978, p.91).

In feminist writings of the 1970s ideology was
given the prime role in maintaining male domination,
and it was believed that physical violence was a
rarity. More recently, however, male violence has come
to the fore. My work confirms the findings of other
recent empirical research* that violence, the threat
of violence, and various forms of sexual harassment
are routine, often taken for granted, aspects of most

women's lives.

It is not surprising that women musicians encounter
a lot of harassment, for they are intruders onto
clearly-defined male territory: on the streets at
night (unpacking equipment, flyposting, etc.), and
working in a setting (the gig) which is renowned for
its violence potential (fights, drunks, etc.).

Furthermore, rock music itself is not simply a 'no-
go' area for women but is used as an important
mechanism for endowing masculinity. This special
function of rock is undercut by the existence of

female performers. In this way women musicians are

perceived as a real threat to men.

As I shall show in this thesis, women musicians are

joked about, patronized, leered at, insulted and
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verbally abused, threatened with violence, and even
physically attacked on occasion. These are mechanisms
for keeping women "in their place" and out of rock.
And it 1is not surprising that I found it was the
lesbian bands who experienced the most male violence,
for lesbians commit the unpardonable sin of making

themselves sexually unavailable to men.

Whilst it 1is true that there may be class
variations in the likelihood and type of harassment
which women suffer (for example, ownership of a car
is a form of protection), it is notable that all of
the women's bands I interviewed experienced some form
of sexual harassment regardless of the type of music
played or the age, location, social class or sexual
identity of the players. My own women's band
experienced the whole gamut of this behaviour - but
continued to play. This 1is the crucial point: women
can survive as rock musicians, despite the odds, and

they can fight back.

When I was in a band it was simply accepted that if
you wanted to play in conventional venues you had to
accept a certain level of sexist hassle, a level that
was considered "normal". It is only in retrospect that
the harassment we experienced really stands out. It is
also interesting that some of the women I interviewed
who initially said they had not experienced harassment
from men later on recounted many examples. Many women
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musicians ignore harassment in order to be able to
play at all. On the other hand, a lot of the women I
interviewed resisted and retaliated, as indeed my band
did. An all-women band can be an effective form of
collective struggle and both female bands and their
fans engage in strategies which reclaim public space

for women.

THEORETICAL NOTE

In recent years socialization theory has come under
fierce criticism from some feminists. As
interactionists Stanley and Wise (1983) argue, '"most
feminist writers seem to see socialization as a kind
of 'self-fulfilling prophecy''". They argue that the
concept is overly deterministic, presenting an 'over-
socialized' conception of people. No exceptions or

variations are allowed for or explained:

"One consequence is that feminist explanations of
women's oppression ignore the existence of
feminists, lesbians, men who oppose sexism, and
other people who aren't like the stereotype for
their sex...and (such research) largely ignores
fathers as unimportant in socialization" (p.98-99)

"The search for universalized theory means there is
no time or inclination to include - and little
respect for - individual experience and individual
variation. Too often this is treated as but so much
grist to the ever turning mill of 'theory'. In
contrast to this, we believe that a feminist
approach should recognize, indeed begin from, the
existence of variations and complexity”.(p.105)
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Because of such criticism, feminist research has moved
away from the idea of a once-and-for-all creation of
women's subordination in childhood to the
investigation of how male institutions operate to
exclude women and maintain that subordination. This is

where the interactionist approach is useful:

"In it people are seen as actively involved in

constructing and negotiating and interacting, not

just passively ‘'enacting'". (Stanley and Wise,

1983, p.137)

I too am committed to an interactionist approach.
However, I do not want to throw the baby out with the
bath water, because I believe that gender
socialization is relevant. I don't think it simply
prevents girls from wanting to become rock musicians
at all. Rather, I ©believe that the learnt
categorization of technical things as male, combined
with the learnt fear of, and general 1lack of
confidence in the face of technology is a crucial
factor in constraining young women from learning to

play rock instruments.

"The exclusion of women not only from active
practice in scientific and technical fields but
from training in basic physical and mechanical
principles means that even when women use tools or
machines, they are marginal to a male-created and
male-dominated technology...as far as social norms
go, men are assumed to be inside the magic circle
and women outside" (Benston, 1987)

The information I received from my interviews can

be seen as a contribution towards beginning to close
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some of the gaps which the simplistic use of the
concept socialization leaves out., By definition my
interviewees are exceptional, and by exploring the
ways in which their socialization experiences differ
from the standard model (and they do greatly) some of
the crucial mechanisms for change may be highlighted:
being brought up as a "tomboy", unusual (political,
musical, feminist) parents, etc. Furthermore, my
research does not ignore fathers, but highlights them.
Indeed it suggests that fathers may be a very
important factor in girls becoming '"tomboys" and,

later, musicians.

Similarly, whilst I believe that the ideologies of
femininity and romance are important factors in

inhibiting in young women the desire to be rock

musicians, I wish to distance myself from
"overdeterministic, versions of ideology which leave
little space for contradiction, struggle or change"
(Beechey, 1985, p.108) and "in which individuals are
completely subjected to, and enmeshed within,
ideology". My interviewees have escaped, or, more
aptly, broken through the ideological net. It is not
that they are no 1longer subject to ideological
pressures, for my research shows clearly their
struggles, compromises, and negotiations, but that

those pressures did not manage to hold them back from

-27 -



adopting a traditionally male role in a male-dominated

and highly masculinist world.

If, in recent feminist writings, there has been a
shift away from explanations in terms of
socialization, there has also been a re-evaluation (in
the wake of Althusserianism) of the importance of
ideology. Barrett (1980) has argued, "There has been a
tendency to locate the oppression of women principally
at the level of ideology..." (1980, p.31). It is not
my purpose here to get embroiled in the long debates
about the relations between truth and ideology, base
and superstructure, language and social relations, and
so on, except to say that my position is closer to the
classical Marxist tradition than to discourse theory.
Although I think that ideology and the processes of
representation are important, I believe that male
domination and female subordination are not simply
constructed by language or ideology, but by the
material social relations of everyday life, and I hope
that my empirical research can help, in the case of
female rock musicians, to illustrate those "concrete

practices through which women are disadvantaged"

(Cockburn, 1981).

It is clear that domestic labour plays an important
role in preventing women from actually becoming rock
musicians in the first place. It can also act as a
serious handicap for those women who (upon marriage
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or, particularly, motherhood) opt to continue in their
careers. I do intend to emphasise this factor in my
thesis. But I shall also throw the spotlight on gender
relations across the entire working situation of women
musicians (the gig, the tour, the recording studio,
the record company) and show how power is exercised by
men (producers, sound engineers, producers, agents,
etc.) over women musicians to the detriment of their

careers.

OBSERVANT PARTICIPATION TO PARTICIPANT OBSERVATION

"It must be an important part of the feminist
sociological enterprise to expose the link between
personal life and academic work" (Oakley, 1986.
pP.209).

"The researcher is always and inevitably in the
research...feminist research ought to make this an
open presence'". This means "saying why and how
particular research came to be carried out, why and
how the researcher came to know what she knows

about that research". (Stanley and Wise, 1983, p.
179, p.178.)

For this reason I have included, where relevant, some
short autobiographical sections. Likewise, I shall now
give an account of my own relationship to this
research, how and why I came to be doing it; the
methodological route which I took, and my experience
of "doing research". As a feminist interviewing women,

and as a female rock musician interviewing female rock
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musicians, my own experience is particularly

relevant.

The idea for this research project grew out of my
personal involvement as a musician, in a women's band,
in the late 1970s and early 1980s. It was my first
band and I was fascinated by the special social world
to which I had gained access. I observed the social
relations within the band, its relationships with
other bands, and the 'local rock scene'. As the band
developed its career I came into contact with a wider
range of social roles: the producer, the engineer,

the agent, the manager, etc.

Because of my sociological training, I inevitably
found myself analysing these worlds in sociological
terms, although at first in an unsystematic and only
partly conscious way. I began to keep a diary,
intermittently recording my observations at gigs.
Also, for musical reasons, I happened to be taping all

band practices.

I gradually became conscious of the fact that I was
located in a situation which had unique research
possibilities. I discovered that hardly any empirical
research had been carried out on the way in which rock
bands work. There was little on male bands let alone
female ones. So I decided that it would be worthwhile

engaging in systematically organised sociological
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research. I was in an ideal (and unusual) situation,
being both a sociologist and a rock musician, already
immersed in the local rock scene and steeped in the

wider rock culture.

From the start I was specifically interested in
women rock musicians and all-women bands, rather than
bands in general (and "in general" means, to a large
extent, male). For, being a feminist, I was interested
in issues concerning gender differences, and I had
become increasingly aware of the absence of women from
rock. I was interested in charting the difficulties
which women face on route to becoming rock music-
makers in the first place, and those obstacles which
impede women's musical careers. I wanted to understand

how women musicians' careers worked.

So my research started from a sort of participant
observation, looking at the world from the perspective
of women rock musicians, and trying to make sense of
it as they made sense of it. However, there was an
obvious difference from the usual ©participant
observation process: I was already a member of the
social world I was studying, and my own experience was
thus part of my subject matter. Because of this I
avoided a number of the problems which typically
confront researchers wusing this method: gaining
access, 1initial acclimatisation, fear of undue
influence on the other actors by the process of overt
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observation, and the ethical problems of covert
observation. Some observers have been known to 'go
native'; I suppose you could say I was going
sociological. In this respect my work is similar to

that of Ned Polsky (1967).

FORMULATING QUESTIONS

With this experience behind me, and still in a
band, I started reading all the available literature
on women and music. I quickly discovered that little
existed. I then turned to the 1literature on male
musicians. As well as specifically sociological texts,

I read biographies and autobiographies.

I became interested in two main lines of enquiry.
Firstly, why is it that so few women become rock
musicians, and why are women's bands so rare?
Secondly, given the above, how is it, then, that a
small number of women do become rock musicians, and
what happens to these women? This thinking

crystallised into three questions:

1. Why do so comparatively few women become rock

musicians?
2. What is so special about this minority?

3. How do their careers work?
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Addressing the first question, there was hardly any
sociological literature directly relevant. So I turned
to literature which dealt with the much broader issue
of women's relative absence from masculine
occupational spheres. I 1looked at theories of
socialization and feminist theories, and attempted to
apply them to the specific issue of women and rock. I
then narrowed my focus somewhat and turned to
subcultural theory. As this theory specifically
concerned itself with rock music and youth I thought
it might shed some light on my question. If youth
subcultures were a way into rock for boys, then why

did they not function in this way for girls too?

Lastly, I concentrated, more narrowly, on the rock
world itself. Were there factors at work there which

acted so as to limit the involvement of women?

CHOOSING A METHOD

After this literature survey, I came to the
conclusion that original empirical data was essential
to obtain answers to my three questions. What method
should I wuse to obtain it? Upon reflection, I
considered that participant observation would be
inappropriate, given the breadth of the issues I was
concerned with. I decided that I needed to collect

data from a number of female musicians. Simply to
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observe one group would be to narrow the field and
provide me with inadequate clues; I needed a bigger
sample. I felt that the only way to get the
information I required was through in-depth
interviews. This method of starting with participant
observation and then doing interviews is not without
precedent in sociology. For example, it was used by

L.Humphries (1970).

I also felt that it was unlikely that any one
variable would be of universal significance; my
experience told me that many variables would be at
work. I needed a method which would shed light on all
three of my questions. I wanted, for example, to
examine musical careers in terms of the subjective
changes which the women underwent at various stages,
and not merely record a sequence of externally-
observable events. I wanted to investigate to what
extent different women followed differing career paths
and employed different strategies. The issues were

complex.

Therefore, my overall methodology was qualitative
rather than quantitative. I decided to do interviews
rather than postal questionnaires. In a sense I was
trying to get the best out of both worlds. I did in-
depth interviews but I wused a formal interview
schedule, for I wanted to achieve some degree of
comparability. I felt able to do this, as I was
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starting out with a store of knowledge based on my
participant observation. So I actually had quite a
clear idea of what issues I wanted to discuss. I felt
I knew enough to construct a schedule to give
direction to the 1interviews. I used open-ended
questions, and my interviews were quite long (from 1%
to 9 hours). Most took around 3 hours. I used a tape
recorder so that I could use the time to maximum
advantage and cover a wide range of questions. Also,
I believe that a tape-recorder, after its initial
appearance, is far less obtrusive than the interviewer
taking notes; my interviewees seemed simply to forget
it was there. Furthermore, I was able to capture vocal
emphasis, tone, pitch, and so on. Such paralinguistic

features are lost with note-taking.

I took care to ask all the questions on the
schedule in the same way with all my respondents. Yet
I did not always stick to the same order: I played by
ear, prioritising rapport and flow. Furthermore I
asked additional questions as and when I felt the
situation demanded, following 'leads' from the women
themselves. If, during the course of an interview, a
relevant question occurred to me, or an interesting
point came up, I did not hesitate to pursue it. Thus,
despite my formal schedule, my interviews were not
strictly structured and my approach was clearly

reflexive. A few of my interviewees were eager, from
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the start, to spontaneously tell me their 'story' in
their own way. I allowed them to do this and only
later went through my questionnaire., This accounts for
the length of the longest interviews. They contain a
superabundance of data. Consequently, my interviews
fell 1in the middle of the axis structured-
unstructured. They were somewhere between a structured
interview and what has been called a 'focussed'
interview. I was aware of the relationship between
methodological variables: degree of structure,
possibility of comparability, measurement and
generalisation, and depth of understanding. I wanted
depth of understanding, but I did not want totally
unstructured interviews, as that would allow no

comparison at all.

SAMPLING

I was next faced with the problem of sampling. On
what basis could I choose a sample? There were a
number of immediate problems, the main one being that
of representativeness. I could not use random sampling
or stratified sampling techniques, as the total
population of female rock musicians in the U.K. was an
unknown factor (to me or anybody). This was virgin
territory and it would take me far too long to obtain

the answer merely as a preliminary stage of my
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research. Also, it is in the nature of rock bands to
be short-lived. By the time I had my definitive list
many of the bands would have broken up. It is
difficult to obtain an exact list for even a local
area, let alone the country as a whole. Thus no

sampling frame was available.

There was also the problem of defining 'rock'.
Being able to secure a sampling frame presupposes some
pre-existing, fairly unambiguous 'objective’
categories. But rock is difficult to pin down, being
to a large extent an ideological category. It would be
difficult to draw a boundary around it; it shades off
into other genres. I realised that I would have to
rely on the information I had already acquired during
my experience of playing in a women's band, and
forsake the idea of obtaining a final list of the
overall 'population'. (For a rough list of bands in

existence in 1982 see Appendix 1.)

Another problem was to decide how many women I
would interview. In-depth interviews are inherently
time-consuming, both at the moment of interviewing
itself and in the later transcription. (For example,
the longest interview, when I had typed it up,
amounted to 197 pages of single-spaced A4.)
Consequently, there was a limit to the number of
interviews I would be able to carry out. In the end I
did 36 full interviews. This gave me detailed
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information on 20 bands which the women were currently
involved in. I also obtained data on other bands which
some of my interviewees had previously played in. If a
woman was involved in more than one band I obtained
information on all of them. Of the 20 main bands, 12
were all-women and the other 8 were 'mixed' (in terms
of gender). Of the latter group, one was composed of 3
women and one (less dominant) male, and this band had
originally been all-female; 3 bands were composed of
roughly equal numbers of men and women; and 2 had one
powerful woman singing lead vocals, playing guitar and
songwriting. These interviews were carried out over
the period 1982 to 1987, but mainly in 1982, As well
as these 36, I also did much shorter interviews with 6
other women musicians, using some questions from my
schedule. These were in the context of an 0.U./B.B.C.
programme, on which I was engaged in 1982. (Open

University course U203/T.V.10, 'Women and Rock'.)

I did 3 short interviews with young women at a
'Women and Music Workshop' in Oxford, in 1985. I also
did non-participant observation at two such workshops,
and participant observation at three others, as an

additional part of my research.

Lastly, in 1987, I visited 2 women's music projects

and conducted 2 interviews; one with a music tutor and
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project initiator, the other with a project

administrator.

Although, I did no formal sampling, I did try to
obtain some degree of representativeness in terms of a

number of facts which I thought would be relevant:

1. Region.

I knew, from my own gigging experience, that the
majority of all-women bands were located in London.
But I wanted to make sure that some of my interviewees

were based outside of the metropolis. Of the 36 women:
3 (8%) were from the South,
8 (22%) were from the Midlands,
7 (19%) were from the North,
18 (50%) were from London.
I did not interview musicians from Wales or Scotland.
Of the 20 bands on which I obtained information:
just over one half were located in London
one third in the Midlands
2 in the North
1 in the South.

2. Instruments Played.

I wanted to interview a cross-section of performers

and, although I was primarily interested in women who
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played instruments, I did wish to include a few
vocalists. (Plus, many of the instrumentalists also
sang lead and/or backing vocals.) Of the 36
interviewees, 3 were P.A. engineers. I thought it
important to interview them as they are so rare. Of

the rest:
10 (33%) played guitar,

6 (18%) played bass,

o)}

(18%) played keyboards,

(9]

(15%) played drums,

N

(6%) played sax,

3 (9%) sang lead vocals.

[I

(3%) played percussion

Some of the women also played other, more wunusual
instruments for rock, such as the flute and violin.
The category 'keyboards' included piano, organ, and
synthesiser. I think that my sample 1is fairly
representative of the proportion of women playing

various instruments in women's bands. (See Appendix

5.)

3. Type of Music Played.

The problem with this issue is that, often, the
music which bands play is a mixture of styles and does
not fit into any of the available categories under
which rock/pop 1is marketed. My interviewees
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themselves were reluctant to label their music; nor
would fans and audiences necessarily agree on a label.
So a certain degree of subjectivity comes into play
when 'placing' the music. Roughly speaking, of the

main 20 bands:
11 could be called 'pop' of some kind,
3 could be called 'punk'/ 'new wave'/ 'post punk',
1 could be called 'heavy metal',
2 could be called 'rock'/'heavy rock',
2 had notable jazz influences,
1 was was reggae.

It is also difficult to categorise the different women
themselves in terms of musical genres, as some of them
were involved in a number of different bands and
played a variety of music. For example, some belonged

to rock, jazz, and swing outfits.

Although there is a fair degree of variety in my
sample, there are some obvious omissions. For example,
there are no bands playing funk, disco, rockabilly,
R'n'B, or electronic music and there is only one
(mixed) reggae band. I regret that time restrictions
meant that I did not manage to interview an all-women

reggae band.
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4. Age.

The age range of my sample was very wide: from 20

to 47 years. Of my main interviewees:
25 (69%) were in their twenties,
9 (25%) were in their thirties,
2 (6%) were in their forties.

One omission is that of very young women musicians. I
would have liked to have interviewed some teenagers. I
must say, however, that during my years of playing, I
came across very few young women musicians other than
vocalists. Still, it is an obvious omission and one
which someone should perhaps follow wup. I did,
however, interview 3 teenage women at a women's music

workshop.

5. Domestic Status.

My interviewees included those who had been long=-
married, single women, and women in lesbian
relationships. There were childless women and mothers.
Out of the 36 interviews, 6 (17%) were mothers. The
age range of their offspring ranged from babies
through to teenagers. I was particularly concerned to
include women with children in my sample. Indeed, one
of the bands I interviewed was composed solely of

mothers.
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6. Social Class Background.

This category immediately poses the problem of
definition. If one opts for a 'mainstream'
sociological definition (ie. in terms of father's
occupation, and in terms of 'working class' being
manual workers and 'middle class' being non-manual

workers), then my interviewees break down thus:
23 (64%) 'middle class',
10 (28%) 'working class.

But the other 87 are difficult to place. For example,
where do you locate a woman whose parents were upper
middle class but who was raised, for most of her
childhood, by her lower working class grandparents?
Also, what does class background have to say about
these women's class position today? For instance, one
of my interviewees came from an upper middle class
background but had fled from her home at 16 years of
age, emigrating at the same time. I have classified
her as middle class because of her upbringing, but her
current situation, as a single mother on the dole, has
few middle class attributes. Similarly, two women came
from working class backgrounds but, having gone to
university, ceased in any way to be working class. The
standard sociological definition also ignores mother's

occupation and thus sidesteps a whole area of
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empirical ambiguity: many families have mnon-manual

mothers and manual fathers.

If defining women in terms of class background is
difficult, classifying them in terms of their current
class membership would be even more so. What class do
rock musicians fall into? According to my car
insurance schedule they come into the same category as
"oypsies and tinkers"! If some of these women are
living on the dole, how are they to be classified?
However, I would say that only 3 bands out of the 20
in my sample could be both defined as working class
and define themselves as working class. The rest are
composed of either all middle class women or a mixture

of classes.

It is difficult to know whether my sample reflects
the composition of women musicians in terms of social
class because, as already explained, the total
'population' is unknown. However, I did deliberately
set out to include working class women's bands in my
sample. The trouble was I simply could not find many
to interview. The large majority of women's bands do

seem to be middle class.

7. Ethnic Origin.

This is one category which, I am afraid, I have not
covered sufficiently. Of my interviewees, one was

Afro-Caribbean and one had a West Indian father. Two
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others were Eastern European first generation
immigrants. I should have liked to have interviewed

more black musicians.
8. Education.

The educational background of my interviewees
ranged from a very expensive girls' public school,
through grammar and comprehensive schools, to
secondary modern: the whole educational gamut, in
fact. Of the 36 respondents, 14 (39%) had been to
university and others had attended art school. My
sample is thus skewed towards people who had been in
higher education, although exactly how much is
unmeasurable because, once again, the total
'population' is unknown. In Part 1, I argue that, for
a number of reasons, both university and art school
education are a route into rock music-making for many
women, and I think it is likely, therefore, that my

sample is fairly representative.

9, Sexual Politics.

Having been in a feminist band, I tried to
interview women with different attitudes towards
sexual politics. I made sure that I interviewed non-
feminists as well as feminists. Once again, however,
it is difficult to neatly pigeon-hole people. Should
they be classified in terms of their own subjective

assessments, or in terms of some objectively-defined
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criteria? One is on dangerous territory: the ground is
strewn with epistemological problems. My approach was
similar to that which I used with regard to social
class. That 1is, I accepted the difficulties in
classifying people except in the most approximate
terms, and I also used a range of questions around the

theme in order to get the maximum information.

'Feminism' means different things to different
people. It also arouses strong emotional responses.
Furthermore, the meaning of the term has changed over
time and continues to change. Roughly speaking, of the
20 bands, 5 (14%) were explicitly feminist, and 3 of
these were 'radical feminist'. The rest were not
specifically feminist, but their attitudes varied
enormously, both within and between bands. For
example, a few women said they were "anti-feminist"
and others denied being feminist. Yet many outsiders
would, in fact, define these women as feminists in
terms of their attitudes. They wished to distance
themselves from what they perceived as a negative
label. In contrast, one woman strongly defined herself
as a feminist, and also defined her band as feminist
(in both theory and practice) even though all its

other members were men.
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10. Career Stage.

The career of the rock musician spans various
stages, and one aspect of choosing my sample was to
achieve representation across the career ladder. This
was essential because one of my aims was to build up a
picture of how women's careers worked over time. In my
sample experience ranged from women who had only
gigged a handful of times, to women who had been
gigging regularly every week for two decades. I
interviewed women in bands which had only just been
set up and, at the other extreme, professional bands

that were commercially successful.

A point of significance here is that the further
one moves along the career path the fewer women
musicians (and women's bands) there are. This, whilst
interesting in itself, meant that I had far fewer
women to choose from in the 'professional' category,
and very few indeed in the 'star' league. If a
relatively unknown band had refused to be interviewed
it would have been easy to get a replacement. (In
fact, interestingly, no band did refuse.) Not so at
higher career 1levels, however. It took more time
getting hold of well-known female musicians and bands,
and some women I had chosen to interview were
unobtainable or declined to take part. So, in a
sense, there was something special about my non-
respondents: fame and success. Women, in unknown bands
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were, on the whole, interested in my research and
often quite keen to participate. For some, being
interviewed was a unique experience and they were
pleased to have the opportunity to engage in '"band
talk" with an outsider and to discuss their
experiences and problems. For professional musicians,
however, interviews are taken for granted. Moreover,
my kind of interview was not likely to advance their
careers, or help with record sales, and thus of no
strategic value. Just getting hold of these women, as
they dashed from one foreign tour to another, was
something of a problem. This caused me a 1little
anxiety, as the pool of such women was very limited, I
was lucky that the two successful all-women bands I
approached were quite happy to take part. I had more
difficulty when it came to getting hold of individual
female musicians in high-profile mixed bands. Such
women have difficulty fitting in press interviews, let
alone talking for hours to an, unknown research
student. With women at the early or middle stages of
their careers, my own status as a rock musician helped
to establish the necessary rapport and interest to set
up an interview in the first place. With really
successful musicians, however, my status was

irrelevant.

There is also a definitional problem here. How does

one define '"successful"? Even "professional"™ is an
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ambiguous term. Roughly speaking, in terms of having
the band at the centre of their lives, and having no
other major money-making occupation, 8 (40%) of the
bands I interviewed were professional. Of these, 3
were fairly well-known, and 2 were very well-known and

could be said to be 'stars'.

In order to rectify the problems I faced regarding
representativeness, I would have had to interview a
lot more women, say 50. Given I was doing in~depth
interviews, I simply did not have the time to carry
out that many. This was a pity, as I thoroughly
enjoyed interviewing and found it difficult to stop
that particular stage of the research process. (Left
to my own devices I would probably have wandered off
into the distance with my tape-recorder, amassing vast
quantities of data which would never have reached the
transcription stage!) However, if I could do this
research again I would interview more black women, and
include a black all-women band. I think that this is

the main limitation in my sample.

INTERVIEWING

I did not have too much difficulty with the
interviews themselves. It was all relatively
straightforward (and immensely interesting.) I had a

distinct advantage in being both a rock musician and
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a woman. Any interviewer has to assume some kind of
identity or label: s/he cannot be neutral. One's
assumed identity affects one's access to the data,
both in terms of contacting people, and getting them
to be interviewed, and in terms of generating in-depth
answers to one's questions. I did not simply approach
people as a sociology student, but as a rock musician,
and that made all the difference. For me, the
(positive) musician label outweighed and offset the
(negative) 'sociologist'. My interviewees assumed that
I shared the same sort of interests and values as they
did. This led to a lack of suspicion or reserve, and

the creation of an immediate rapport.

What also helped, I believe, to create a situation
of trust, was that the interviews were confidential.
For there were a number of ethical problems to which I
had to give careful consideration. Some of the
material which interviewees were likely to give me was
of a sensitive nature. I therefore decided that all of
the interviewees would be kept anonymous. If I had not
done this some of the women would have given only
restrained answers. (I think this is why most of the
women I approached agreed to be interviewed.) This
meant that I acquired a far more valid account, I
believe, than I would otherwise have obtained. Indeed,

some women introduced their answers with telling
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comments such as, "Well, we always tell the press

...but the truth of the matter is..."

But this fairly standard procedure becomes somewhat
problematic. Because I am dealing with popular music,
some of the women I interviewed were famous and, given
the very small number of such well-known female rock
musicians, it becomes impossible to write about them
and keep it completely anonymous. So, although I have
not disclosed names, knowledgeable readers will have
little difficulty in working them out. There is not
much I can do about that. Moreaver, if I were ta rare
these famous women their comments would be lifted into
prominence just by virtue of their fame itself.
Anonymity thus helps to keep my respondents all equal

from the point of view of my research.

The circumstances in which the interviews took
place varied interestingly, particularly with the
mothers in my sample. Often the situation was not
ideal: tapes are punctuated with babies crying,
children interrupting, and so on. One interview took
place on a children's beach. Some were done backstage
at venues, just before gigs. A few interviews, begun
in the evening, carried on into the small hours. Many

took place in kitchens.

Regarding the all-women bands, I decided to

interview more than one member from each band. In this
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way I could get fuller information, and it also
furnished me with some corroboration of the factual
data. Apart from the interviews themselves, I listened
to the bands' records and tapes, and attended their

gigs (where I took notes and, sometimes, photographs).

Given the circumstances in which the interviews
took place, some of the tapes were not fully
comprehensible to anyone else, so I had to transcribe

them all myself.

Lastly, I must add that some women were keen to
'interview' me as well. I was happy to go along with
this at the end of the session. It felt right to me,
as a feminist, for it helped to undercut the power
relationship of interviewer-interviewee. The 'formal'
interview itself was defined by my tape-recorder being
on, However, once it was switched off most of my
interviewees wanted to carry on discussing the issues
and also to ask about my own experiences, why I was
doing the research, whether I would publish it, and so
on. Sometimes these discussion were so relevant that I
was for ever turning the tape recorder on and off.
Thus, in some ways it was difficult to say clearly
when the 'interview' ended. Furthermore, some women
rang me up days or even weeks later with extra things

to say or points they had forgotten to make. In this
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way my experience of doing interviews is strikingly

similar to that of Oakley (1981).

Women musicians cooperated in my research because
they believed in its goals and they wanted to provide
me with information. They sometimes made suggestions
as to other musicians I should interview, bands I
should listen to, etc. In return I wanted to make the
interview experience an enjoyable one for them. To do
interviews without some form of reciprocity, and to
limit one's interaction to the duration of the formal
interview, is to treat ones interviewees like objects.
An in-depth interview is a highly accelerated way of
getting to know someone. To then just disappear with
the data, never to be seen or heard of again, would be

like a one-night stand.

I think I was fairly successful in avoiding the
exploitation of my interviewees. I was gratified that
many women spontaneously said that they had enjoyed

their interviews, as with this comment:

Me: "Is there anything you want to say that I

haven't asked you?"

Vi: (laughs) "I shouldn't think so! Just that I
want to say that it's been very good talking because
you are who you are. Sometimes (in interviews) I feel
that I'm not getting connections. But it's been a real

joy = the connections have been there".
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CONSTRUCTING A MODEL

So far, then, in the research process, everything
was actually quite straightforward. The real problems
commenced when I had finished transcribing. For how

was I going to organise this superabundance of

empirical material?

Regarding the question of how individual women
become musicians, it is clear that the explanation is
inevitably multicausal. All I have done in this
research is put forward some suggestions of factors
(or paths) which I think deserve further exploration.
Others could develop specific hypotheses from these if
they so wished. Their present methodological status is

just as hints at further avenues for exploration.

For the analysis of how women musicians' careers
work, I followed, more or less, the same kind of
methodological approach as Becker (1963) and his
student Bennett (1980) and, broadly-speaking, modelled
my work on theirs. Specifically, I was not engaged in
testing a hypothesis. I read all the transcripts and
tried to construct a story that seemed to be
representative of a female career in rock music. This
was rather complex as I was looking at how bands
'work' at different stages of their 1life and,
simultaneously, at the careers of their individual

members. So my unit of analysis was not simply an
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individual woman. For example, in looking at a band
operating at the professional stage, one is, at the
same time, studying how professional womens' lives are
organised. What I was doing, then, was constructing an
'ideal-type', and I have used quotes from my
interviews in order to illustrate it. This seemed to
me to be a valid method. No one woman's career, or
band's career, has exactly followed the process which
I describe. Nevertheless, I believe that it is only
through such an ideal-typical model that their various

individual careers can be understood.

The question this immediately raises is whether it
is justifiable to construct such a model. Are there
significant similarities between all these various
individual careers, or are there such  Dbasic
differences that they outweigh the similarities? I
therefore looked out for differences between the women
(and between the bands) which might be more

significant than the things they had in common.

The first difference which I explored was that of
social class background. I found that there certainly
were significant differences along this dimension
(although one must bear in mind the problematic nature
of the concept class). For example, women from middle
class backgrounds were more likely to have had private
classical music lessons as children; they were more
likely to have been in higher education; they were
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less likely to be playing 'heavy rock'; they were more
likely to have had space to play in (a room of their
own) and financial resources. However, despite the
lack of finances, working class women often received
financial support from their parents when setting out
on their careers, and I think that this was just as

significant.

But, although such differences exist, they appeared
to be slight compared to the similarities. On the
whole, the story I tell is one which occurs in all
classes, and thus I feel justified in using it as an
'ideal-type'. And the same kind of thing can be said
about other variables such as region, type of
instrument played, age, and so on (although I did not
have enough black women in my sample to be able to

evaluate the significance of ethnic background).

One point which is methodologically interesting,
however, is that career stage was the one difference
which did stand out as really significant. For
example, because of the role of selective memory, and
of experience itself, there were huge differences in
terms of the way in which women musicians saw their
careers. The highly successful commercial musician
looks back on her early career without mentioning the
problems; she concentrates on the successes. She is,
anyway, far more interested in discussing her latest
record and her recent tour than her early strivings.
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When she does discuss her early career it is the first
successes which she remembers and describes. 1In
contrast, a woman starting out on her career mentions
all the problems. On the whole, the bigger the star
the less 1likely they are to talk about the
difficulties they have had in being a woman musician.
So, the view from the top is very different from that
at the bottom, and career stage was the one dimension
which T did find to be significant. But I feel that
this major difference can be explained in terms of the
model itself: not only are the opportunities,
constraints and pressures different at each career

stage, but so is the women's subjectivity.

Given the type of research I did, and my own
involvement as a musician, it could be argued that the
sort of conversations I had with women musicians ended
up focussing on issues which were of personal interest
to myself, rather than ones which would have
spontaneously occurred to my interviewees. Put another
way, how much was I directing these interchanges?
Clearly, all interviews are directed, no matter how
unstructured they are. Mine certainly were, for I was
following a formal interview schedule which I had
designed. No doubt somebody else doing these
interviews would have come up with a somewhat
different story, but this does not make my account any

the less valid.
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My interview schedule was based on participant
observation and I think that was a major advantage,
for it was more 1likely to be intelligible to my
interviewees. My band experience led me to see the
world in a closer way to other women musicians than if
I had never had that experience. The observer and the
interviewer can never be the same person as the
subject, but I believe I came as close as possible to
that state. Yet perception is inevitably selective and
all facts are 'chosen'. Also, an exact replica of my
research would be impossible, as the world of rock
bands, like all social worlds, is in a state of
constant change. 1Indeed, if I were to do such
interviews again I would probably change the schedule
and ask some different questions. (For example, in
1982 feminist musicians were very concerned about the
ideological '"correctness" of various kinds of
aesthetic options, such as wearing make-up on stage.
Now, the debate has moved on, and that particular

question has become less significant.)

Although the kind of research in which I was
engaged was not concerned with exact replicability, I
was aware of the way in which the process of data
collection could influence the results. Thus, although
I sometimes felt like omitting some of the questions
on my schedule, for reasons of time or because they

seemed inappropriate in a particular interview, I
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usually asked them anyway. One exception to this
occurred with J8. because I was interviewing her
primarily as a manager rather than as a musician. Two
other exceptions were El. and K3. who were successful
professional musicians, and I wished to ask them some
extra questions. As their time was limited I had to
sacrifice some of the more routine questions on my
schedule. For, the more successful the musician, the
more potential questions there are to ask and one is

forced to prioritise.

Finally, I wish to emphasise that this is a new
field of study, and my research has been, essentially,
pioneering. There were no pre-existing guidelines and
so the area covered has been quite broad. It is open
to others to explore this field in new ways, using
different methods. In terms of my career-stage model,
it is in the very nature of an 'ideal-type' that it
cannot be empirically tested, but only evaluated in
terms of 1its usefulness as an ordering concept. I
hope that others will find my ideal typical account a

useful analytical tool for their own research

purposes.

I think that many methods could be used to shed
light on the subject, from a number of different
angles. I simply chose a methodology that seemed
appropriate to produce the data I needed in order to
answer the particular questions which interested me.
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There is no reason to assume that my research allowed
a better account than that which other methods might
reveal. The point is, there are no other accounts as
yet. Furthermore, I do not believe that just one
methodology could apprehend the world of the female
rock musician in its totality; methodological
pluralism is essential. I can only hope that my work
will stimulate others to investigate this

underdeveloped terrain.

I also hope that, by illuminating the everyday
mechanisms whereby women are excluded, contained, and
controlled by both individual men and
institutionalized sexism, this study will be of some
practical value to women musicians and would-be

musicians in their ongoing struggles within the world

of rock.

WHY I DID NOT INTERVIEW MEN

As I have indicated, my interest lay primarily in
the field of rock and gender, rather than rock music
per se, and thus I chose to concentrate on women
musicians. However, it could be asked why I did not
interview the same number of male musicians in order
to make a comparison and bring out the differences.
That is, why did I not use a sample of male musicians

as a kind of control group?
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There are a number of reasons. Firstly, given I was

doing in-depth interviews, it would simply have taken

too long.

Secondly, when doing my literature survey, I
discovered plenty of material on male musicians,
albeit of a biographical and autobiographical nature,
and I felt that (despite the reservations I have
discussed earlier on in this chapter) I could use that
material as my 'control', without needing to do any
interviews myself. (It will be noted that I have
chosen to use books on the Beatles for the majority of
my illustrations. My reason for doing this is simply

that the Beatles are by far the best documented band.)

But my strongest argument is simply that the vast
majority of empirical sociology has been solely about
men. It has simply never occurred to most researchers
that they should study women. For example, no-one ever
asks why Becker (1963) did not include female
marijuana users or female jazz musicians in his,
respective, studies. Similarly, Stith-Bennett (1980)
did not study any female rock musicians and he hardly
gives women a mention. Yet no-one has criticized this.
I shall not apologize for presenting a study of solely
women musicians, for very little research time has
been invested in "a sociology of, or for, women as a

collectivity" (Oakley, 1986, p.210).
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Lastly, although this research is ostensibly about
women, there is ample data here on men, masculinity
and male domination. Indeed, this theme runs right
through my thesis just as it pervaded the interviews
themselves. For my enquiry has been about women in a
'male' world, and it is the very 'maleness' of that
world which has shown itself to be the major hurdle

facing women musicians.

OVERVIEW OF MY ARGUMENT

My thesis starts with a chapter substantiating the
absence of women from rock. After this I turn to
subcultural theory. As the main approach which has
specifically concerned itself with rock music and
youth, I hoped that it would shed 1light on the
questions which I had formulated. If youth subcultures
were a way into music-making for boys, then might they

not function in this way for girls too?

However, I discovered that, firstly, girls are
markedly absent from subcultural accounts. Secondly,
the youth groupings which subcultural theorists have
studied have been masculinist and have offered little
scope for female 'resistance' to ideological hegemony.
Thirdly, such subcultures have not been a breeding
ground for musicians, anyway. I conclude that the

subcultural approach sheds more 1light on the
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traditional sexism of sociologists than it does on why
the vast majority of girls do not (and a tiny minority

of girls do) get involved in rock music-making.

I next examine women's absence from rock music-
making in terms of the various constraints which
operate on women. For the sake of analysis I have
tried to separate 'internal’ and 'external’
constraints, but in concrete reality they are

inevitably intermingled in complex ways.

Lack of money, equipment, transport, time and
private space are examined as important external
constraints. Likewise, male domination of public space
and sexual harassment is discussed. I argue that
female leisure possibilities are further constrained
by the demands and prohibitions of parents, boyfriends
and husbands. Having looked at these general factors,
I then examine the particular restrictions operating
within rock music-making itself: how male musicians
monopolise rock music (instruments, playing styles,

etc.) and how rock itself is gendered as male.

My mnext chapter deals with the way in which
ideology (acting through the family, the
neighbourhood, the media, etc.) operates as a
constraint. I pay particular attention to the way in
which working class young women are 'policed' by their

own subcultures. I examine the power of the dual
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standard of morality and the ideology of romance,
operating within the 1limited material horizons of
working class women. But the preoccupation with
boyfriends and marriage acts as a powerful leisure
limitation for young women of all classes, and I

examine its effects on middle class women as well.

I next look at that space within the world of rock
which is seen as most appropriate for women: being a
fan. I analyse why women become fans and what it
entails. It becomes apparent that, for a young woman,
becoming a fan 1is partly a solution to the
ideological dilemmas and double-binds discussed in the
previous chapter. I then argue, on the basis of both
existing literature and my own research, that the more
a woman is involved as a fan the less likely she is to

become a musician herself.

In the following chapter I look specifically at the
rock industry and examine the (very narrow) range of
places which women occupy within it. I argue that the
male-domination of the industry, the sexism of its
'gatekeepers', and the masculinist culture of the
studio and 'the —road', operate as important
constraints on women musicians. I show how the spaces
reserved for women within the rock world are
predominantly 'service', rather than creative, roles.
I show how women's routine performance of domestic
labour enables male musicians the freedom to pursue
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their rock careers, whilst severely restricting
women's chances to do the same. I then begin to look
at those few women who do manage to become rock music-
makers. I show how they are moulded to fit the pre-
conceived ideas of the rock industry about gender-
appropriate categories. I assert that the pressures on
women performers are greater than those on men and

thus constitute yet another handicap.

The next chapter is radically different in that it
is solely about the exceptions: those women who,
despite all the obstacles, do become rock musicians. A
number of variables are put forward which, I suggest,
have helped these exceptional women overcome gender
constraints. These factors are conceptualised as
"escape routes" into rock music-making. They are:
musical families; being a tomboy; being a rebel;
classical music; an ‘'artistic'/'bohemian' identity;
unusual boyfriends and husbands; the punk period;
higher education; a supportive local music scene; a
strong local women's movement; feminism; lesbianism;

and role models.

In Part 2. I examine the careers of women musicians
and all-women bands. This section of my thesis is
based directly on my own fieldwork. It is organised in
terms of an ideal-type model of the stages of a female
band's career: joining, going public, and going
professional. I outline the major tasks, problems,
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conflicts, contradictions and opportunities which
women encounter at each career stage, and how they
typically deal with them. I discuss the 1learning
processes involved and the rich culture which bands
create. My analytic approach is basically
interactionist, but I do locate the interactional
microcosm of the band in terms of the wider world of
rock, for it exists in relation to that larger

context.

It is apparent that at each stage there are
differences between male and female bands. Compared to
male bands, there are a whole set of factors (both
material and ideological) which make it more difficult
for women's bands to come into existence and continue
along the career path. I argue that these factors have
the strongest effect in the early career stages. At
the professional stage there are fewer differences
between male and female careers. Yet, clearly,
conventional "success" requires that, compared to male
musicians, women make more sacrifices, especially in

terms of sexual relationships and motherhood.

Yet not all musicians conceive of '"success" in the
same terms. In my last chapter some alternative
notions of success and non-typical career patterns are

examined. In particular, I describe and assess the

- 66 -



various strategies developed by feminist musicians as

alternatives to the mainstream commercial path.

Notes

1. It is interesting that most of the sociologists who
have undertaken first-hand research have Dbeen
musicians themselves. (My own gravitation towards this
methodological approach stemmed directly from my
personal involvement in music-making.)

2. The ones I have tracked down and read included:
Baez (1970); Landau (1971); Albertson (1975); Mander
(1976); Bangs (1980); 0'Connor, (1981); O0'Day and Eels
(1983); McKenzie (1985); Turner (1986); Welch (1986);
Bego (1986); Fleischer (1987); Wilson (1988); Voller
(1988); and these included folk and blues artists.
Thomson (1982) has 1lots of glossy pictures of
contemporary female rock performers but only a
superficial text.

3. In contrast, the relative absence of women in fine
art has been much addressed:
"It is evident that the relative invisibility of
women in the history of the arts is the result of a
variety of exclusionary practices, changing from
one period to another, but always discriminating
against women" (Wolff, p.6. 1987).
In the visual arts (Parker and Pollock, 1981),
literature, and even embroidery (Parker, 1984) such
discrimination has been documented. Yet music remains
an area where empirical work establishing such social
practices has not been previously produced.

4. For example, Dobash and Dobash, 1979; McNeill,
1987; Kelly, 1987; Ramazanoglu, 1987; rhodes and
McNeill, 1985; Stanko, 1987; Hanmer and Saunders, 1983
and 1984; and Green, Hebron and Woodward, 1987.
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Chapter 2. The ABSENCE OF WOMEN IN ROCK

There have always been women vocalists. So, for
example, in the 1950s and early '60s there were quite
a few all-women vocal groups. However, both the brief
'skiffle' craze and then the more sustained 'beat'
music boom made purely vocal graoups passe; you had ta
be able to play your own (electric rock) instruments.
All over the country boys banded together to form
groups, but girls seem to have been left out. My own
research has uncovered several cases of girls' skiffle
and beat groups but there is a lack of instances
documented in the available 1literature for this
period. All the indications are that such groups were
exceedingly rare.l In the decades since there have
been more women playing electric instruments and,
indeed, all-women rock bands, but it is still the case

that men are the norm and women the exception.

This thesis takes as 1its starting point the

following assertions:

1. There are very few women involved in rock music.
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2. Those women who are 1in bands tend to be
vocalists rather than instrumentalists: women who play

electric rock instruments are rare.

What I am asserting here is taken for granted by rock
musicians. From the point of view of this thesis,

however, some substantiation is necessary.

First, I would cite my own experience. From 1978 to
1985 I played in local bands and was thus immersed in
the Oxford music scene. I gigged regularly, went to
other bands' gigs and socialised with local musicians
at pubs and parties. In 1978 I joined Oxford's first
all-women band. Initially, we had problems finding a
woman drummer. Later, when she left, we had difficulty
finding a replacement, so much so that we had to
recruit a young woman from London who, luckily for us,
was willing to move up to Oxford just to be in our
band. That indicates how rare women drummers were, and
still are.? Amongst the thousands of musicians in the

city there was only a scattering of women.

After the demise of this band I tried, in 1982, to
set up another, but I could not find enough women
musicians. Those few women who did play were already
in bands. In the end I joined a short-lived women's
band in Coventry, where, despite a lot of
advertisements, they had been unable to find a female

guitarist. This was Coventry's first all-women band.
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When this band folded I resorted, with regrets, to
setting up a mixed band in Oxford. I was able to find
a female keyboard player and a percussionist but there
simply were no guitarists, drummers or bass players
available. In contrast, it was relatively easy to

recruit male musicians.

This pattern was not unique to Oxford and Coventry.
With my first band I had travelled around the country
and performed hundreds of gigs, as far apart as
Brighton and Newcastle. In most places there were no
all-women bands at all. Indeed, one of the reasons
why our band had so many gigs was the sheer absence
of women's bands who could play danceable music at

all-women bops.

When I started this research, in 1981, non-
musicians were always telling me, "There didn't use to
be many women's bands, but today there are'". This
erroneous opinion was usually based merely on having
seen one or two women's bands on television. So I
decided, in 1982, to collect together a 1list of
women's bands in England. I did this via talking to
every woman musician I met on my travels and women in
the women's movement around the country.3 My total was
51 all-women bands: fewer than the number of male

bands in a small city. (See Appendix 1.)
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In 1985 I decided to scan the local music scene
again to see if there had been any changes. I went to
a succession of local gigs, talked to musicians, P.A.
engineers (who were in a good position to assess the
question) and organisers of local events. For example,
I interviewed the only woman on the organising
committee of 'Fun in the Parks', a council-funded
organisation which paid bands to play at open-air
venues on bank holidays. At the end of this exercise I

had only turned up 11 women who played instruments in

local rock bands.

As a check I asked the local branch organiser of
the Musicians Union, Roger Woodley, for the Oxford
membership figures. In 1985 there were 149 male and 35
women members. Thus 19% of the membership was female.
But he pointed out that of those 35, probably at

least 30 would be classical musicians.4

In March 1988, no longer playing local gigs, I
wondered if things had changed. I talked to Dave
Newton, the editor of Oxford's music paper 'Local

Support'. He said,

"I reckon there's probably one hundred regularly
gigging bands in Oxford, probably more if you take
in Abingdon and other places outside the city. And
if you included college bands there are probably
loads more. But probably no more than 10% of the
musicians are women and they're nearly all
vocalists. Less than half the bands have some
female in them and then it's usually one woman at
the most. And bands have 4 or 5 musicians in them".
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This would mean that in Oxford itself there are about
400 to 500 rock band members and, of these, only 40-50
are female. Thus, there are still probably only about

10 to 15 female instrumentalists in Oxford bands.

I also looked at 'Local Support' itself. It mainly
discussed male musicians. I counted the pictures. Only

2 out of 22 were of women. (9%).

But is Oxford typical? What of the national scene?
Unfortunately, there are very few secondary sources
available on this question, either in Britain or the
U.S.A., and an absence of national statistics.” Sara
Cohen (1988) found very few women musicians in
Liverpool. The percentage is, if anything, lower than
in Oxford. Ruth Finnegan (1989) found that in Milton
Keynes 1982-1983, out of 125 rock musicians only 8
were female (6%). To take another example, Leeds is a
bigger city than Oxford and therefore probably has
more rock bands. Yet, in the course of my own
research, I found in 1982 that it did not have a
single all-women band. I have already stated that I
could only find 51 all-women bands in England in 1982,
Thus I do not think that Oxford is in any way unusual

in this respect.

As indicated above, in 1985 197 of Oxford Musicians
Union members were female. For a comparison I obtained

the national 1984 membership returns from the M.U.
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There were 34,082 male members and 5,518 female
members. Thus 147 of the total national membership was

female. Again, this would imply that Oxford is fairly

typical.

Another way of substantiating the relative absence
of women from rock bands is to do a media survey. I
undertook this for one week, commencing Thursday 2nd.
April.6 I watched the music programmes on television,
listened to a cross-section of Radio 1 programmes, and
read the weekly and monthly music magazines. I also
read other magazines which contained a fair proportion

of music coverage. (See Appendix 2 for full list.)

When looking at the national media, one can discern
a number of separate, though overlapping, worlds of
popular music. Firstly, there is the world of rock.
This is represented in the album charts, the "serious"
music magazines (New Musical Express, etc.) and also
in the specialist magazines catering for musicians and
recording engineers, such as 'Guitarist' and 'Guitar
World'. The local rock band scene, such as I have
discussed above, is part of this world. So is the
audience for evening Radio 1 programmes, in particular
those by John Peel and Andy Kershaw. This is a
predominantly male world and is perceived as "harder"
than the wider world of pop. The readers of Melody

Maker, N.M.E. and Sounds are two-thirds male, whilst
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the audience for John Peel's radio show is 907 male.

(Frith and McRobbie. 1978) The audience is also older.

Secondly, there is the younger world of 'pop': the
singles chart, daytime radio, television programmes
like 'Top of the Pops', and music magazines such as

'Smash Hits' and 'Number One'.

Thirdly, there are a number of much smaller

specialist worlds focussing on a particular genre of
music, such as 'soul' and 'heavy metal'.

In gathering this data I was interested in two

rather different things:

(a) the empirical issue of the number of women

involved in commercial popular music;

(b) the ideological issue of the imagery of musicians
(ie. the invisibility of those few women who are
involved, which 1leads to the lack of female role

models for would-be women musicians).

THE ROCK WORLD

The world of rock, as defined above, seems to be
about 90% male. For instance, on John Peel's radio
show only 117 of the musicians were female. Of these,
half were vocalists. On Simon Mayo's programme 10% of
the musicians were female (mainly vocalists). Andy

Kershaw's programme produced the lowest figure: only
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4% of the musicians were female and all of them were
singers. There was not a single female instrumentalist

on the entire 2 hour show.

In the '"serious" music magazines the amount of
space allocated to female performers is similar to the
evening radio programmes. In the Melody Maker only 157%
of the pictures were of women: 287 of the pictures in
the main text, but only 1% of the advertising
pictures. In the main and subsidiary articles women

got about 157 of the coverage.

In the New Musical Express 207% of the pictures in
the text were of women and 137 of the advertisements.

Women were allocated 477% of the coverage in the main

articles.

In Sounds 97 of the pictures in the text were of
women, and 187% of those in the adverts. The six main

features were about male musicians.

In the Record Mirror women were represented in only
9% of the main feature articles and 8% of the

pictures.

Q Magazine had six main features on men, one on a
mixed band and only one on a woman. On the other hand,
that woman, Tina Turner, was allocated eight pages,
that is more than double the amount given to anyone
else. In the text 177 of the pictures were of women

and 97 in the advertisements. Q has a long album
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review section. In April's issue 67 albums were
reviewed. Of these, 30 were put out by all-male bands,
20 by male solo performers, but only 7 by female

soloists.

The Face was mostly concerned with male performers

and most of the records reviewed were by men.

In Sky the same pattern occurs. Of the 14 records
reviewed only 3 had any women performing. In a major
feature article on Prefab Sprout there was only one
sentence from Wendy Smith, the female quarter of the
band. The vast majority of the records reviewed were

male,

Similarly, apart from a one-page article on Joyce
Simms, the articles in i-D were almost exclusively

about male musicians.

Lastly, Underground, a magazine about alternative
music, also had less than 157 of its picture coverage
devoted to women, a percentage which approximately

reflected the text.

I analysed the Top 40 albums for the week in
question. (See Appendix 3.) Of these, 6 were by
"various artists" (mainly male). Of the 34 remaining,
6 were solo albums by women performers, 6 records were
by bands which included at least one woman, and the
rest were all by men. In all, there were only 12 women

involved in the Top 40 records (157 of the total
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number of musicians and vocalists involved). 1In
contrast, there were 9 solo albums by men and 58 men
playing in bands. Of the total of 79 performers, there

were less than 5 women instrumentalists.

Another interesting point is that if you take the
solo albums, most if not all the session musicians
providing the instrumental "backing' are men, whilst
backing vocalists are women. I shall take two examples
to illustrate this. The Rick Astley solo album credits
5 male session instrumentalists and 4 female backing
vocalists. The Tiffany album credits 8 male session
players. Also, male solo artists are much more likely

to be producing their own albums than are women.

Lastly, in this survey of the rock world, I turned
to the specialist magazines bought by musicians
themselves. As might be expected, these are directed
overwhelmingly towards male consumption. The articles
tend to be more about equipment than musicians, but
star performers are used to test equipment and to talk
about their technique and playing styles. They are

also notably used to sell products by "association.

In Guitarist I was surprised to see 2 feature
articles on women musicians. The other 6 articles were
on men. This was the exception amongst these trade
magazines. In terms of picture coverage, women were

allocated 17% of the total. But one picture was of a
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non-musician and the others were of the same 3
female guitarists. Of the advertisement illustrations,
only 47 were female, and one of these was a cartoon of

a traffic warden.

In Guitar World there were 7 pictures of women in
the text and 66 of men. Thus women represented 107 of
the total. The adverts broke down into exactly the
same percentage. In the 8 pictures of women only 4
were playing what are generally thought of as rock
instruments, for 2 women were playing the flute and 2
the violin. Another interesting point is that in some
of the adverts the guitar is very clearly being used

as a phallic symbol.

In International Musician and Recording World 177%
of the pictures in the text were of women and 137 of
those in the advertisements. (This includes a cellist
and the traffic warden cartoon again.) Inside this
issue 1is a 32-page glossy advertising feature. In it
there 1is a 2-page article on the band Swing Out
Sister, composed of two men and one woman. The men's
feelings about the equipment are discussed at length,
but Corinne Drewery is merely given a passing mention.
One would get the impression that she, as a female
singer, is not interested in the musical equipment at
all. If you add up all the pictures of musicians

actually playing or holding musical equipment, whether
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in the text or the ads, it comes to 51. Of these less

than 107 are of women.,

Music Technology is similar to International
Musician. Only 187 of the pictures are of women, and
if you take out those pictures where women are used
for merely decorative purposes (gazing admiringly at

men) then the figure is reduced to 9%.

When we turn to Rhythm, aptly subtitled Brothers in
Arms, we find a near total absence of women, which, I
believe, reflects the rarity of female drummers and
the way in which drumming is seen as a very masculine
activity. In the text there are 31 pictures of men but
not one of a woman, and women account for only 1.6%
of the advertising pictures. Most of the ads use
famous drummers as their means of selling equipment.
For example, the Zildjian cymbal advertisement
features 6 well-known (male) drummers. The following
page has the faces of 15 famous (male) drummers
advertising another brand of cymbal. The centrefold
spread is yet another cymbal advert and shows 10
(male) drummers amongst their kit. Similarly, the

feature articles are all on male drummers.

Finally, Home and Studio Recording, '"the magazine
for the recording musician", has no pictures of women
at all in the text, and only two in the adverts (who

do not seem to be musicians anyway). There are 3
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articles on male producers and none on women.
Interestingly, one of the articles quotes the
following comment from a recording studio: "In this

country I know two female sound engineers".

One other thing which is similar in all these
'craft' magazines is that nearly all the contributions

to the letters page come from men.

THE POP WORLD

When we turn to the broader world of 'pop' the
picture is a little different. There are more women
performers written about and pictured in the
magazines. Compared to albums, a higher proportion of
records in the singles chart are by women. Likewise,
more records by women are played on daytime radio.
However, what stands out clearly is that the majority
of singles are still recorded by men; that most of the
women performers in the singles charts are vocalists;
and that the percentage of women playing instruments

remains very low.

I listened to the Radio I Chart 40 on Easter
Sunday, 1988. (See Appendix 4.) Overall, about 25% of
the musicians involved in these records were women.
This was a very good week to be doing this survey as
there was, in fact, a higher than usual proportion of

female performers in the charts. There were twice as
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many female solo performers as men: 5 men and 13
women. Indeed, this point was being made much of in
the music press. The Record Mirror pointed out that 13
records by female soloists in the Top 40 was the
highest figure ever recorded in the singles chart and
adds, "They are less numerous in the remainder of the
chart but take a creditable 17 of the top 75 places."
However, as that paper goes on to point out, only one
of the women in the entire top 100 singles chart is a
British singer (Hazel Dean); it is American vocalists
who hold the field. "Given that 50% of the chart is
made up of British acts this week, it's staggering

that our own women do so badly".

I would also add that the vast majority of the
women involved in any way in the chart were vocalists.
In the Top 40, of 27 women only 4 or 5 were playing

instruments.

The same sort of pattern is discernible in daytime
radio play. I listened to Chartbusters, in which Bruno
Brookes picks out what he considers to be future hits.
Less than 157 of the musicians and vocalists on these
records were women. Again, the majority of this group
were singers. Steve Wright's afternoon spot mainly
featured solo performers. Only 22% of the total were
female, the majority being vocalists. Simon Bates
played both contemporary records and hits from 1978
and 1983 on his daytime programme. The figure here was
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287% women. Gary Davies' programme rendered 20%, again
mainly vocalists. Whereas, Singled Out, on Good

Friday, had 257 women performers.

Turning to television, one can see a similar
pattern., It is worth pointing out that although women
performers are typically singers there are often more
male vocalists in total in particular programmes. For
example, on Top of the Pops (March 31st.) there were 4
women and 6 men doing lead vocals. There were also 2
women backing vocalists. Regarding instruments, there
were 4 static pictures of men with instruments
(guitars) but none of women. You saw 16 men actually
playing instruments on the programme (either live or
on video). In stark contrast, there was not a single
woman to be seen playing an instrument, or even
holding one. Any young women watching the programme
would be learning that playing instruments is a male

occupation.

I then watched the Chart Show (Friday 1st. April).
There were 19 female vocalists and 23 male vocalists.
There were 39 men playing instruments, but a mere 5
women. In Roxy the Network Show you could see equal
numbers of male and female vocalists. Once again,
though, the difference was sharp for instrumentalists:

13 men and not a single woman.
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On America's Top 10 you could see 13 male vocalists
and 11 female, 19 male instrumentalists and only one
female. (She was merely tinkering briefly with an
acoustic piano.) On Europe's Top Ten you saw 3 male
vocalists and 4 female, 4 male instrumentalists and no
women. On Meltdown there was just one band, composed
of a male lead vocalist, 2 women backing singers and 4

men playing instruments.

These last three programmes were also on April 1st.
On that one evening, then, I had seen 99 men playing
instruments but only 6 women (6%). (The latter were
mainly in the Communards, a band which explicitly
tries to break down gender stereotypes of this kind.)
There were also more male vocalists than female (44

compared to 38).

On Easter Sunday there was a Tube programme which
was originally shown in 1983. Of the 48 performers,
only 11 (23%) were female. Of those, 82% were only
seen singing. Of the 30 people seen playing
instruments, only 2 (6%) were female, and one of these

was playing an acoustic instrument.

Daytime Live, on Tuesday 5th. April, included some
live music: 2 men and 3 women were seen singing, 5 men
and, yet again, no women playing instruments. On

Daytime Live on the Thursday, two days later, there
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was only one band: one male lead vocalist, 4 male

instrumentalists and one female backing vocalist.

The last Roxy programme was screened on Tuesday the
5th. You saw 4 women singing and 4 men singing. The 12
instrumentalists were men. Once again, no women were

playing at all.

So, in watching one week's worth of popular music
on T.V. the viewer would have seen 58 female and 64
male lead vocalists, 148 males playing instruments but
only 8 women, 2 men doing backing vocals and 16 women.
Overall, women represented 267% of all T.V. performers,
a figure very much in 1line with day~time radio

programmes. What these statistics show is that,

(a) there are far fewer women than men, overall, in

the world of pop,

(b) there is a place for women in electric music

but that place is limited to vocals,

(c) despite this, more men do lead vocals than

women,

(d) the playing of instruments in popular music is

overwhelmingly dominated by men,
(e) this is particularly true of rock instruments.

(0f the 8 women instrumentalists seen on T.V. in this

one week, some played acoustic stringed instruments),
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(f) backing vocalist is a female role. The 2 men
doing backing vocals were actually musicians from
other bands, brought in temporarily to back a highly
prestigious female singer (Tina Turner). This male
absence is in line with the way in which the role of
backing vocalist has been seen as 1lightweight, mere
icing on the cake. Someone says, 'Oh, I'm just a
backing vocalist' like they might say, 'I'm just a
housewife'. Men who sing backing vocals tend to be
instrumentalists as well. Women sometimes play
percussion, but there is a tradition of female backing
vocalist being a 'glamour' role; women add sex-appeal

to a performance, by their clothes and by dancing.

I next looked at the music magazines aimed at this
pop end of the market. As the main consumers of these
magazines are young girls, the preponderance of
pictures of male musicians only partly reflects the
dominance of men within the music; it also testifies
to the use of these pictures as pin-ups. Musicians are

presented as idols. The music itself is not discussed.

'Number One' clearly reflects the singles charts.
The majority of space is devoted to male performers.
The front and back covers sport male pin-ups, and
there is also a free badge picturing 4 male musicians,
The men are presented as heart-throbs. In the Lola
gossip column only 5 female performers are discussed,
One is shown in a highly unflattering position and, of
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another, Lola says, "pity she didn't ask for a decent
singing voice". A third is presented merely in terms
of being the ardent fan of another (male) performer. A
fourth is offered a "trowel" for her make-up. In sum,
the column is highly bitchy about women performers. As
in other magazines of this type, the musicians are not
seen playing their instruments, and the music itself
is not discussed; the focus is on the performers as

stars and personalities.

Smash Hits is similar. Front and back covers have
male pin-ups. Free stickers are enclosed (6 men and
one woman.) The coverage is mainly about male stars.
Most of the glossy pictures are of men. I also
purchased the 'Smash Hits Collection 1987: An A to Z
of Pop'. This featured 42 women and no less than 300

men, making women a mere 127 of the coverage.

Number One Summer Special had 8 men on the cover
and 3 women. There were 16 feature articles on male
stars, discussing 28 men in all, and only 5 features

on women, discussing just 6 women (all singers).

Lastly, I looked at girls' and women's magazines.
Jackie magazine's music coverage was overwhelmingly
about men. There were only 8 women mentioned (all
singers). In Look Now, 13% of the coverage was about
women. Over 21 mentioned no women at all, compared to

11 men. Just 17 was nearly all about male performers;

- 86 ~



just 3 women were mentioned (all vocalists). Girl,
similarly, was nearly exclusively about males. The
Mizz Special gave 277 coverage to women, and My Guy
Holiday Special only 5%. Blue Jeans Spring and Summer
Special was practically all about men. The women
performers pictured and discussed in these magazines
comprised just the same short 1list of (mainly
American) vocalists time and time again: Tiffany,

Madonna, Shanice Wilson, Sinitta, Carol Decker, etc.

My third selection of magazines relates to the
specialist musical genres. In Blues and Soul (and
Black Music and Jazz Review), women were represented
in 25% of the pictures in both the text and the
advertisements. About the same percentage of main
feature articles was devoted to women. So, clearly,
there is a higher representation of women here than in
the world of rock, but about the same as in pop. Like
the latter world, the women concerned are

predominantly vocalists.

In Echoes, a magazines for soul enthusiasts, 19% of
the pictures in the text were of women and 15% of the
pictures in the adverts. Roughly 157 of the articles
were about women performers, 8% of the singles

reviews, and 127 of the albums.

In International Country Music News, women were in

137 of the pictures in the text and 20% in the
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advertisements. I estimate that women were allocated

no more than 257 of the text.

Lastly, I looked at the heavy metal magazine Solid
Rock. In this, as I expected, women were notable by
their absence. There were 232 pictures of male
musicians in the text, but only 4 of women (1.7%) and
in the adverts the pictures were exclusively of males.
The text was, I estimate, 997 about male musicians,
which is probably the same as the readership of this

magazine. A couple of comments caught my roving eye:

"Our stage is like walking into a rock'n'roll strip
club...This tour is the hugest rock'n'roll orgy in
the history of the world".

"Our new... symbol is a bent over blonde stripper
in garters. That's what Motley Crew are all about".

Apart from looking at the radio, television, music
papers and magazines for one week, I also looked at a
couple of encyclopaedias as a further check on the
proportional representation of women. I reasoned that
the picture coverage was similar to the text and that,
if there was any difference, it would be women being
photographed more than discussed. Thus, counting the
pictures of women might lead to an overestimate of
the coverage of women in the text, but not an
underestimate. In '25 Years of Rock' by Tobler and
Frame (1980), only 123 pictures were of women: 10%.
Exactly the same percentage pertained to the pictures

in 'The Rolling Stone Rock Almanac' (1984).
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In conclusion, one can see that women are under-
represented throughout popular music and in certain
genre's, like heavy metal, women are practically non-
existent, either as instrumentalists or vocalists.
(Although women are frequently visible as decoration

on album sleeves.)

At the rock end of the spectrum women's presence
is, I estimate, about 107%. The majority of these women
are vocalists, The proportion which women make up in
the instrument-playing part of the rock world must be
5% at the very most. Likewise the rock audience is
disproportionately male, in terws af bath the audiexnce
for rock programmes and the consumers of the more
serious music papers. Rock, then, is a male musical

form; women performers are rare.

At the pop end of the spectrum, the world of
daytime radio, of televised music, 1lightweight pop
magazines, and the singles chart, women are there in
greater strength. But they are still a minority (about
25% of all performers). The majority of these women
are vocalists. They are also young. It 1is quite
notable at the moment that such female performers,
like, for example, Tiffany and Debbie Gibson, are
the object of much scorn in the music papers and have
been the butt of endless jokes, for example this week
on Friday Live (15.4.88.). They, and the young girls
who ©buy their records, have been denigrated as
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"bubblegum rock" and '"teeny-bop fodder". This is not
to say that no men fall into this category, Rick
Astley is a good current example, but most male
performers do not, whereas most females do. To be
"laddish", like Status Quo is to be admired, whereas
to be 'girly" is to be seen as silly, scatter-brained,
"bubbly", and stupid. Such female performers are more
likely to be viewed as "puppets" for male producers
like Stock, Aitken and Waterman. Female vocalists are
pushed by the music press into this narrow, feminine
category. Presented thus, they are perceived as no
threat to the male musical club. But it is not only
the press that do this; record companies and producers

also tend to package women in this way.

It is very rare that a woman is discussed as a
musician in her own right, in terms of playing an
instrument, composing, arranging, etc. Musicianship is
not discussed at all in girls' magazines or in the
light-weight music publications. It is covered more in
Melody Maker, N.M.E. and Sounds, but rarely are women
interviewed or analysed in these terms. This reflects
the way in which the press generally treats women (ie.
trivialises them, and deals with them solely in terms
of their physical attractiveness) Women are simply not
taken seriously as musicians. They are not expected to
be able to play an instrument and, if they do, we, the

readers, do not hear about it. Thus this knowledge is
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denied to young women, growing up and looking for
role-models. Meanwhile, singing is rarely discussed as
a musical skill which has to be learnt over time;
female vocalists are not interviewed on how they

learnt their technique.

In conclusion, I have shown that women are in a
minority within all the various worlds of electric
popular music. The one space they do inhabit in any
number is that of vocalist, but even here they are
outnumbered by men. But it is when we look at the
playing of instruments that women's absence is most
notable. Moreover, this is an established pattern; it
was the case in the 1950s and it is still the case
today. This lack of women, however, is taken-for=-
granted and rarely commented upon, let alone examined.
In the ensuing chapters I shall address the question:

'Why are there so few women in popular music?

Notes

1. Note the absence of women in Liverpool beat bands

in the book by S.Leigh and P.Frame 'Let's Go Down the
Cavern'. Vermilion.(1984)

2. Other women's bands told me of their problems in
finding women drummers. Some resorted to getting a
male drummer. In the early 1980s a number of London
bands were all-female except for the drummer. In the
Coventry women's band which I joined we could not
find a bass player, despite widespread advertising, so
we simply played without one. Similarly, a London rock
band told me,
(S4): "We were looking for bass players...and we
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just couldn't find any good bass players around.
There was just none. We advertised and everything.
We just couldn't find anyone who was good enough.
So I said, 'Why don't I play bass and we'll look
for a guitarist' and they said, 'Yeah, 0.K.' But
then we looked for a rhythm guitarist and we
didn't (find one). Then we decided to stay a
3-piece".
When a famous all-women band advertised nationally for
a female drummer they only had 4 applicants. When
another band, of established women performers,
advertised for a bass player, likewise they only had 4
applications. A similar male band would have had
scores of men applying. Indeed, female bands have
told me that men often apply to their adverts, even
when 'women-only' is clearly specified.

3. I do not claim that this list was exhaustive. It
only pertained to England. Also, the nature of bands
is such that by the time you think you might have the
definitive list, half of the bands you first wrote
down have broken up. This banding together, disbanding
and reforming in altered combinations is common to all
bands, whether male of female. Sometimes a seemingly
new band is actually composed of nearly all the same
members as another band which has folded. Furthermore,
some of the women were in two, three or four bands.

4. The problem with the M.U. figures is precisely that
they include all musicians who belong to the union,
and most of these are in the 'classical' world. Also,
the M.U. 1is for professional musicians and most
musicians in rock bands are amateurs or semi-
professional. The majority of local rock bands simply
cannot get M.U., rates. Lastly, in Oxford there are a
large number of college bands, composed of students
playing just for fun. These would not be part of the
M.U., either.

5. In the U.K. there is only 'Signed Sealed and
Delivered' by Sue Steward and Sheryl Garratt (1984),
and 'Jazzwomen: 1900 to the present' by Sally
Placksin. In the U.S.A. there is just 'Stormy Weather'
by Linda Dahl. Placksin and Dahl write only about jazz
musicians, and none of these sources has statistical
data. The absence of women musicians in popular music
is assumed rather than demonstrated, which is why I
felt I needed to do this instant statistical survey.

6. I chose to start the week on a Thursday, as that is

when the three main music papers come out: Melody
Maker, Sounds and the New Musical Express.
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Chapter 3. SUBCULTURAL THEORIES.

Virtually all the writing and explanations of the
relationship between youth and music-making, in
British sociology, has been by subcultural theorists.
This is why I have chosen subcultural theory as my
starting point. Subcultures have seemed a fruitful
area of exploration because, like rock music, they are
to do with being young. They have been posited as the
typical way in which young people have been able to

escape from the ideological pressures surrounding

them.

"In the mid-1970s, a group of Marxist sociologists
based at the Centre for Contemporary Cultural
Studies at Birmingham University published studies
of the various British youth groups of the previous
two decades. By adapting the notion of
'subculture' developed in deviancy theory, these
authors provided an image of the Ted, Mod and
Rocker not as delinquents or victims of capitalist
society but as various sorts of unconscious
working-class resistors to the system. The argument
gave a special value to the style of these youth
subcultures which then suffered from the effects of
a 'commercial defusing...in order to make it widely
marketable'". (Laing. 1985. p.107.)

Rock music is integrally linked with youth style,

thus subcultures have been seen as the link between
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rock music and youth, and, as Chambers 1982) has

pointed out,

"While it has not been the intention of
subcultural accounts to privilege analytically the
specific cultural domain of pop music, it remains
the case that they have had a profound influence on
discussion of British pop music".

Clearly, peer groups are an agent of socialization
(and this is something I intend to discuss later), but
subculturalists argue that they can also be a crucial
source of opposition to cultural hegemony. Subcultural
theorists have examined the way in which certain
groups of young people have engaged in 'movements' of
cultural resistance. This has then been related to

music.

You would expect subcultural theory to prove
helpful in explaining women's absence from rock music,
because the approach focusses on how young people can
formulate their own subcultures of resistance; young
women could thus engage 1is resisting femininity.
However, the subcultural approach does not shed any
light on this question. Why is this? It is either

that,

(a) women are in subcultural groupings but have
been ignored by commentators (the press, sociologists,

etc.)

(b) young women have simply not been involved in

such subcultures at all,
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or (c¢) women have been involved, but only in limited
and supportive roles, and therefore, for them, such
subcultures do not provide much in the way of
resistance at all and certainly not to the ideology of

femininity.

I wish to argue that subcultural theory cannot
provide an explanation for women's absence from rock

music-making for a number of reasons.

Firstly, subcultural theory has been imbued with
sexist assumptions. Women have been viewed as
unimportant, and thus ignored both theoretically and
empirically. They were notably absent from all the
American and British classical ethnographic studies of
deviant subcultures. This is not that surprising, as
women were largely absent from all sociology up to,
and including, the 1960s. What is striking is that
when the new wave of British, subcultural theory
developed in the 1970s, women were left out again.
(One reason for this persistent masculinism might be
simply that all the research has been carried out by
men.) Stan Cohen's study (1972) of the mods can be
seen as an empirical 1link between the old and new
schools of subculturalism, and I would like to take
this as an illustration of the inherent sexism of the

subculturalists' approach.
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Cohen spent a great deal of time doing participant
observation in order to construct one of the first
British naturalistic accounts of subcultural activity.
There were probably more girls involved in the mod
subculture than in any previous youth subcultural
grouping. We can see that from Cohen's own book, for
they are numerous in the photographs. Yet Cohen leaves
them out of his account. In a book of 200 pages he
only mentions girls in passing. It is, then, with
great surprise that we read on page 186 that, "in many
ways Mod was a more female than a male phenomenon",
and "at Bank Holiday weekends the fifteen-year-old Mod
girl...was always the dominant sight'". Why does Cohen
discuss girls so little? Is it because they were just
literally "a sight", perceived as visual objects
rather than as actors in the unfolding drama? It is
quite clear that Cohen is seeing women from the male-
as-actor point of view. Girls were relegated to the
status of stage props. Cohen is very critical of the
news accounts which were 'manufactured' by the press
and accuses the latter of "selective misperception".
Yet was not Cohen's own observation and account at the
mercy of selective perception? The media, police and
courts saw female mods not as "folk devils" but as
"silly little girls". But Cohen too viewed the boys

alone as important. Young women did not fit easily
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into pre-existing images of delinquency, so they were

left out of the account.

McRobbie and Garber (1976) make the same point,
using Fyvel (1963) and Willis (1972) to show the
entrenched sexism of all subcultural theory: either
girls are not mentioned at all or they are trivialised
in a dismissive way. They ask, is it because all the
researchers have themselves been male, or is it
because they happened to have been focussing on boys
and therefore absorbed their perspective? This begs
the question why were they only studying boys in the
first place, and I think the answer 1is that the
origins of the subcultural approach were in the social

policy fuelled subject area of male delinquency.

Secondly, women have been left out of the picture
because the focus has been on "the streets". Again, I
think the reason is partly historical. Delinquency has
been seen as a visible problem of public space: the
threat posed by working class male youth in town
centres, etc. Crime and anti-social behaviour within
the home (like incest and violence) has, until
recently, been neglected. It has been hidden and
difficult to get at, and it has not been perceived as
a threat to social order in the way that routine male

delinquency has. The Marxist subcultural approach of
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the 1970s also saw all the important action as being

out on the streets.

As Frith (1983) has pointed out, "the streets" have
always had negative associations for women. Obviously
women use the streets; they go shopping, push prams
along them, etc. But "the streets" also connotes
prostitution, as in 'streetwalker'. In both a literal
and a metaphorical sense the streets can be seen as a
male world. As I have already discussed in the
previous chapter, women are physically at risk from
male attacks in public places, whether literally in

the streets or in pubs, dance halls, etc.

The 1970s subcultural approach argued that working
class subcultures mark out ‘'territory' in local
neighbourhoods to claim as their own, as a way of
"negotiating their collective existence". I would
argue that when they are doing this they are not just
saying, "This patch belongs to skins'", but also, "This
area belongs to males". It is argued that each
subculture represents a different ‘'solution' to
collective problems which are faced (the ‘'class
problematic' of the particular strata from which they
are drawn.) But, it seems to me, that each one is a
'masculine' solution to a masculine problem: the

erosion of space (both physical and cultural) for the
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working class male. Thus youth subcultures are

essentially male (and not female) defensive measures.,

If subcultural theorists had looked at all at the
domestic realm, however, it would have been impossible
to avoid discussing women. We are told nothing about
what Teds, Mods, etc. do at home or their
relationships with their families. We know nothing
about their sexual relationships. It is as if these
other areas of their lives simply do not exist. Hall
and his colleagues (1976) show how youth subcultures
are related to class relations and the occupational
division of labour. However, they do not show how
these subcultures are related to gender and to the
sexual division of labour. They say that subcultures
offer a collective solution to problems generated in
the work situation. The family, however, is ignored.
The home and domeétic life remain unexplored. There is
no discussion of 'negotiation' there regarding space,
values and behaviour. McRobbie (1980) argued that
subcultural writers reflected the way in which
sociologists in general, until the impact of 1970s
feminism, have ignored the whole realm of the personal
and the private. She argued that the male researchers
had absorbed the New Left and countercultural values
of the period and romantically overidentified with
their (male) research subjects in their symbolic

flight from the clutches of the family and
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domestification. This flight was at the expense of

women. 1

Thirdly, the theory 1is only concerned with
resistance to class relations, It ignores resistance
to gender stereotyping and the construction of sexual
identity. It 1is wunable to make sense of gender
relations. It may be true, as the subculturalists
argue, that post-war British youth subcultures have,
through their construction of style, represented a
form of opposition to bourgeois hegemony. But this
opposition has been very limited, for it has wnot
tackled the hegemonic ideology of gender. Indeed, I
would argue that these youth formations have actually
worked in the opposite direction and reinforced gender
ideology. They have functioned as peer groups,
socialising their members into dominant male ideology.
In that way they.are just one aspect of the wider
socialization pattern which may be described as 'male

bonding'.

I think that this is a suitable point at which to
discuss the subcultures themselves in a bit more
detail in order to substantiate my assertion that, on
the whole, working class youth subcultural formations
have, from the point of view of gender, been not

oppositional but reactionary.
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TEDS

Girls are entirely absent from Jefferson's attempt to
'decode' the Ted style (Hall and Jefferson 1976),
which he explains as a cultural response to the
erosion of physical and cultural space in a working
class inner=-city environment. But Jefferson only looks
at male style, and analyses it in terms of a male
response. Female Ted style 1is not observed or
explained. No equivalent female reaction is analysed;

the question is simply not raised.

Yet we know that female Teds did exist, so why were
they ignored? The reason might be that girls were
excluded from the central activities of Ted subculture
(fighting, hanging around the streets, etc.), and

because of its deeply masculinist core values.

Jefferson argued that the Teds were reaffirming
traditional working class values. If so, this would
help to explain women's ‘'invisibility'. For in
traditional working class culture a woman's place is
in the home, and with other women in a relatively
sexually-segregated world of domesticity.2 Men
dominated the public realm of pubs, working men's
clubs, and football matches. Women could be Teds, but
not on equal terms in public areas. No such
restrictions limited their activities at home. Young

women could be Teds in their bedrooms, playing
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rock'n'roll records, practising jiving with their
girlfriends and perfecting their bee-hive hairstyles.
Ted girls' image, though deviant, was highly feminine:
tight waisted dresses, which emphasised the female

form, high heels which limited mobility, etc.

So it is not the case that girls could not become
Teds but, rather, that they could not be part of the
subculture on the same terms as men; for the
subculture was male-dominated and masculinist in its

values and concerns.

ROCKERS/BIKERS

Once more, girls have been 1largely ignored 1in
written accounts of this 1long-lived and highly-
differentiated subculture. As with Teds, women have
been excluded from this subculture's central activity
- bike riding - and they are denied membership on the
ideological plane: biker culture is a brotherhood. Few
women ride their own bikes. Their place is on the
pillion, riding behind their boyfriends. On the long
'run', the bikers' most celebrated activity, girls are
often left behind completely. In Willis's (1978) study
female bikers were usually accompanied by men, spoke
much less than men and, although there was a very
small group of unattached women, '"they were allowed no

real dignity of identity by the men'". As McRobbie and
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Garber (1976) have argued, when pictures of biker
girls first emerged in magazines they seemed to
represent a new, bold, aggressive form of female
sexuality, but this appearance hid and mystified the
reality of sexual subordination. Bikers treat women
primarily as sex objects, as "birds" to be "pulled",

and as property belonging to individual men. (See

Harris, 1985).

This is perhaps the most sexist subcultural form;
it has the hardest, most macho image. According to
subcultural theory, rockers/bikers were in revolt
against bourgeois cultural hegemony. They opposed
authority and responsibility by being 'bad' boys with
wild ways, aggressive, scruffy, dirty and violent. But
I think that this type of subcultural formation can
also be explained as a revolt against 'femininity' and
domesticity. It fepresents an escape, not only from
the daily dead-end drudgery of the factory £floor
(which subculturalists stress), but also from the home
and family. The so-called feminine values ©of
cleanliness, gentleness, emotional expressivity, etc.
were anathema to these boys. Indeed, Harris (1985)
argues that in the 1960s rockers were a dying breed
and it was only the effeminacy of the Mods which gave
them renewed 1life; traditional macho values had
something to assert themselves against. Femininity and

"settling down" into domestic life is what bikers have
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resisted, and this is how they prove that they are
'hard'. Bikers see women as necessary for sex, but
they fear being trapped into a 1life of debts,
responsibilities and babies. Their need for women is
hidden, as is the way in which they are 'serviced' by
mothers and girlfriends in terms of domestic labour.
Bikers go home most nights, like everyone else; they
do not sleep on the pavements. But this whole other
side of their 1life 1is absent from sociological

accounts.

Biker subculture does not offer women very much.
Biker girls deviate from traditional notions of
femininity, for sure, but the choice of 'scripts' is
limited: good girl or slag, 'Old Lady' or 'chick',
somebody's sexual property or everybody's. What Brake
(1980) calls the '"celebration of masculinism" could

hardly be more apﬁarent.

Before discussing the rockers' sparring partners,
the mods, I shall now turn to the third 'macho'

subcultural group.

SKINHEADS

John Clarke (1976) describes this subcultural form
as an exaggerated version of traditional working
class chauvinism (both racial and sexual). But Clarke

tells us nothing about girls. Yet again, we are faced
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with the question, were they absent, invisible, or
just ignored? However, it is clear that the three
elements which Clarke emphasises - territoriality,
collective solidarity, and masculinity - pertain to
males rather than to females. From scattered sources
and personal observation, one knows that there were
skinhead girls ('boot girls' or 'bovver girls') and
that they sported the same masculine style as the
boys: short-cropped hair or shaved heads, tattoes, Doc
Martins, etc. In terms of dress, then, they clearly
broke with the norms of femininity. They were also
involved in fighting (other girls). However, there do
not seem to have been many female skins, and as the
essence of the culture was working-class conservatism
they were hardly likely to have espoused feminism. The
skin terrain of football matches remained male
territory as well. Mike Brake (1980) concludes that
skinhead girls had a complex relationship to
femininity. On the one hand they dissociated
themselves from the traditional feminine image, but on
the other hand they remained contained within the
ideology of male supremacy and were still seen as, and

treated as, the property of individual males.
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MODS

I have already discussed the way in which Stan
Cohen ignored girls in his study of the mods on the
beaches. Hebdige (in Hall and Jefferson 1976) does not
say much about them either. Like Cohen he seems to
exclude them from his very definition of mod. For more
detail about female mods we have to go to non-

sociological authors such as Richard Barmnes (1979).

Mods did seem to encompass some challenge to gender
ideology compared to the previous subcultural groups.
In its early art school beginnings, mod culture gave
space to homosexuals, and the wearing of so-called
feminine colours (like pastel pink) challenged current
male stereotypes. Mod culture was oppositional to the
traditional working class male look of the teds and
rockers. Mod masgulinity was still sexist, but much
less macho. For instance, mods rode scooters, a mode
of transport which emphasised safety and which was

originally designed for women

Female mod subculture also challenged traditional
female dress codes. For example, the new fashion for
tights gave women freedom from the physical
constraints of corsets and suspender belts. It led to
miniskirts, which, whilst exposing more flesh, allowed
a longer, more assertive, stride and could be de-

sexualised (to a degree) by wearing thicker, coloured
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tights. Initially, minis and  their wearers'
accompanying air of self-determination were shocking,
while mods' hair was cropped as a reaction to 1950s
styles and the bee-hives of rocker girls. Mod girls
thus broke through the whole time-consuming fuss of
fifties rollers, setting lotion and hair-nets. Their
styles were simpler and easier to maintain. Body shape
was flatter, in vivid contrast to the waist-clinching
dresses, uplifting, wired and padded bras which had
constrained unwilling female bodies towards an hour-
glass shape in the 1950s. Likewise, lips were white
instead of rosy; eyes black instead of pale. Also
revolutionary was the way mod girls raided men's
wardrobes for shirts, instead of busty jumpers and
frilly blouses, and for grey flannels instead of
skirts, Flat shoes replaced stilettos, and this meant
the gait changed away from the wiggle-in-the-walk.
Twiggy was the model par excellence for this new look.
And this change of image did go with a more open,
permissive and autonomous female sexuality and new
styles of acceptable behaviour. As McRobbie and
Garber (1976) argue, girls' position within mod

subculture did mark, overall, a shift towards

autonomy.

If I can dare to be autobiographical here, I can
confirm that the female mod style allowed me to

achieve considerable freedom in a number of respects.
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The move towards 'unisex' clothes made it easier for
me to buy clothes that would fit. At nearly six foot,
and with size nine-and-a-half feet, there was no way
in which I could squash myself into the fifties
feminine mould of petite-and-curvy. My shape was also
wrong: long and lean. My mother encouraged me to wear
a pantie~-girdle. This I did, but could not figure out
what it was supposed to do for me. My stomach was as
flat as a pancake: there was nothing to 'keep in'. The
new flat straight up and down mod style suited me
perfectly. The approved shape became Twiggy skinny,
and being tall was O0.K. for the first time I could
remember. Fashionable model Verushka was well over six
foot. The mod girl fashion for wearing men's trousers
could not have suited me more. They were the only ones
that would fit me. I took to them with alacrity,
front-fastening and all. The abandonment of winkle=-
pickers was even more important for me, as I had been
unable to find any which fitted my large and broad
feet. No shoe shops in the London suburbs or in the
provinces at this time sold any sizes larger than
seven. There was just one shop which sold them and -
this was located in the West End. It was both
expensive and very conservative. I could not afford to
go there very often, and when I did I was usually
disappointed. The first pair of "ladies" shoes which I

ever possessed were ordered for me by my local co-op

-108-



store from Norwich. After great anticipation (at 11
years of age) I suffered utter chagrin when I saw
them. They were classic old ladies' shoes. So I got
into the habit of kicking off my shoes the very moment
I got to a party. I was acutely embarrassed about the
size of my feet. A lot of the time I went barefoot.
This, in turn, meant that my feet grew even more, not
being constrained by the pinching confines of
"fashion' shoes. The changes which mod style brought
into the shoe arena enabled me to wear men's shoes and
yet be fashionable. This change was long-term. It
gradually became more and more acceptable for women to
wear men's shoes, particularly as trousers became more
popular. (It has only been in the last decade that
tall women have been able to buy large sizes in
provincial shops. To this very day there is only one
shop in Oxford which offers large sizes.) The wearing
of flat men's shoes affected the whole of my wardrobe:
dresses did not look good with them. The shoe problem
determined that I spent most of my out-of-school time
in trousers, a habit I have to this day. Posture and
movement are also affected. Men's shoes allow you to -
run faster for a bus, to walk further, to carry heavy
objects, and to be freer and more protected in
general. Women's shoes 1limit physical activity,
throwing the body forward onto the pelvis. In the

worst cases women's shoes cripple. The average female
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foot is deformed with corns and twisted toes to a

greater extent than a man's.

The unisex movement brought about by the mods was a
godsend to me. I had slunk through my latter teens
head-to-toe in black with uncombed straggly hair,
deliberately unfashionable. My body shape put me at
such a disadvantage in the fashion stakes that the
only sensible solution was to drop out. I am not sure
to what extent my whole bohemian stance was sustained
by the simple practical problems I faced in clothing
myself. This prompts me to ask, to what extent does
attachment to subcultural style allow freedoms to
those girls who, for physical reasons, do not fit the
mould. (This argument might apply with greater force
to the punks, for example.) For myself, suddenly I had
become fashionable. Overnight, long straight hair was
all the rage and tall, lanky fashion models stared

coolly from every fashion page.

Yet this challenge to traditional gender
stereotypes only went so far. It was boys who owned
and rode the scooters. Girls were still dependent on
boys for transport. The new glamour jobs, like working.
in a boutique, paid badly. Also, as the sixties wore
on, 'hard mods' emerged, a style which emphasised
masculinity (and from which the skins emerged).

McRobbie and Garber conclude that,

-110-



"There is nothing to suggest that participation in
Mod subculture sharply loosened the bonds between
mothers and daughters, or significantly undermined
the girls' self-conception and orientation towards
marriage and the family".(1976. p.218)

Although there were probably more girls involved in
mod subculture than in previous youth groupings they

did not participate on equal terms with the boys.

In my empirical overview, above, I have only
discussed the 'classical' youth subcultures which were
analysed by the Centre for Contemporary Cultural
Studies (C.C.C.S.). I shall be discussing punks later
on, for I consider this more recent subculture to have
offered young women more cultural space than previous
youth groups. I shall argue that punk was a

significant way in which some women got into bands.

SUBCULTURAL THEORY: AN ASSESSMENT

It 1is important to note that the subcultural
approach is not comprehensive: there are some
important omissions. The theory has not only ignored
middle class subcultures but also, more
problematically, ones which span the classes. Yet such
bohemian subcultural forms have been far more overtly
political than any of the working class subcultures
discussed and probably, for that reason, offered more
scope for female resistance. The most notable example

of this is the student culture of the late sixties.3
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Gay subcultures have also been ignored, which may be
even more significant., I think that this is of
particular importance for it 1is these subcultures
which have, far more than any others, challenged
dominant gender ideology. I have found in my own
research that involvement in lesbian culture has been
a route into rock music-making for a significant
number of women, and I shall be discussing this, and
also bohemianism, in Chapter 8. But I want to end
this one by suggesting that another major reason why
subcultural theory cannot explain the absence of women
rock musicians 1is Dbecause it does not anywhere
describe or analyse music-making as such. As already
stated, subcultural theorists talked about youths on
the streets, on the beaches and other public places,
but not in the private realm of the home. Yet it is
precisely in this latter space that much rock music-
making goes on. Bands certainly do not practice, or
often play, in the streets. Musicality is expressed in
the bedroom, the living room, the garage. Outside the
home, even practice areas such as community
centres, church halls and rehearsal studios are
zealously guarded against outsiders. More
surprisingly, nowhere do subcultural theorists look

at gigs, which are public.

So the question arises, is this omission simply the

result of subculturalists presenting a partial

-112-



picture? Or is it that music-making is not important

within subcultures?

It  Thas always been assumed that, because
subcultures have been associated with certain genres
of music, they have been breeding grounds for bands.
For example, heavy metal music has been viewed as
congruous with the masculinist culture of bikers.
Willis (1978) argues that there is a very close
relationship between the present-orientation of
rockers and both rock music and motorbikes. 1In
Resistance Through Rituals, Willis's argument is

summarised thus:

"Basically Willis argues that there must be a
'homology' between the values and life-style of a
group, its subjective experience, and the musical
forms the group adopts. The preferred music must
have the potential, at 1least, in 1its formal
structure, to express meanings which resonate with
other aspects of group life". (Hall and Jefferson.
1976. p.106) '

It is clear that Willis is not talking about lyrics
but about the musical form itself. As Brake (1980)

puts it:

"Rock is body music, simple and yet highly
aggressive; death is ever present on the bike, and
this threat is central to control, control over the
machine,one's life, one's body, one's identity,
one's manhood".

Brake makes the same sort of point in his section on

the counter-culture. For example, he says:

"There was an important interaction between
progressive rock music and life-style, the music
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dialectically pursuing the drug experience.
Progressive music matched in its complexity and
rhythmical asymmetry the hippy life-style, setting
the form which through hallucinogenic drug use
could be used to undercut the linearity of the
straight world". (p.96)

And such an argument is even easier to make about punk
- the subculture was built around the music much more
clearly than other youth styles had been =- and so

Brake argues,

"The music...has the beat emphasised, with the
melody in the background, and this makes a
connection with punk appearance and anarchy".

This kind of analysis is obviously superficial (it
is far easier to make a connection between punk lyrics
and punk sensibility) and while exponents of the
subcultural approach have, either directly or
obliquely, attempted to make a structural connection
between the values of the various subcultures and
specific musical' forms, what has not been done is
empirical work looking at how rock music is produced,
who makes it, etc. For example, the Who, so closely
associated with the mods, did not itself emerge from
that subculture, and Led Zeppelin the original source
of the 'heavy' music so beloved of bikers, came out
of the bohemian culture of art schools. Whilst some
members of youth subcultures (especially punks) have
undoubtedly set up bands, music-making (as against
music consumption) has not been a focal activity of

the colourful groupings with which subcultural
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theory has concerned itself. Rather, music has been a
backdrop to their other activities: the juke-box in
the cafe, the transistor on the beach, etc. They
bought records but did not produce them. They
appropriated various forms of popular music from the
existing social menu; they did not cook them up in the

first place.

Thus, in a way, it does not really matter that
subcultural theory did not discuss girls, or that the
subcultures themselves excluded or marginalised young
women, since women's exclusion from youth subcultures
in no way impeded their entry into rock bands, or, to
put it another way, membership would not have helped
them. Subcultural theory would only be relevant if
most members of male bands had come out of
subcultures, whereas the vast majority of people who
play in rock bands have not been "stylists", and a
large number have not even been working class, in any
usual sense of the word. The factors which
subculturalists have viewed as triggering subcultural
involvement (failure at school, failure to achieve
financial success, lack of space in the inner cities,
etc.) are therefore irrelevant in the explanation of

rock music-making.

Membership of youth subcultures is, in fact, rare
for all young people (not just musicians). A lot of
young people briefly flirt around their fringes and
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raid them as sources of sartorial inspiration, but
very few are committed long-term members. Wearing a
leather jacket does not a rocker make. Furthermore, it
is also very difficult to draw a line between
subcultural members and ordinary youth. For many
people subcultural membership is just a matter of
fashion. A stranger perusing my photograph albums
would think that I had been, variously, a bohemian, a
mod, a hippie and a punk. Yet I was never really any
of these things, merely, I suppose, a dedicated
follower of fringe fashion. My politics and world view

certainly did not change with my hairstyle.

Subcultures represent only a small part of the
'"boys' world'. The majority of boys are concerned with
other things: playing football, train-spotting,
fishing, etc. Music falls into this other (wider)
realm, of boys, alone or in small groups, engaging in
all-absorbing hobbies. This whole terrain is
relatively unexplored territory, whether empirically
or theoretically. There are few studies of
'ordinary', everyday, youthful peer group culture. For
subcultural theorists have never been interested in
‘ordinary' youth. This is probably because of the
origins of British subcultural theory in American
theories of delinquency, which made a rigid
distinction between the ordinary and the deviant. The

focus has always been on the extraordinary.
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In the end, the majority of subcultural theories
are of limited usefulness because they are based, not
on original empirical work, but on second-hand media
sources. With only a few exceptions, British
subcultural theory has been a brand of armchair
sociology. Indeed, it was precisely because of their
reliance on distorted media accounts of subcultures
that the C.C.C.S. writers were more able to
romanticise those subcultures, exaggerating their
confrontational thrust, by putting forward an
oversimplified opposition between subcultures and the

dominant culture.4

Once the question of gender is raised, it is
obvious that subcultures are no different from
'ordinary' 1life. Women are just as marginal and
subordinate there as elsewhere and, from a feminist
perspective, the division of youth social life into
subcultures, on the one hand, and 'ordinary' youthful

peer groups on the other, is pointless.

Notes

1. In a similar way rock music is also a symbolic
flight from domesticity and at the expense of women.

2. See Young and Wilmott (1962); Dennis et al. (1956);
P.Cohen (1972).

3. I am not suggesting that the radical student
culture of the sixties liberated women, but that the
contradiction which it set up led to many middle class
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women  becoming feminist. For example, Sheila

Rowbotham:
"the culture which was presented as 'revolutionary'
was so blatantly phallic...Street-fighting man -
the cult of Che, the paraphernalia of helmets, the
militancy that could shout loudest - went around
with naked genitals. This contradiction was
powerful enough to bring women like me in the

revolutionary movement to a recognition of
ourselves as women...I found myself in conflict in
an increasing number of particular incidents,

sexual banter, the whistling when women spoke, the

way in which men divided us into two, either as

comrades or as women they fucked".(1973. p.24)
Speaking personally, I was at L.S.E. in 1969 and I
remember that these were the very issues which led to
the setting up of the women's liberation group there.

4. Frith (1983b) made this point in his overview of
the state of British research into popular music:
"...the C.C.C.S. account of youth derives from a
reading of the media, the media's account of youth
derives from a reading of the C.C.C.S....It needs
to be stressed, then, that there is very little
empirical substance to subcultural theory.'(p.11)
See also Frith (1984).
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Chapter 4. CONSTRAINTS.

Subcultural theorists took for granted young
people's ability to choose what to do in their leisure
time, and thus merely addressed the question of how
their choices should be interpreted. In contrast,
Frith (1983) argues that different leisure patterns
are a reflection, not so much of different values, as
of the different degrees of opportunity, restriction,
and constraint that are afforded to different
individuals and social groups. A particular leisure
pursuit may be made easy or difficult for an
individual according to their position within the
social structure. Gender (along with class, race,
etc.) is one aspect of such societal location. Frith's
argument is that, for everyone, leisure, consumption
and style involve a relationship between choice and

constraint.

Many sociologists have assumed that young people
are 'free', and have overlooked the restraints and
restrictions of family 1life, money, boy=-girl
relationships, career imperatives and the sexual mores

of the neighbourhood, etc. I wish to argue that these
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constraints are absolutely crucial to the explanation

of women's absence from rock.

Clearly, such constraints are relative: gender is
mediated by social class. So I shall be considering
the degree to which gender operates within the
different social classes. One thing which stands out,
however, is the extent to which girls and young women
in all social classes are restricted in their leisure

pursuits compared to boys/young men.

It is important to note that there is more than
one sort of constraint operating on women. There are
both material and ideological constraints. In reality,
of course, these two are inter-related. (For instance,
lack of access to equipment is an important material
constraint, but one of the reasons for its denial is
ideological.) Hoyever, for the sake of clarity I
shall endeavour to separate them conceptually. This
chapter will deal mainly with material constraints,
whilst the next will include a discussion of
ideological constraints =~ in particular, the 'culture

of femininity'.

Anyone who wants to become a member of a rock band
will need equipment, transport, money, time, and a
space to practice in. Women, compared to men, have
less access to each one of these material factors.

Thus women are at a serious disadvantage. In this
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chapter I shall examine these material constraints and
show how they minimise the chances of women getting a

foothold on the first stage of the rock music career.

MONEY

Schoolgirls are less likely than schoolboys to have
part-time employment and, if they do work, they will
usually be paid less. Market researchers Fisher and
Holder (1981) found that in their large and
statistically representative sample twice as many boys
as girls had a part-time job and that, therefore, the
boys were better off. Schoolgirls have to rely mainly
on pocket money =~ to buy clothes, make-up, bus and
train fares, club and disco entrance fees, drinks,
etc. There will not be much left for a set of strings,

let alone a guitar.

Playing in a rock band is a fairly expensive hobby.
Firstly, individual instruments and ancillary
equipment (amplifiers, effects pedals, stands, etc.)
have to be purchased. Secondly, there are other costs
which, to people outside of bands, are largely hidden.
Equipment has to be kept in good repair: strings,
drumheads, etc. have to be bought and renewed;
occasional repair bills must be met. There is the
cost of transporting people and equipment to and from

rehearsals and gigs. Rehearsal studios or practice
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rooms have to be hired and, perhaps, a studio to make
a 'demo' tape. Cassettes need to be purchased and
someone has to own a reasonable tape-recorder. The
more you get into playing the more aspirations rise,
and the more costs escalate. My argument is that women
are less able to afford these outgoings. They find it
more difficult to purchase their own equipment or to

contribute towards a band's general running costs.

EQUIPMENT

Girls and young women typically lack access to rock
equipment. Parents and schools do not provide it and
girls lack the money to purchase their own. Moreover,
where equipment is, sometimes, provided (for example,

at youth clubs) boys tend to take it over.

Instruments are gender stereotyped. Studies show
that both musicians and non-musicians share a sexual
classification scheme, in which, for example, drums
and most horns are seen as 'male', whilst flute,
violin and clarinet are seen as 'female'.l Children's
-books contribute to this process. For example, boys,
but not girls, are seen playing the trumpet. Indeed,
instruments are often portrayed anthropomorphically as
'Felicity the flute', 'Tubby the tuba', and so on.
Rock instruments are classified as 'male' and thus

parents, teachers and male peer groups deny girls
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access to them.2 For example, the following quotation
is taken from an interview which I conducted after a

music workshop organised for young women.

E2 said that at her school, '"the girls had
tambourines and did all the singing and the boys
played the drums. Girls played the glockenspiel.
It was a jingly sound and they thought that was
feminine. I would have liked to have a go (at the
drums) but I didn't‘ because girls don't do those
things...Girls don't have a chance. We're not
introduced to these things."

E2. was now going to an all-girls' school. But this
had not expanded her musical opportunities. The school
has only a few classical instruments deemed suitable

for girls. There were no guitars, basses, or drums.

TRANSPORT

Money is also crucial for transport. Young women,
as Leonard (1980) found, are less likely to own
their own car than are men. This means that they
cannot carry their own equipment about. They will be

dependent on someone else for their physical mobility.

This lack of vehicles can be a source of arguments.
It creates dependency and affects the power
relationships within the band. Car drivers tend to
take on more responsibility for the equipment and

physical arrangements. This can breed resentment.

Lack of money and transport forces many women to

rely on men. They use their boyfriends for lifts and
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the loan of equipment. This dependency gives
considerable power to the men in such relationships.
Here we have in microcosm the situation in society in
general: women's lack of material resources forces
them into dependency upon men. Women's lack of money
creates their lack of social power, so that often
they have to concede in arguments rather than

negotiate a compromise.

Young women typically go out with boys who are a
few years older than themselves. This means that the
boy is even more likely to have transport compared to
the girl. If she joins a band with her boyfriend the
relationship could always fold. In such a situation
she might find herself stuck for transport and unable
to play in a band anymore. She would probably be
ousted out of the boyfriend's band, anyway. It means
the boy has quité a 'hold' over his girlfriend. They

could have a row and he could leave her in the lurch.

This was certainly my own experience. At 18 I
acquired my first 'steady' boyfriend. He had a
motorbike: I was mobile at last. But I could never
have been in a band unless it was with him, because I
was totally dependent wupon him for transport.
Otherwise, I always had to catch a mid-evening tube,
in order to catch the penultimate train, in order to

catch the last bus home to the London suburbs.
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SPACE

1. Lack of Private Space.

Women tend to have limited space. For a woman to
have her own flat or house (bought or rented) requires
funds. Independent women are more likely than men to

be living in cramped conditions.

Schoolgirls, or young women living at home, are
unlikely to have much space, particularly within the
working class. Such women are dependent on their
parents. Adult status and freedom are only achieved by
leaving home. Yet they often cannot afford to move
out. On top of this in a working class community young
women are not suppcsed to live by themselves (Leonard
1980; McRobbie, 1978). It is still unusual for a
working class young man or woman to leave home except
to marry. To move out of one's home whilst still based
in the same town would be seen as a slight on one's
parents. For a working class young woman to get her
own flat or move in with the other members of a rock

band, in her home town, would be a rebellious act.

If space at home is cramped, then parents'
attitudes become crucial. How far will they allow
communal space (eg. the living room) to be taken over
by the requirements (noise and clutter) of rock? To

what extent will parents be prepared to accommodate
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the unusual social hours of a daughter who plays in a

band?

Leonard points out that working class girls are
allowed less space than their brothers within the
home. They are also expected to sit in the living room
with their parents to a greater extent than boys are.
Having less money than their brothers makes girls that
much more vulnerable to their parents' demands.
(Middle class girls are likely to have more space.
Their families live in larger houses. Also, those
women who go on to higher education have a privileged

access to communal space.)

Once married, women are likely to have no personal
space at all. The husband may have a study or
workshop, but the wife's space is defined as 'public'
- the kitchen, Fhe bedroom. Husband and children
invade it. This is because the woman's pursuits are
typically viewed as less important than her
husband's, particularly if he is the only, or main,
wage-earner. Women with pre-school children are most
tied to the home. They are isolated within their own
privatised sphere, captive in their own nest.3 How
would such women meet others with whom to organise a
band? And if they did meet them, how would they be
able to arrange their lives in order to be able to

rehearse and do gigs?
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2. Exclusion from Public Space.

Space, like artefacts and activities, is
categorised in terms of gender. In general, in our
society, women have less space than men. They take up
a smaller physical area by the way they sit and use
their bodies and there are fewer 'female' spaces.
Public provision and the usage of public spaces seems
to reflect the inequality of leisure between men and
women. For example, council estates were often built
with no leisure facilities for women; only men were
catered for in the -early post-war designs (Bea

Campbell. 1984,)

So-called 'public' space is actually dominated by
men (Ardener 1978). This is first learnt at school,
where the boisterous activities of boys monopolise the
playground and force girls to the edges, in a similar
way to which they marginalise girls within the
classroom and claim the greater part of the
teachers' time. Likewise, boys dominate parks and open
spaces. Thus, it is no surprise that when music-
making facilities are on offer these are also
dominated by young males. This point was stressed to
me by a number of women who have been involved in

running music workshops and projects. For instance, L:

"There's a lot of stuff available for youth clubs
that nearly always gets dominated by the young
men. There's a lot of facilities available in
community halls, community centres, around music,
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that is supposedly available to mixed groups,
again dominated by men".

Music shops are also male terrain: they rarely
employ women as assistants, and the customers are
overwhelmingly male. Boys tend to feel at home there,
whilst girls feel that they are entering alien
territory. In any of these shops you can observe the
assertive way in which boys and young men try out the
equipment, playing the beginning of a few well-known
songs time and again, loudly and confidently, even
though those few bars may encompass the sum total of
their musical knowledge. Young women, however,
typically find trying out equipment a severe trial.
They are scared of showing themselves up and being
'put down' by the assistants. They are inhibited in

what they perceive to be a 'male' arena.

Frith (1983) 'argues that leisure in general is
perceived to be a male preserve, whilst the 'private'
realm of the home is a female domain. He argues that
girls, especially in the working class, spend far
more time inside the home than do boys, and that they
are more closely integrated into family life. They are
expected to spend a lot of time with their mothers, as
part of the preparation for being an adult woman.
Whereas boys, encouraged to model themselves on their

fathers, spend more time outside the home. This means
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that girls are less likely than boys to go to gigs,

and even less likely to become members of rock bands.

But the main way in which women's leisure is
controlled by men is through violence. Physical and
sexual violence is an experience that many women have
had, far more than has been thought previously. Sexual
violence is not just the act of a few disordered men
on a few particularly unlucky women. It is, rather, an
omnipresent possibility that affects all women,

regardless of class, age or ethnic group.

Apart from actual attacks, fear of violence is a
crucial constraint on women's freedom: it limits what
they can do, and where they can go, and when, and who
with, etc. Research shows that women fear attack far

more than men do (Stanko, 1987).

"...feelings of fright, vulnerability and lack of
protection are common features of women's lives
and contributory factors in the way these are
circumscribed". (Hanmer and Maynard, 1987. p.7)

Recent research has shown that large numbers of women
are afraid to go out alone at night. Public space -
the streets, the bus, the tube, the train - are viewed
as alien space. Many become totally dependent on men
(husbands, boyfriends) for 1lifts or protective
company. (Hanmer and Saunders, 1983 and 1984; Radford,
1987) This in turn, enforces dependency on men and

becomes another form of social control.
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Women have to invest thought and energy into making
themselves feel safe when out at night: walking a
certain way, carrying keys in their hands before
reaching house or car, not parking in underground or
multi-story car-parks. (I have been late arriving at
gigs simply for this reason.) Women also have to be
careful what they wear (for fear of 'provocation').
For female musicians this may necessitate changing

clothes to get to and from the venue.

Women live under a partial curfew that men find
very difficult to understand. The fact that some men
sexually attack women means that public spaces become

male terrain; that is, all men benefit:

"Nearly all aspects of the everyday lives of women
and girls are affected by the fear, the reality of
men's sexual violence...Experience of being
assaulted or reading about women being assaulted
can keep women 1locked in their homes in the
evening, which effectively imposes a curfew on
women...The minimum effect of all this experience -
from some of which no woman is immune - is to
undermine our confidence and restrict our
movements. It is a substantial reason why women are
apparently cautious about strange territory and new
experience".(rhodes and McNeill, 1985. p.Gg

If the world of leisure poses threats for women,
that is particularly true of pubs. This phenomenon has
been most fully explored by Valerie Hey in her study
of the patriarchal nature of pub culture. She states
that public houses have never actually been public for

women:
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"'public' houses are male 'playgrounds' to which
womin are 'invited' on special terms". (Hey. 1986.
p.3

Women who go to pubs alone risk being labelled as
"loose" or worse. There is even male hostility to

women in groups.4

This point has also been made by Whitehead in her
study of rural Herefordshire. Whitehead argues that
women are objectified and used as cultural counters in
an on-going competition between men to prove their
masculinity and virility. Men aggressively defend
pubs as their own terrain and attempt to control any
women who enter them, using tactics ranging from

sexual innuendo to physical attack:

"The situations range from quite gentle reciprocal
teasing between individuals, to more hostile and
boisterous teasing between gender groups, and
even more overtly hostile and physically abusive
attacks on individual women by groups of men. These
more overtly hostile elements should not be
separated from the ambivalence being more generally
signalled by joking". (Whitehead. 1976. p.179)

This behaviour is not restricted to pubs; it is
found in men's drinking groups everywhere, in male-
dominated institutions - such as Parliament (Rodgers,
1981). Mungham (1976) says that a woman alone is never
really 'free', as men feel it is in order to stare as
much as they like, to point, ridicule and touch her. A

woman is supposed to be with a male 'protector'.
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In general, then, it can be argued that male

domination of leisure space5

s coupled with the dual
standard of sexual morality, operates to exclude women
from the world of rock. In particular, male domination
of drinking places has particular relevance for young
women and rock, for pubs are the most common venue for
gigs. Going to a pub alone, or even with a
girlfriend, can be risky. Women playing there are

encroaching on male territory and are likely to face

hostility or resistance from men.

TIME

Women have less free time than men. To explain

this necessitates examining women's domestic role.

A woman living with a man will typically find
herself doing far more housework than her partner. The
man will expect this. The woman herself will probably
have internalised high standards of cleanliness and
order via her own socialization experience - from her
mother, women's magazines, advertisements, etc. Oakley
(1974) has shown that, despite the proliferation of °
technological appliances over the last few decades,
the actual amount of housework that women do has not

decreased. Instead, standards appear to have risen.

If there are children, the 1load of housework

carried out takes a quantum leap. Plus, there is
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child-care itself, as distinct from the extra amount
of washing, cleaning, cooking, etc. which children
create, Typically, in our society, the woman has total
(or major) responsibility for child-care and
associated domestic labour. She may also have a full-
time or part-time job. Given the inestimable number of
hours tied up in this way, it is apparent why large

numbers of women are not in rock bands.

Young women, living at home with their parents, are
expected to do far more housework than boys. It is
clear that housework is seen as 'feminine' in our
society. If there are younger brothers and sisters in
the family (and, especially if it is a single-parent
household), the girl will have a crucial role to play
in babysitting. This would make it impossible for her
to be in band. Girls in such a position are tied to
the house, partiéularly in the evenings, when gigs and

practices are scheduled.

Leonard (1980), and Fisher and Holder (1981), found
that working class girls did housework but working
class boys did not. Kitwood (1980) found that working
class boys did some housework but far less than their
sisters. He points out that when, at 16, working class
boys get a full-time job, their parents no longer
expect them to do any domestic labour, for they have
achieved adult male status. Whereas, going out to work
makes no such difference for working class girls. In
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those families where there is no mother at home,
young women have to do all of the domestic labour,
taking over the mother's role. (I have come across
this amongst my 17-year-old students, both working and

middle class.)

It is difficult to find sociological evidence
concerning middle class girls, but Kitwood found that
they did less domestic labour than their working class
equivalents, although more than middle class boys. It
would seem that the latter group do the least
housework and working class girls the most. Angela
McRobbie (1978) argues that working class girls find
it harder than their male siblings to get part-time
jobs and are forced to earn cash by helping their
mothers in the house. This work is less well paid and
they work longer hours than do their brothers. Also,
it means that théy get out of the house far less than
boys do. McRobbie estimated that 14 to 16 year-old
working class Birmingham schoolgirls were doing 12 to
14 hours of housework per week. This has been
corroborated by Sue Lees (1986), in her study of 100
15-16 year-old London schoolgirls. Lees also found
that working class girls did the most. Some working
class mothers expected their daughters to take a day
off school every week in order to help them with

household chores.
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Kitwood (1980) argues, however, that middle class
youth experience more leisure constraints than do the
working class. Far more middle class young people stay
on at school to do 'A' levels, many with the intention
of going on to higher education. Middle class girls
(and boys) worry about their exams, and a lot of their
time and energy goes into their school work. They
cannot invest as much of themselves into hobbies. In
contrast, argues Kitwood, working class boys tend to
be in the lower streams at school and therefore get
their self-esteem and status from their hobbies rather
than from educational success. Thus they will, for

example, practise the guitar for hours on end.

Middle <class parents expect their sons and
daughters to do a lot of homework and therefore
restrict the amount of time they are allowed out of
the house. They\are expected to get back early at
night so as to get a good night's sleep to prepare
them for school. I listened to a radio live phone-in
about rock bands one morning. Only one girl rang in.
She asked for advice about how to get involved in a
band. The dee-jay said that she should get out and
about and '"meet other musicians", The girl replied
that she was not allowed to go out in the evenings as

her parents kept her in to do her school-work.

Norms are important here, too. Kitwood points out

that economic dependency makes these young people
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more likely to conform to their parents' expectations
that they engage in "suitable" leisure activities:
school societies, classical music, etc. Rock bands
would be seen, by parents, as a threat to their

children's educational careers.

The same arguments apply to those working class
girls who manage to stay on into the sixth form.
Indeed, the pressures on this group tend to be
greater, for, as Kitwood found, many working class
parents put pressure on their daughters to leave
school at 16. Leonard discovered this too. Working
class parents are making a greater economic sacrifice,
in allowing their daughters to stay on at school, and
they therefore expect their offspring to make the
sacrifice worthwhile - by coming home early at night,
by getting a part-time job, etc. And on top of all

this daughters are expected to do housework.

The oral history collection, 'Dutiful Daughters',
sheds light on the parameters of life for upwardly-
mobile working class girls. For example, Irene

McIntosh recalls her parents' attitude:

"they weren't keeping a girl at school, because all
she was going to do was going to get married. There
was no point in educating her any further than
that...I said, 'Well I don't want to leave school,
I don't want to work in an office, and I don't
want to work in a shop'...I said that I would work
to keep myself at school. And she (her mother)
said, 'Alright...but you've got to prove that it's
worth it to wus'". (Jean McCrindle and Sheila
Rowbotham 1977. p.336, 337.)
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In my own case, my father did not approve of pop
music. In order to be able to have records, or my own
radio (and therefore listen to whatever I wanted to),
I did Saturday jobs and worked in the summer

holidays. I would not have had time join a band.

Being a band member is a very time-consuming
leisure pursuit. Hours are spent just learning to play
one's instrument, from the rudiments to getting
"good". Days and nights are devoted to individual
practising, and a lot more time 1is involved in
collective activity: band practices, travelling to and
from gigs and rehearsals, loading equipment in and out
of vans, 'setting up' and sound-checking at gigs, etc.
Further time goes into the organising side of a band:
going to venues to check them out, trying to get gigs,
phoning band members to arrange gigs and practices,
etc. Out of all this, actual performance time
represents only the tip of the iceberg. I am arguing
that boys typically have more time available than
girls, and that this is an important factor which
helps to explain the relative absence of girls from

rock bands.

I have explained the various material reasons why
boys tend to have more time. There is, however, one
important aspect of this which I have so far omitted:
girls spend an enormous amount of time in pursuit of
boyfriends, directly or indirectly, and on their
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physical presentation of self. As this commitment of
time is inextricably linked with  ideological
considerations, I shall leave its discussion until
the next chapter, in which I shall discuss girls' peer

groups and the whole 'culture of femininity'.

THE REGULATION OF FEMALE PLAY

1. Parental Restrictions.

Girls living at home are under pressure to conform
to constraints and prohibitions imposed by parents.
The latter are more protective towards their daughters
than their sons. Girls are expected to stay at home
more than boys and get home earlier at night. But it
is not so much that they are not allowed out, so much
as they are not allowed out just anywhere and with
anyone they choose: companions and destinations are
vetted. Clubs, discos and other social meeting places
are checked out, for reputation, with other adults.
Clearly, this higher level of social control imposed

on daughters is based on the very real dangers already

discussed.

Kitwood (1980) found both working class and middle
class parents to be concerned for the physical safety
of their daughters. But they were also concerned to
"protect" them in another sense, that is from sexual

activities. Working class girls, argues Kitwood, are
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allowed more freedom with regard to boyfriends than
are middle class girls. The latter are more heavily
protected, especially if they are en route for higher
education. Boyfriends involve the possibility of an
emotional entanglement or, even worse, a pregnancy and
are thus perceived by parents as a threat to their
daughters' careers. Middle class girls are under more
pressure than their brothers to develop "worthwhile"
and "respectable" leisure pursuits in order to deflect
them from sexual relationships. They are not allowed
to just ‘'hang around' the city centre, but are
expected to pursue some purposeful activity. In a way,
this gives middle class girls a choice of a far wider
range of pursuits and experiences than those available
to working class girls. For example foreign travel is
valued for its educational function, and middle class
girls inhabit a' more cosmopolitan environment. But
they are also under more parental constraint than
working class young women. For middle class parents
check up more fastidiously on where their daughters

go at night and what they do.

Fisher and Holder (1981) found, in their large
mixed class sample, that mothers worried more about
their daughters than their sons. They were twice as
blikely to restrict their movements and forbid them to

go to certain places. They were also twice as likely
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to check up on them. Boys were given far more freedom.

This led to resentment on the part of the girls.

Leonard (1980) similarly found that working class
girls had to accept a greater degree of parental
control than boys, and had their geographical mobility
curtailed. Young women had to be in earlier at night
than boys. They were not allowed to go out as many
times a week. Daughters, but not sons, were cross-
examined about where they were going, what they were
going to do when they got there, who they were going
with and how they were going to get home. The gap
between boys and girls in terms of mobility grew
larger as they got older. Young women were regarded

as needing increasing physical and moral protection.

The sort of venues where local gigs are held would
not be conside;ed salubrious by many, especially
middle class, parents. Indeed, rock music itself, is
often viewed with disdain. I would argue that joining
a rock band would be perceived as a serious threat
because, firstly, the rock world is peopled mainly by
men. Secondly, rock music's themes are concerned with
relationships and sexuality. Thirdly, playing in a
band necessitates late hours. Fourthly, rock is
heavily stereotyped. For a girl to get involved in a
band she would have to convince her parents that she
would not have the opportunity for sex or drugs. This
would probably mean not being able to go on tour, and
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also missing out on the collective social life of the
band. Apart from doing gigs, playing in a band often
demands involvement with other band members in a
shared social life. The musical group is also a social
group, and this is what helps to keep bands together.
This means going out to pubs and to parties. If a
young woman cannot join in with all this she will not
be treated as a full and equal member of the band. Her

commitment will be questioned.

These kinds of restrictions were mentioned by a
number of my interviewees. For instance, K2.'s (upper
middle class) parents used to lock her in the house to
prevent her from going out to rock venues. A4, working
class, aged 20, and still living at home was currently
experiencing problems of this sort. Her parents,

particularly her mother, disliked her being in a band:

"She thinks it's a bit degrading, playing
percussion...she was saying, 'Ooh, you shouldn't
play tambourine in a pub'. I just got really upset
and went up to my room and stayed up there all day.
I didn't come out today at all. I didn't know what

to d%. I just felt completely confused for a
while".

Whereas A4.'s brother was allowed to be in a band:

"He's done toasting. But she hasn't said anything
about that. She lets him go to practices and sing
at a gig. She doesn't mind".

This gender-specific protective attitude is laid on
top of a general concern which parents have for their

children to get well-paid, secure jobs.

-141-



My personal experience was that, as a female child,
I was allowed far less freedom of movement than my
brother, and a wide range of things were forbidden to
me; things which boys were allowed to do. Some of
these constraints were to do with protection, and some
were more ideological. In everyday life these two
dimensions were, of course, interwoven. Life became a

struggle to get the things which I saw boys getting.

Horizons closed down unless you fought. My father
wanted me to leave school at 16. He then wanted me to
get a job at 18, believing that education was wasted
on a girl. He told me that I'd only get married and
have three kids by the time I was in my mid-twenties.
My headteacher and I joined forces and I was,
eventually, allowed to apply to university. In the
inevitable arguments we had about what time I should
come home at nigﬁt and what places I should or should
not go to, I was always aware that my chance of going
to university depended on my father's continuing

goodwill.

Had I wished to be in a band in my early teens,
which is the time when boys start to get involved, it
would have been impossible. I would not have been able
to carry equipment about. I lacked transport and

money, The main restriction, however, would have been
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parental regulation of my social life. Even at 18 I

was supposed to be in by 10.30 at night.

But parental constraints are not only about
protection. They are also to do with getting girls to
conform to gender-appropriate behaviour. The range of
activities and hobbies considered "suitable" for girls
is considerably narrower than for boys (Leonard,
1980). As rock music-making is seen as a male domain
parents discourage their daughters from getting
involved in it. In contrast, boys are less likely to
be encouraged and biographical evidence suggests that
some, at least, are given considerable encouragement.
For example, the Beatles were inestimably helped when
Pete Best's mum set up a music club for the boys in
the family's cellar. Similarly, Paul McCartney's dad,
spurred Paul on when he wanted to learn guitar, and
bought him his first instrument. He also encouraged
Paul's brother, Mike, to play the drums. George
Harrison's mother bought George his first guitar and
later helped him buy his second. But, more

importantly, she gave him consistent encouragement:

"'George tried to teach himself,' says Mrs
Harrison. 'But he wasn't making much headway. I'll
never learn this' he used to say.

I said, 'You will son, you will. Just keep at it.'
He kept at it till his fingers were bleeding.
'You'll do it, son, you'll do it,' I said to him.

I sat up till two or three in the morning. Every
time he said, 'I'll never make it,' I said, 'You
will, you will'". (Hunter Davies, 1969. pp.58-59)
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This degree of parental encouragement may be unusual,
but it is difficult to imagine any mother going to
these lengths for a daughter, unless she herself was a
musician. For, 'rock musician' is seen as a 'male’

role and thus not deemed appropriate for women.

2, Boyfriends' and Husbands' Constraints.

Boyfriends are much more significant in the lives
of girls than girlfriends are in the lives of boys.
Boyfriends constitute an actual or potential
constraint on young women's music-making. A young
woman already in a band may acquire a new boyfriend
who, whilst admiring her musicianship, may still put
pressure on her to leave. In my research I did
encounter such experiences. But for every one of these
cases, more significantly, there are probably untold
thousands of young women who are dissuaded by their
boyfriends from band participation right from the

start.

Why do boys and men exert such pressures? There
appear to be a cluster of reasons. Firstly, the boy
may be jealous or envious of all the attention his .
girlfriend is receiving. He might have a frustrated
desire to be up on stage himself and think, 'Well, if
I can't do it, why should she be able to?' He may
think it inappropriate that his girlfriend should be

seen as more important than himself in the eyes of
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others. Many males in this situation feel part of the
"baggage'", tagging along at gigs - the "I'm with the
band" syndrome. They feel that they are only seen as
so-and-so's boyfriend. Men may all the more resent

this by sensing the 'femininity' of such a role.

Secondly, many men feel that it is 'unfeminine' to
be playing in a band. To be able to cope with all the
knocks and strains, both physical and mental, which it
entails is seen as 'masculine'. A "real" woman needs a
man to shield her from such situations. This line of
thinking concludes that women who do play in bands are

all tough, butch women, possibly lesbians.

Thirdly, men often think that they can or could do
it better than women. This helps to explain the
phenomenon, which I have occasionally witnessed, of
men jumping up on stage at the beginning, middle or
end of gigs and‘trying to take over the equipment.
They are saying, virtually, 'This is a man's role. I
am a man. Therefore, I should be doing this and not
you'. Usually these men have negligible skills. Their
misplaced confidence comes merely from being male.

When I played in a women's band this happened on a

number of occasions.,

Fourthly, a man may view women who play in bands
as "loose" sexually. He may admire and desire women

performers but have a very different rule for "his"
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woman. This is the old 'virgin-whore' dual standard of
morality and I will be discussing it further in the

next chapter.

Fifthly, men may feel threatened sexually. A man
may feel that with all the public exposure to other
men's eyes his woman will be pursued and taken over by
another man. Such a position forces him into
competition with other men and, he feels, gives his
girlfriend power over him. For example, this happened
to M. Her first husband, tormented by jealousy and
possessiveness, tried to prevent her going abroad on
tour. Similarly, a lead singer in another band was
given an ultimatum by her boyfriend: the band or the

relationship. She left the band. ®

As discussed above, married women are often
constrained by tpe demands of housework and child-
care. Women typically have to choose Dbetween
motherhood and a career. This holds true for women in
all types of work but is, I would argue, particularly
problematical in the world of rock. The 1long and
unsociable hours, the incessant touring, etc. militate
against an easy combination of career and personal
life. It is difficult for a woman to combine a career
in rock with domestic labour, unless the husband is

also a musician and in the same band.

-146-



But it 1is not simply a 1lack of time which
constrains women. Married women have to negotiate for
the right to go out by themselves and engage in

leisure activities:

"Our findings indicate that becoming a mother forms
a pivotal stage in women's lives...women's leisure
patterns generally become more home-centred and
largely family orientated...It is generally
expected that women who are mothers will restrict
their activities to those which fit well, in both
practical and ideological terms, with their
mothering role". (Green, Hebron and Woodward, 1987.
pp.83-84

There 1is a transition to home-based 1leisure
activities, and out of the home activities are usually
an extension of the wife/mother role. Indeed, many
women are made to feel guilty that they should even
want any time for themselves. Husbands might not
absolutely forbid their wives to go out, but they
might turn moody. Many women relinquish the idea of
independence in their 1leisure simply to avoid

argument. (Green, Hebron and Woodward, 1987)

Cowie and Lees (1981) found that having a job was
the only legitimate way for working class wives to
spend time outside the home. Whilst Dobash and Dobash

conclude from their study:

"The dictum that a woman's place is in the home
doesn't so much mean that she shall not go out to
work, but that she should not go out to play".
(Dobash and Dobash, 1980. p.91)
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A number of the married women I interviewed said that
being in a band (and earning money from it) was the
only way they were allowed to get out of the house.
This is linked, again, to men's attempts to control
women's sexuality. Being in a band often entails being
in pubs and drinking places and this is seen as a

particular risk:

"Our study indicates that male disapproval and
displeasure is particularly marked in relation to
womeg drinking". (Green, Hebron and Woodward, 1987,
p.85

These conjugal norms may also be reinforced by the
wider family and local community. My (working class)
neighbours used to say that I neglected my husband,
when I went off on weekend tours with the band. T. has
been a professional musician for many years but finds

people still comment:

"They still say, 'Do you go on tour? Oh. How does
your boyfriend feel about that?' I've never (heard)
them ask that question of male musicians. It's
accepted. But they find it really freaky, the idea
of women going off and touring on their own".

The media also reinforce these norms:

El: "It's the whole thing of boyfriends. Perhaps -
that's why there are quite a number of gay women
involved in music. I remember reading some double-
page spread with the Bangles, after they'd just
had about three records in the Top 10. And the
headline was something along the lines of, 'Why
the Bangles have Lonely Nights Alone'. And the
whole two pages was about how none of them had
boyfriends because it was so difficult when you
were travelling around all the time...You always
get asked these questions about boyfriends. And I
think if a young girl reads something like that
she's gonna think, 'I've got the choice between
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either a career or a boyfriend. And I want a
satisfying personal life. I want a boyfriend and I
want kids. And no man's gonna want me if I'm
travelling around all the time'...And I think it's
much harder for women to be off on tour for nine
months and to have a boyfriend sitting, waiting
for them to come home".

Many other women musicians I interviewed made similar

comments. For instance,

K2: "Women who've got relations with men tend to
wrap themselves around men, tend to live their
lives around men, so that they've got less space to
develop themselves. So, (to become a female
musician) you either need a gay woman, or a woman
who has come to the conclusion in her life that
she's going to dedicate her energy to something,
no matter what'.

For stars, the problems ramify. For example, Hazel

O0'Connor says,

"I have not found it easy to find a steady
boyfriend. I am more preoccupied with falling in
love than with diving into bed with someone for a
one-night stand. I am also put off because when you
are a name singer, people subject you to their
fantasies., If I went out with someone I did not
know well and end up in bed with him I could not
help wondering if he were going to talk to his
friends about what happened...what my body was
like...that kind of thing". (0o'Connor. 1981,
p.108)

3. How the Boys Monopolise the Toys: Exclusion by

Male Musicians.,

Rock is associated with youth, and research shows
that a major preoccupation of young men is
establishing their masculinity. Thus, so-called

masculine traits are exaggerated. (See, for example,
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the findings from Fisher and Holder's large-scale

market research project. 1981.)

It is in their younger teens that most male rock
musicians start playing in bands. For instance, Paul
McCartney joined the Quarrymen when he was 14 and
George Harrison first started gigging at the same age.
Thus it is hardly surprising that boys exclude girls
from their bands. Boys regard playing rock as a
masculine activity. To have, say, a girl on drums
would undermine rock's latent function of conferring
masculine identity on its male participants. Its
masculinity is only preserved by the exclusion of
girls. I think that if it were traditional for girls
to play rock, then boys would avoid that activity with
as much avidity as they presently eschew embroidery.
It is precisely because of the fragility of such
notions of gende; difference that so much 'work' is
invested in patrolling the ideological boundaries (by
name-calling, boasting, and so on). Girls fulfil the
role of 'outsiders'. No matter how small or weak a boy
is, at least he is not a girl. So, from the boys'
point of view, girls must be kept out of football,

cricket, woodwork, etc.’

If a young woman, despite her experience of gender
socialization, does get a rock instrument and express
an interest in joining a band, she may find that no=-
one wants to play with her. This is what happened, for
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example, to Al. (now a professional musician). She had

wanted to play in a band since the age of 12 years:

"I couldn't thlnk who I could play with. The boys
at home...wouldn t play with me, because they
wouldn't have a girl in their band. I was too
young to approach older people about it. I had the
electric guitar for about 2 or 3 years and didn't
actually have anybody to play with".

All-women bands may be formed for a number of
reasons, from feminist politics to an opportunist
strategy for commercial success. But some women who
started playing in their teens set up all-women bands
simply because male bands would not accept them. For
instance, El. started playing with other women when
she was 14 years old, but this was not for ideological

reasons:

"I've played in a lot of all-women bands. It was
always an all-women band at that time. And that
came about because the men we knew who played in
bands weren't interested in playing with us'

As Fisher and Holder (1981) point out, teenage
boys tend to take music far more seriously than do
girls. They might thus question the commitment of
young women who ask to join their bands. This was, for

example, the experience of K3:

"At that time, the guys we knew who could play
didn't want to know at all about us. Females
playing in a band, at that time, was totally
unheard of. They thought, Oh, girls! They won't
be serious and they won t carry on. And they
wouldn't be any good, anyway''
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Unlike classical music, there are few
institutional settings in which to learn to play rock.
Thus the informal peer groups within which rock music-
making occurs are of crucial important as learning
environments. However, teenage women are typically
excluded from these male music-making peer gréups and
are thus not privy to the insider information and tips
which are routinely traded within them. Male musicians
tend to be possessive about such technical

information. For instance,

J6: '"Quite often the musicians you come iInto
contact with when you first start are men. [’ve
found it's very hard to get them to show you
things. They're very reluctant to part with their
bits of information and knowledge. And they'll
show you it all fast and say, 'That's how it goes'.
And you say, 'Could you show me it a bit slower?'
and they go, 'Oh!' As often as not they can't play
it slower. They only know that 1little bit and
that's how they do it. Then you try it a couple of
times. And when you can't do it, they say, 'Oh,
well. You can't do it yet'."

Sara Cohen's ethnographic study of Liverpool bands
(1988) provides further evidence of the way in which
bands function as vehicles for male bonding, and how
male musicians actively exclude women from
participation as band members. She also shows how
wives and girlfriends are often kept away from
rehearsals, recording sessions and even gigs. In
Cohen's study, male musicians viewed women as a
serious potential threat to the continuing existence

of their bands. When tensions arose, it was often
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someone's girlfriend who was blamed. Women were used

as scapegoats for bands splitting up.

MUSICAL STYLES

Lastly, musical style operates as another sort of
constraint. It could be argued that women are least
likely to get involved in the kind of music which has
been described as 'cock rock', for this type of heavy

rock embodies the apotheosis of 'masculinist’ values.®

Certainly in my own research I have come across very
few women musicians within this musical genre. Frith
and McRobbie argue that "cock rockers' musical skills
become synonymous with their sexual skills". (1978.
p.6) This equation cannot work for women. Nor can the
guitar, played by a woman, be a phallic symbol. By
contrast there have been a lot of women playing within

the, lighter, 'pop' category of music.

As a new musical style becomes fashionable it can
affect the number of women musicians. For example, in
the early '60s there were, in America, a large number
of all-female singing groups. The 'British Invasion'’
of beat music signalled the demise of these groups. It
is hard to think of any female beat groups, either in
the U.K. or in America.? This female absence is all
the more surprising in that many of these beat

groups, and most notably the Beatles themselves,
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performed quite a lot of covers of American all-girl
singing groups. Why were young women not performing
this eminently suitable material in the new beat group
format? The answer, I believe, is simple: female
singing groups did not have instruments. They could
rehearse their harmonies at home and in the school
playground. Beat music, conversely, made guitars,
bass and drumkit essential. You needed money to
purchase these instruments and a car or van to
transport them around. I have argued that young women
have less access to these material resources than do
young men. Beat groups required proper rehearsal
space, which not only had to be paid for but also
necessitated going out at night. Parental protection
was, thus, an additional explanatory factor. Lastly,
electric guitars were new. Given the gendered nature
of technology, it would have been very surprising if
many women had jumped straight in and started using
them. Thus the development and application of a new
form of technology led, both directly and indirectly,

to the exclusion of women from groups.

Notes

1. See Dahl (1984) for a full discussion of this. It
is interesting that such a sexual classification of
instruments is widespread in the world and normatively
enforced. In some tribes the consequences of breaking
musical taboos can be serious. Yet it is important to
note that such schema are not universal. For example,
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stringed instruments have been traditionally seen as
'female' in our society, but in jazz, '"wherever a
stringed instrument has played a more percussive role,
it seems to lose its passive connotation and become an
acceptable vehicle for male players". (Dahl p.37)

2. Girls are denied access to rock instruments: There
is an important exception to this. In the North of
England there is a tradition of young women playing
in brass bands. A number of women have come into rock
music through this route, for example, the well-known
trombonist Annie Whitehead.

3. See Ann Oakley. (1974.)

4, This is what makes 'hen nights' so special as a
fare ;itual reversal of the norm. See Diana Leonard.
1980).

5. Feminist research is beginning to show how men
contain and control women's leisure. For example,
Middleton's study of how men within a local community
denied women access to sports facilities, whilst using
their wunpaid labour for making cricket teas and
washing 'whites'. (Imray and Middleton, 1983)

6. Men are often unwilling to compete even with their
girlfriends' mere fantasies. Fred and Judy Vermorel's
book (1985) cites many instances of husbands issuing
ul?%matums on the lines of, "It's Barry Manilow or
me!

7. "...the acute self-consciousness of adolescent
sexuality is disguised by a taken-for-granted
camaraderie. At school, or with his peers, the
individual's insecurity is hidden by becoming 'one of
the lads'. In the collective context a boy will
reaffirm the chauvinist stereotypes" (Tolson, 1977.
pP.33-34)

8. "By cock rock we mean music making in which
performance is an explicit, crude and often
aggressive expression of male sexuality...Cock rock
performers are aggressive, dominating, boastful and
constantly seeking to remind the audience of their
prowess, their control". (Simon Frith and Angela
McRobbie. 1978. p.5)

9. In America, Suzi Quatro comes to mind. She started
out in a family group. And in the U.K. the Vernonsz
were a group of 15 year-olds who worked at Vernons

pools factory.
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Chapter 5. THE IDEOLOGY OF TEEN FEMININITY.

It is not simply material factors which lead to
women's absence from rock, for many young women have
no desire whatsoever to play in a band. The reason why
boys are drawn to rock bands, whilst women are not,
can be explained in terms of gender ideology: rock

bands are masculine.

Clearly women are just as musical as men and more
girls than boys play the piano. But they do not play
in rock bands. The piano, the flute, and the violin do

not conflict with femininity; rock instruments do.

The ideology of sexual differences permeates our
society. The 1last two decades have seen the
documentation of gender socialization processes
operating through language, children's toys, books,
television, magazines, etc. In particular there is now
a substantial body of research in the sociology of
education which shows gender differentiation to be an

important part of the 'hidden curriculum' of schools.!

Why is rock seen as masculine? Firstly, rock is

dominated by men. There are very few female role
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models available. This sets up a self-fulfilling

prophecy.

Secondly, it is believed that in order to play rock
music/instruments certain physical and mental
characteristics are required, such as aggression and
physical strength. These traits are seen as 'male'.
Thus women who play rock are considered to be putting
their femininity at risk. Rock music is 1loud,
amplified music. From earliest childhood noisiness and
rowdiness are proscribed for girls. A certain degree
of toleration may come into play before puberty, but
such indulgence rarely escapes the onslaught of the
'femininity' project associated with adolescence.
Parents, peers and magazines all decree that girls
should be quiet and seemly in their behaviour,
although the actual boundaries of what is allowed vary

somewhat with social class background.

Thirdly, rock is associated with technology, which
is itself strongly categorised as masculine. Boys get
given technical toys; girls do not. Boys' informal
learning, in the home and amongst their peers, breeds .
a familiarity with, and confidence in, all things
mechanical, technical and scientific. Research in the
particular field of gender and science education
indicates that girls fear technical equipment, whereas
boys do not. 2 Boys dominate the experiments whilst
girls fall into the wait-and-watch role. The image of
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viewed as a cynically manufactured phenomenon to sell
records. Furthermore, in its elevation of the male pop
star as an object for female adoration, it reproduces
the structured emotional dependence of women on men.
On the other hand, girls have used it to negotiate
their own cultural space. McRobbie found that working
class girls rejected official school ideology and
replaced it with an anti-school culture of
exaggerated femininity: obstructive obsession with

boys and appearance, flaunting their sexuality, etc.

This certainly resonates with my experience as a
sixth former in 1963. When we covered the walls of our
room with Beatles pictures it was to make it truly our
territory. It was the first time we had ever had a
collective space of our own. The pictures outraged our
headmistress, who told us we were allowing ourselves
to be mnaively exploited by sinister commercial
interests. We did not feel exploited. To us it felt
like freedom, and her ultimate defeat marked the
distance we had travelled down the path towards

autonomy.

McRobbie conceptualised the culture of the working
class girls she studied as partly determined by their
social structural ©position: both the material
restrictions of class and sexual oppression. They were
living at home, dependent on, and constrained by,
their parents. Their present was parochial and their
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future prospects restricted. The culture of romance
and the boyfriend was an exciting escape from drab
reality. However, it was also the means by which they
were ultimately trapped: it was at the same time a
'solution' and a prison. Like Willis's 'lads' (1977),
the girls created a culture which then acted upon them
as a powerful form of social —control. Their
preoccupation with romance limited the time available
for study and, thereby, their educational achievement.
Their desire to get a 'steady' in their early teens
meant that they only had a brief period before being
engulfed by the duties of wife and mother. Having
limited occupational choice, marriage was seen as as
an economic necessity, the only way to gain
independence from the family. It was also made
inevitable by the local gossip networks which enforced
a powerful double standard of sexual morality. In sum,
marriage was the main goal for working class girls as
it gave them adult status, legitimate sex, somewhere

to live, economic security and a ready-made 'career’.

Working class girls invested a large proportion of
time, money, thought, and energy into making
themselves as attractive as possible to boys. McRobbie
describes the 'bedroom culture' in which they would
read 'teenybop' magazines, practise dancing, and learn
how to negotiate a safe route through the minefield of

teenage courtship rituals and double-binds. 4 Although
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each girl is in competition with the others (to get a
man), a lot of this 'work' is shared. Much time is
spent together, preparing to go out: deciding what
clothes to wear, how to do their hair, etc. Girls
arrange transport and devise protective strategies for
the evening. A solitary girl is defined negatively, as
a "wallflower", or else "loose'". She is also a
potential victim. If girls go out together they can
protect each other from actual threats, and also
preserve each other's reputation. They can affect a
cool nonchalance on the dance floor, feigning
aloofness from any cattle-market atmosphere.5 The
female dyad also functions to enforce the norms of

local working class sexual morality.

Female dyads are the best way for working class
girls to attract future husbands. The dyad also
foreshadows the narrow exclusiveness of the future
marriage relationship. For the double standard

continues after marriage.

Further evidence for this comes from research done
by Celia Cowie and Sue Lees (1981), and Lees (1986). .
They found that the behaviour of working class girls'
is policed by the vague and shifting nature of terms
such as 'slag'. Any girl was at risk of being so

labelled, either by appearance or behaviour. One way
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to minimise such labelling is to be "in love'". But

marriage is the only really safe place.

Thus it is that the dual standard of sexual
morality underpins both marriage and the ideology of
love and romance. Young women's behaviour and freedom
is restricted by this ideological factor just as much
as by the material facts of sexual attack. Girls must
be careful not to wear the "wrong" sort of clothes, be
seen in the "wrong" places or with the "wrong" male,
or even female, company. Being seen as a slag not ounly
ruins one's marriage chances, it also rationalises
being treated without respect on a line that runs from
insults to rape and murder. Thus physical and social
risks operate to drive women into attachments where it

is expected that they will be protected.6

Girls' peer groups are less long-lasting than
their male equivalents. As girls grow up their main
concern becomes, increasingly, boyfriends. When a girl
gets involved in a "serious" relationship she 1is
likely to sever her relationships with her female
friends, often at her boyfriend's insistence, and
spend all her time with her boyfriend and his friends.
This is the norm in working class communities, as
research by both Lees (1986) and Griffiths (1985)

makes clear.
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Leonard's ethnographic study (1980) bears this out.
She found that girls' peer groups dissolved rapidly
when they left school. In contrast, the boys'
neighbourhood peer groups actually grew stronger. Once
a boy had a 'steady' he gave up "the chase" and had
more time for fishing and football with his mates.
Moreover, the whole courtship 'career' commenced
earlier for girls than for boys: at age 12 to 14. They
rejected their earlier hobbies. They devoted most of
their time and energy to their single goal: marriage.
Leonard discovered that almost all working class girls
in her Swansea sample had begun their relationship

with their future husband by the time they were 19.

Kitwood (1980) provides similar evidence. He found
that working class girls are often married by 18. They
are under great pressure to get a boyfriend; it is the
only way in which they can gain any kind of status.
The working class girl, says Kitwood, will make many
sacrifices to get and maintain a relationship: put up
with infidelity, boredom, etc. In contrast, the boys,
under less pressure to get a girlfriend, engage in
shared male hobbies. Boys are in a powerful position;
they can pick and choose. Kitwood also says that girls
have no existential projects. This is normative and it

is difficult to deviate.

The market research study by Susie Fisher and Susan
Holder (1981) also highlights the pressure towards
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conformity which young women's peer groups exert. A
girl cannot be a mod if her mates are not mods. The
girls all dress the same so that they will avoid being
picked out. Girls have to be as feminine as possible
in order to confirm their shaky sexual identities.
They learn to be deferential in order to please the
boys. Thus the latter gain power. Teenage girls are
expected to '"quieten down'", give up sports, be
ladylike, etc. Fear of being "left on the shelf"
drives the girls on. Girls think about boys all the
time. In contrast, boys do not worry much about girls

and it is considered "soft" to enthuse over them.

It would seem, then, that there has not been that
much change since Pearl Jephcott's study (1942) which
showed the way in which future marriage dominated the

minds of adolescent girls.

With the proviso that all of the above material
applies only to working class young women, I find it
far more useful than subcultural theory for explaining
women's absence from rock. Of course, both the
ideology of romance and the ideology of 'slag' are
simply that: ideology. They are normative and do not
preclude deviation. Indeed, I shall be discussing the
ways in which some young women manage to escape the
imprisoning impact of these norms. Nevertheless, I

would argue that these ideological processes do
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represent as important a set of obstacles as do the

material factors which I have already discussed.

Firstly, for a girl to get involved in a rock band
she would probably have to be involved already in a
group of girls who decide to do this together. This is
unlikely as working class girls appear to spend their
brief '"flowering period" in exclusive dyadic
relationships which are preoccupied with the courtship
game. A girl attempting such a project alone would be

rejected by her peers.

Secondly, girls are under a lot of pressure to get
a boyfriend, and this means they have little time for
anything else. At adolescence previous hobbies and
activities are suddenly dropped. Some are seen as
childish, others as unfeminine. Characteristically,
girls give up sport at this time, whilst boys get more
involved in it. Some activities are perceived as a
threat to her marriage chances. If a girl had learnt
to play in childhood she would be likely, then, to
cease playing at this time and, instead, devote all
her spare time to activities like dancing which allow.

the possibility of meeting boys.

As I shall show later, those young women who do
join bands find that they have to allow music-making
to become their number one priority. Most girls are

totally preoccupied with boyfriends and romance. This
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is their (sole) hobby, and preparation for the most

important female career: marriage and motherhood.

Thirdly, when a working class boy gets a girlfriend
she 1is expected to traipse around after him, which
leaves him free to continue his playing but restricts
her autonomy considerably. Thus it is that there is
often a special table, at gigs, for the musicians'
girlfriends. The boy may also wish his girlfriend to
service his domestic needs: mend his trousers, etc. He
may feel that she mneeds no other interests.
Furthermore, the '"steady" girlfriend is perceived as
"respectable" and must only be taken to "decent"

places. This would cut out many gigs.

Fourthly, girls are expected to "settle down" at an
earlier age than boys. They '"go steady" and marry at
a younger age than boys, which means that if a young
woman does get involved in a band she 1is openly
renouncing her marriage chances as far as the local
working class community is concerned. Yet these mid-
teenage years are precisely the period when boys

embark on their rock careers.

Fifthly, some of the artefacts seen as essential
for achieving femininity pose an obstacle to playing
rock instruments. For example, at music workshops
girls have expressed dismay when told that the first

step to playing guitar is to cut their fingernails.
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Long, carefully painted nails might be a girl's proud
possession but they make electric guitar playing very
difficult.’ Also, you cannot maintain a neat and tidy
appearance when you are humping equipment about. You
get filthy. You have to wear tough clothes and shoes
for this work (until you get famous and roadies do it
for you). It is hard, tiring manual labour, which
builds up stamina and muscles. All of this clashes
with the norms of femininity, which dictate that a
girl should hang around and wait for a man to do it
for her. In a mixed band the boys might do it all, but
in an all-women band you do it. Feminine

characteristics are a positive hindrance:

T: "You find you have to keep up your feminine

'girly' thing and that doesn't partlcularly go w1th
being in a hard, sloggy job, which is what music's
all about"

It is difficult to stay feminine in these
circumstances precisely because femininity is an
artifice. It is assumed that women do not sweat, that
their noses do not go red and shiny, and that their

hair stays in place.8

Involvement in a rock band can only enhance a boy's
status, whilst it jeopardizes a girl's femininity. As
Kitwood found, boys want 'mice" girls, not 1loud,
brassy ones. The dual standard is relevant here. A
girl hanging around with a group of boys, unless she

is "going steady" with one of them, is courting the
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label 'slag' and this is probably particularly true
of boys in a rock band, given rock's media
reputation.9 Unless her boyfriend was part of the
rock world too, it would not be tolerated. Thus women
playing in bands are most likely to be musicians'
girlfriends, which means that if their relationship

ends they may feel compelled to leave the band.

By getting involved with the rock music world,
working class girls cut themselves off from potential
boyfriends outside that world. If a young woman 1is
already engaged or married and wishes to join a band,
her husband or fiance would be likely to object, for
her "place" is at home. Neighbours and kin also
enforce this norm. Lees (1986) found that girls could
lose their reputation simply by looking "weird". One
can see how being in a band places a girl beyond the
bounds of local "normality". Likewise, a young woman
can be labelled a slag just for going to a rock venue
alone, and this restricts a girl's chances of
meeting a group of musicians to play with in the first

place.

MIDDLE CLASS GIRLS

The studies I have been considering so far have all
been about working class girls. It is important to

consider class as a mediation between women and the
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ideology of femininity, and as there has been very
little good empirical work  published on middle class
girls growing up and how they negotiate gender
ideology, in what follows I am going to use some

autobiographical material.

The first point to make 1is that the moral
imperatives of the 'dual standard' exert a stronger
grip on working class than middle class girls, because
the former are less mobile and their actions more
visible to the local community. Although the double
standard runs right through society, including higher
education establishments, the female student can lead
a quite separate life at home and at university. If
a working class girl loses her 'reputation' she has
lost her one chance. Within the narrow confines of the
neighbourhood there are few alternatives to marriage,
and she may no longer be marriageable. Middle class
girls know that they are going to move out of the
locality (to college, at marriage or through their
job), and therefore their local reputation does not
matter that much. There is less holding a young woman
back from taking chances. Playing in a rock band might

be seen as one of those chances.

It is also true that the possession of a car
creates more freedom sexually (one reason for the
difference between American and British youth
cultures). Middle class girls with wheels may have
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casual encounters well outside of their home area and
no-one need be the wiser. Middle class people tend to

have more 'widely dispersed networks', anyway.

However, middle class young women do encounter the
commercial culture of femininity. It is common female
knowledge, and the 1list of activities in which women
are told to engage is endless. Hands must be softened,
fingernails manicured, eyebrows plucked, hair
conditioned, permed, bleached...There are numerous
procedures for the face alone: scrubbing, cleansing,
moisturising, etc. There are pages and pages on the
application of make-up. This is undoubtedly a lot of

hard work but, we are told, it should also be fun.

Obviously, not everyone does all of these things
every day, but these are the standards established by
women's magazines, and it is a rare woman who is not

influenced by these norms at some period of her life.

In my mid-teens I slept in hair-rollers every
night. By 20 I used to start getting ready to go out
on a Saturday night sometime in the mid-afternoon.
There was also an element of ritual involved. It made
the disco a significant 'moment'. Getting ready was
part of the anticipation of a good time. Success meant
"meeting someone", and if the evening was not a
success, despite the charmed precautions, then one

could always blame it on one's brand of mascara.
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Middle class, like working class girls, become
obsessed with romance. Concentration is narrowed to
the love object, jeopardizing exams and undermining
leisure projects. Girls are more prone to this state
of mind than boys, because they are expected to
indulge in it. As Greer (1970) says, romance is
portrayed as the one great female adventure. It is
supposed to bring total fulfilment. If girls spend
incomparably more time than boys in this condition,
then no wonder they have little time to become rock
musicians. Moreover, girls are encouraged to be self-
sacrificing. Hobbies and friends may be offered up on
the altar of '"the relationship". Nowhere is this more
apparent than in girls' magazines, which focus

entirely on romance.

"These  stories cancel out completely the
possibility of any relationship other than the
romantic one between boy and girl. They make it
impossible for any girl to talk or think about a

boy in terms other than those of romance".
(McRobbie. 1978b.)

Everything a girl does is seen as instrumental to
getting a boyfriend, getting engaged, and getting
married. One might argue that this is not real life.
But these magazines set up normative patterns which do
have a lot of influence on the actual behaviour of
girls. The sales are massive. Most girls will have

read them at some time in their adolescence.
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I certainly viewed parties, dances, and the youth
club in mainly instrumental terms during my teenage
years. My pursuit of a boyfriend was obsessional and
undermined my main leisure project, swimming. I
actually disliked youth clubs but felt I had to go to
them. I was in tears most Sunday evenings when I had
failed (once again) to summon up the requisite courage
to go to the local club. I spent a lot of time lost
in introspection and writing in my diary. What was
wrong with me that I didn't have a boyfriend? I felt I
was a failure. Being good at swimming and coming top
in physics didn't seem to matter any more. What was
the point in sleeping in prickly rollers every night
when my hair only got wet in the swimming baths the
following morning and all my curls fell out? No, the
curls came first. I tried to make my mouth fuller by
contorting my features. I tried to look shorter by
slouching. I practised "looks" in front of the mirror.
I spent hours mooning over boys I had never even
spoken to. I would meet someone at a dance and
immediately fall headlong into the delicious anguish
of unrequited love. I would fritter away hours when I
should have been doing my schoolwork, reading and
writing love poems, listening to love songs. My school
work suffered: I failed half my '0O' levels. I only
managed to reverse this process when I finally

acquired a steady boyfriend in the sixth form.
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This adolescent crisis seems to affect women in
all social classes. Sue Sharpe (1976) found it to be
one of the factors which help to explain the marked
fall-off in academic performance among girls during
the third year onwards in secondary schools. Lack of
academic achievement, in its turn, encourages young
women to put their energies into the culture of
femininity instead. On the other hand, girls who are
quite successful academically may suddenly feel that
it is no longer enough. There is a new arena in which
competition is more important. Having a boyfriend is
both an end in itself and, perhaps more importantly, a
status symbol. Girls conform to peer group norms out
of a need for approval, acceptance and belonging.
Autobiographies of middle class women bear witness to

the pain of female adolescence. For instance,

"there was that terrible agonizing bit between
fourteen and sixteen. Well I didn't really have a
boyfriend like some of the other girls did, and I
really wanted that..." (Pat Garland in McCrindle
and Rowbotham. 1977. p.271)

"For women-to-be in those days, as in most others,
being without a boyfriend signified a certain
physical and moral unattractiveness, whereas the
state of being without a girlfriend has no such
implications for men-to-be". (Oakley.1984.p.22)

This theme also came out in my interviews, for

example, this upper middle class woman:

S3: "I think puberty is really traumatic,
especially reading this diary from when I was 13, I
can remember how low my self-confidence was

then...That was the year I started menstruating.
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But things started happening before that and it was
to do with girlfriends and boyfriends, having boys
for social status...l think it was sexuality and
the social 1mp11cat10ns of that. I remember
thinking, 'I can't stand all of this!' If someone
had said, 'Don't worry, you don't have to have a
boyfrlend It doesn't matter. You don't need that
status', it would have made such a difference"

Whilst all children are candidates for 'fear of
failure' it has been argued that girls in mixed
schools, paradoxically, are also afraid of success.
They find themselves in a contradictory situation. Sue
Sharpe's Ealing schoolgirls were of a majority opinion
that boys dislike girls who surpass them in their
schoolwork. Thus, if a girl wishes to be attractive to
boys she should hide her academic abilities and

camouflage her intelligence. For example,

"By adolescence I was interested in being approved
of to the same extent as I had been in primary
school, But...It wasn't my parents anymore to whom
I went for the presents and the pat on the back. It
was the males around me. Sometimes male students,
sometimes male teachers. What did get me approval
was being vague and dumb, letting them help me
with my work, seeking their guidance". (Pippa
Brewster in Spender and Sarah. 1980. p.11)

My interviews furnished similar evidence, such as this

comment,

B3: "I used to be very good at school. I used to do
all my work and be top of the class 1n everything.
Then, when I reached adolescence =~ it's welrd - I
just gave it all up. I stopped working. I'm sure it
happens to girls more than boys. You re not
supposed to be brainy as a girl or you're not
attractive. I had a lot of trouble getting
boyfrlends. So I'm sure it had that effect. (So) I
started going out, wearing make-up, having a good
time".
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In this way young women learn to sell themselves
short., They are being prepared for marriage; for
accepting that whatever career they choose to do it
will come second to their role as wife and mother. As
Frith (1983) has said, marriage is still the feminine
career and other options (including becoming a rock
musician) only come to be seen as possibilities when
women reject marriage as a full time career. On the
whole it is easier for middle class women, especially
those who go on to higher education, to make that
rejection. McRobbie (1978) found in her research that
middle class girls had wider horizons despite the

"common interest in femininity":

"Boys may well dominate their consciousness at the
moment, but there are also possibilities for a
career other than just marriage'". (p.101.)

For many middle class (and some working class)
young women, higher education provides an escape route
from the ideology of femininity. Even in secondary
school some girls avoid the competitive pressure of
peer group ideology by becoming 'blue-stockings'. For

example, Alison Fell recalls her early teenage self:

"In 1957 she's thirteen...and figures are bursting
out everywhere, particularly in the lower streams,
or so it seems: it's as if the girls in the A
class are saving themselves for better things. In
the playground it's nothing but waspie belts and
transparent blouses, a wiggle when you walk and a
wiggle when you talk, really vulgar, the lot of
them...Aspiring to femininity feels like imagining
you could climb Mount Everest = all these film
stars so 1impossibly hourglass...Femininity is a
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vocation in itself, and it looks to her as if it
would take a lifetime; surely Art would be easier".
(Liz Heron. 1985. p.18-19)

However, many middle class parents expect their
daughters to put marriage first, whether they go on to
University or not. As Ann Oakley points out, the

inherent role conflict is rarely recognised:

"My school and my parents had both made it plain
that girls should get married. If they could fit
in a career as well, that was fine. Nobody pointed
out to us that in this situation there was a
certain conflict to be resolved. We had to find
that out for ourselves".

This is echoed by Harriett Gilbert, recalling her

mother's attitude:

"While never doubting my right to whatever the best
education might be...or my ability to profit from
it, she would still ask, 'Who'll ever marry you?'
as I lost my temper, shouted too much or behaved
in some other ‘'hoydenish' way...Marriage and
children were still, it was perfectly clear, the
only safe goal". (Heron. 1985. p.54)

The way girls are socialised at home, at school, by
peer groups, and by magazines, does make them more
likely than boys to prioritise love and personal
relationships over career considerations. And this

seems to be true of all social classes.

One of the main themes of Ann Oakley's
autobiography is the emotional dependency brought

about in women by love:

"any attachment that is formed between myself and
another becomes, for its duration, my ruling
concern. I become inseparable from that person and
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lose much of my capacity for independent voluntary

action. I have given myself up to the other person,

whether or not such self-sacrifice was asked for,

and I am, indeed, nearly willing to give up
s (]

everything”. (Oakley 1984. p.55)

The centrality of love makes it difficult for girls
to make long-term plans. In a sense, all career plans
are provisional. In contrast, for a boy having a
girlfriend is not the be-all-and-end-all of his life
and marriage does not interrupt his career. For a man,

paid work is the central plank of his life.

What I have been describing in this chapter is the
set of ideological constraints which young women have
to contend with as they grow up in our society. I have
shown that these pressures affect women of all social
classes, although in different ways; gender is
mediated through social class. Middle class girls are
not expected to find their husband by the age of 16.
Their education 1is often more academic and less
directed to femininity. They have other possibilities
than wife and mother. Higher education provides them
with a privileged space in which to explore a variety
of activities whilst suspending thoughts of marriage
or career for a few years. (Boarding school may very
well function in the same sort of way.) They are
influenced, like working class girls, by the culture

of femininity, but it does not dominate their lives in
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the same way. They are expected to have some sort of

career, even if it is of limited duration.

I do not intend to suggest that women are simply
passive slaves to this ideology. Culture is about how
people make sense of the world and their situation
within it. There are complex dialectical relationships
between people, the social structure which they
inhabit, and culture (including ideology). The culture
of femininity is both inherited and created by young
women in particular structural locations. The material
circumstances in which particular groups of girls are
situated affect their reading of femininity and the
way in which they construct it in their everyday
lives. This is precisely because culture in general,
and ideology in particular, is a way of handling these
circumstances. Ideology is a constraint and yet also a
partial solution. A young woman is socialised by a
particular set of parents, siblings, peer groups,
etc. She reads particular magazines and learns in a
particular school environment. Thus the daughters of
manual workers, white collar workers, professionals,
etc. will interpret femininity differently and develop
various responses to it. For the working class girl,
as I have discussed, restricted material circumstances
in both the present and future push her towards an

early marriage. Marriage is her only career. The
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ideology of romance functions to transform into fun

the work of finding her future spouse.

On the other hand, the teen culture of working
class girls is not monolithic. Some variations have
been sketched in, but female cultures have been long

neglected and much more empirical work is required.

The culture of McRobbie's Mill Lane girls, although
a form of resistance to school, was very much a
culture of femininity. Working class young men use
music to express a particular form of resistance. Why,
then, do their sisters not also use music in this way?
The answer 1is that female working class resistance
takes the form of ultra-femininity and this is not
conducive, as I have shown, to becoming a rock
musician. On the other hand, in my own research, I
have found some evidence of a working class
subcultural form of resistance to femininity: the East
End renees. Renee (short for Irene) means girl. It
was a term the mods developed. Renees have short hair
and wear masculine clothes: monkey boots and jean

jackets.

Kl: "You do things that girls don't usually do,
like smoke roll-ups or ride a motorbike, that sort
of thing. So I suppose anyone that does anything
like that is slightly unfeminine".
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But it is a working class culture; middle class
feminists are not renees. Yet the word describes

something broad.

Kl: "I mean, even some punks and some skinheads
could be renees - depending on their attitude to
life...You've got to be quite socially aware of
things around you. You see a girl, a working class
girl like my sister, for instance. She ain't a
renee. I mean, she goes to discos and wears sparkly
dresses and things like that."

This form of resistance is compatible with rock music-
making and I found quite a strong connection between
this sort of culture and working class women in rock

bands.

Young women who resist ©both the commercial
pressures of femininity and those of their local peer
groups are, in effect, rejecting the idea of early
marriage and motherhood as the only possible career
open to them, and refusing to accept romance as the

sole adventure.

If working class girls do get involved in rock
music they are more likely than middle class girls to
treat it as a career Rock offers the dream of money,
travel and glamour which few other jobs can supply.
Even if, in reality, they do not get much money, there
is always the possibility that they might meet and
marry a rock star. Middle class young women are more
likely to pursue music merely as a hobby. They do not

tend to see it as an acceptable way of making a
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living. They have far more choices and a more open
future. Sixth form studies, and then higher education,
are seen as more important. Working class parents may
be initially worried about rock's reputation but, once
reassured, are likely to back their daughters all the
way and even make considerable financial sacrifices. I
found this to be the case with the working class

musicians I interviewed. For example:

K3: "I was going to do 'A' levels and go on to do
commercial art at college. And then, one day I just
thought, 'I don't want to do this'. Equipment's
very expensive and my parents couldn't afford to
buy me any. So the only way I could afford to buy
equipment was to get a job. And so I said to my mum
and dad, 'Look, what do you reckon? I wanna leave
school. I wanna go for the music thing'. And they
said okay and that was it...My mum and dad kept
us. We couldn't have done it without them. They
bought a van and we hi-jacked it and ran it into
the ground for them! So they helped us a lot".

In contrast, middle class parents, unless musicians
themselves, are 1likely to see rock music as an
unsuitable occupation for their daughters (and sons)
and do all they can to dissuade them. And, as
Kitwood's study showed, middle class parents have far
more influence over their children's careers than do

the working class.,

Notes:

1. For example, Sharpe, 1976; Wolpe, 1977; B

yrne
1978; Stanworth, 1981; ’Clarriéoates, ,1978; ’Spender:
1982; Mahoney, 1985; Baran, 1987.
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2. For example, Kelly, 1981; Stanworth, 1981; Deem,
1978; Spender, 1980 and 1982; Byrne, 1978; the
Brighton Women and Science Group, 1980; Weiner, 1985;
Mahoney, 1985,

3. Perhaps this is why it is males rather than females
who have flocked towards the synthesiser, despite the
fact that women are more likely to have had piano
lessons and thus be familiar with the keyboard.

4, For example, in her article on Jackie magazine
(1978b.), McRobbie describes the way in which girls
are actually publicly encouraged to be devious. Make-
up must be worn but, at the same time, must 1look
'natural.' So girls take ages putting it on, worrying
about it, and then taking it off again.

5. Frith (1983) points out that it is still,
surprisingly, the case today that in the U.K. young
brides of all social classes are more likely to have
met their husbands at a dance than by any other way.

6. Deidre Wilson's study of working class teenage
girls in a northern town shows how both formal and
informal agencies of social control operate to
restrict girls' freedoms, 1limit their options, and
channel them into an early marriage. (See in Smart,C.
and Smart,B. 1978)

7. Dolly Parton has long fingernails but she seems to
play in open tuning and thus restricts her playing
technique to just one style. It is interesting, too,
that Pete Green has grown extraordinarily long
fingernails since his retirement from Fleetwood Mac.
He appears to be using them as a psychological defence
against ever taking up playing again.

8. Germaine Greer (1971) described femininity-as-

deception the most pithily:
"In their clothes and mannerisms women caricature
themselves, putting themselves across with silly
names and deliberate flightiness, exaggerating
their indecisiveness and helplessness...l'm sick of
the masquerade. I refuse to be a female
impersonator. I am a woman, not a castrate'.

9. The term 'groupie' is used in the same sort of
loose way in which slag is utilised. You can be called
a groupie just for hanging around with musicians. But
sex 1s always implied. Whereas, boys do not get
called groupies.

10. If a girl and boy are engaged in some leisure
pursuit together romance is the real reason for the

-182-



relationship. I found a pertinent example in Jackie
Number 936 (December 12, 1981). A girl who plays
guitar meets a boy who works in a record shop. He
seems interested in her playing. But the story
quickly turns into a romance as she feels "all weak
and soppy inside" and is "too busy gazing into his
eyes to take in what he was saying for a minute..."
Moreover, there is a very unrealistic ending where he
asks her to audition for his band. As far as we know
he has never heard her play. We have never seen her
actually playing her guitar. The work involved in
getting a boyfriend is shown, but the work involved in
learning to play an instrument is not. You would think
that the only requirement for getting into a band was
purchasing a guitar. It is clear, anyway, that joining
a band is far less important to the heroine than
getting the boy.
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Chapter 6. FANS.

"Nik Kershaw has always rejected the teeny bop tag
foisted on him by "serious" music journalists,
scornful of his good looks. 'I get no satisfaction
in seeing myself on some glossy poster', he says,
'But if it gets people to my music then it is a
game worth playing.'" (Oxford Journal. 5Sth,
February. 1987.)

This quotation from my local paper illustrates a
crucial paradox: the 'male' music world is, in fact,
dependent on female consumers, who, although often
derided by musicians and rock journalists, are
essential for a band's success. Consumer and producer,
fan and star; these are socially created roles and
there is a symbiotic relationship between them. Fans
hold up the whole industry. Without their adulation
where would the Beatles and Marc Bolan have got to?
Without their initial young female following they
could never have developed their, later,

artistic/serious music.

The pop/rock world works in such a way as to
constitute men as music-producers and women as music-
consumers. In this chapter I am going to analyse fans

as an extreme example of the latter role. Strictly
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speaking, only a minority of the people who buy
records are fans, for being a fan involves a certain
degree of commitment and, although both young men and
young women become fans, male commitment of this kind
easily leads into active involvement in the music-
making world (as musician, song-writer, sound
engineer, roady, etc.), whereas female fans remain

confined to consumption.1

Stars are marketed so as to encourage girls to dote
on them. Record companies strive to present stars as
romantic and accessible. If someone is married it must
be hidden and denied. If old, they must be presented
as young. They must be vague about the type of girls
they find attractive so as to allow all young women
some hope. This is what drives sales, not only of
records but of posters, T-shirts, and so on. These
articles are a more lucrative source of profit than

records.

In this promotion, record companies, stars, and
magazines work hand in hand. Pictures and "exclusive"
interviews with stars guarantee magazine sales, whilst
performing a crucial publicity function on behalf of
the record companies and thereby increasing record
sales. The fans' obsessiveness is ultimately the very
motor of both the record and teen magazine industry,
and is fostered in a myriad ways. Because of this, it
would not suit record companies or magazines for girls
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to renounce their position of fan in order to play

themselves.

This leads directly on to my main argument in this
chapter: to be a fan is to a large extent incompatible
with being a musician. The more fanatical the fan the
more true this is. This, then, helps to explain
women's absence from music-making. In order to
understand this it is first necessary to look at what

being a fan means to women.

WHY BE A FAN?

For this section I have analysed two main written
sources on the fan phenomenon: Sheryl Garratt and Sue
Steward (1984), and Fred and Judy Vermorel (1985).
From these works I have drawn out the following

implicit functions of being a fan:

1. Escape from Alienation.

Being a fan provides an escape from the routine and
boredom of a daily life spent in alienating labour.

For example,

"I think perhaps that my fantasies are a way of
controlling my own life., Because I always feel
people are trying to take control of my life all
of the time...it's the feeling of helplessness..."
(F. and J. Vermorel, 1985, p.94)
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2. Anti-Depressant.

Some fans' accounts of their sensations, behaviour
and feelings are akin to descriptions of drug
experience: the ‘'high' of the concert, and the
depression, sense of loss, etc. afterwards reminiscent

of drug-withdrawal. For example,

"I had butterflies in my stomach and...I was
actually foaming at the mouth. But when I woke up
next day I felt I wanted to die. They'd gone, you
know, and I'd probably never see them agaln. So I
spent about a week crying. I just couldn't stop
crying. I couldn't eat". (Ibid. p.131)

3. Religion.
Fans often treat their stars as gods, and travel
halfway around the world just to be near them. This

woman actually emigrated to follow David Bowie:

"I adore him. I worship him. And I have come to
know that he is my personal God". (Ibid. p.245)

Fetishism fits in here, too. Anything the ‘'god'

touches becomes sacred and imbued with power.

"I collected their dog ends too. You see them
smoking and after they've ,gone you go round with
your plastic bag. I think I've got about six. All
kept in a Plastlc bag which is in a tin so the
smell doesn't get out..." (Ibid. p.145)

4., Fantasy as Sex Aid.

In the Vermorels' book, married female Barry
Manilow fans describe how their fantasies about the

star have improved their sex lives. For example,

"I'd been frigid to my husband...I hadn't
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discovered this fantasizing helps so much then.
Now I find it helps. A lot. When I make love to my
husband I imagine it's Barry Manilow". (F. and J.
Vermorel, 1985, p.15)

5. Desire for Fame and Status.

Fans identify with stars because they wish to be
famous themselves. Fans try to touch and kiss stars in
the hope that some of the stardust will rub off.
Everything from autographs to actually meeting the

star brings status in the eyes of others.

It is clear that 'groupies' are not seeking sexual

satisfaction per se, but fame:

"I always used to like being seen with them in the
bar of a gig. Or walking out at the end with them.
Like I remember once in Manchester when I was
getting a 1lift to the hotel with the band and all
these girls were surrounding the band and going:
'Ooohh, oooh, oooh.' And I was sat there and felt
so proud. You just sort of feel important somehow.
Sort of the 'chosen one'". (Ibid. p.176)

6. Friendship.

Being a fan can be a way of making friends, a
protection against loneliness. Fan clubs offer a way
of making sociable links with other people. 1In the
Vermorels book it is the Barry Manilow fans who say
the most about friendship. There is a national network
of Manilow fanclubs as well as 1loose informal
gatherings. Fans have created a whole social world, as

this quote illustrates:

"There's two kinds of Barry night. With civilized
ones we hire a room in a pub and have a video on.
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Most of us are sitting and chatting around tables,
meeting up with friends we haven't seen for a
while, exchanging news and gossip - just generally
having a chat...It's just a nice warm, friendly
feellng...On the other side are the Barry
discos...". (Ibid. p.215)

At the latter gatherings the women play Manilow all
night in a room covered with pin up pictures. These
all-women discos allow the same kind of freedom from

gender restrictions that occurs at feminist events:

"You can leap up and down, your hair can get in a
mess, you can smudge your make-up - it doesn't
matter...It's just pure fun". (Ibid. p.216)

7. Collective Power.

Being in a crowd of fans 1is one of the few
occasions when girls feel powerful. Men get this kind
of feeling from situations 1like football matches,
union meetings, pubs, rugby clubs, etc. Sheryl Garratt

brings this out clearly,

"One of my clearest memories from nine years ago is
of a bus ride from my housing estate in Birmingham
into the city centre. An atmosphere like a cup
final coach, but with all of us on the same side
and with one even more radical difference - there
were no boys. At every stop, more and more girls
got on, laughing, shouting, singing the songs we
all knew off by heart. We compared the outfits and
banners we had spent hours making, swapped jokes
and stories, and talked happily to complete
strangers because we all had an interest 1n
common; we were about to see the Bay City Rollers"
(Garratt and Steward, 1984. p.140)

8. Role Models.

Fans use stars as models. They copy their clothes,

hairstyles, way of talking, etc. In the absence of
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many female role models, young girl fans often

identify with androgynous male stars instead.

"Androgyny is what they want: men they can dress
like and identify with, as well as drool over.
With so few women performers to use as models,
perhaps girlish boys are the next best thing".
(Ibid. p.144)

As Garratt points out, it is not the heavy metal
bands who have girls screaming at them in their
thousands, despite what their 1lyrics boast, for
"there's no way you could imitate Whitesnake's David
Coverdale'. These bands appeal to other men, who form

the majority of their audience.

Androgyny, femininity and even a hint of
homosexuality enhances a male star's popularity with
young women. For example, Frankie Goes to Hollywood
appealed to teenyboppers. So too did Roxy Music, David
Bowie, Adam Ant and Boy George. All of these
performers have projected a degree of camp, regardless

of whether they were actually homosexual or not.

In this context, I think it is interesting to note
the importance of the Beatles to the women musicians I
interviewed. The band, in their early days, fitted
Garratt's description of the non-threatening,
needing-~to-be-mothered image. They were often
described as '"lovable mopheads"? As individuals, they
were different enough from each other to give girls

scope for reinforcing their identity, by favouring
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Paul, say, instead of the others. Half of my
interviewees mentioned the Beatles as being
significant in some way. They were the band who were
most mentioned when I asked my interviewees about
their early influences and favourite groups.
Significantly, this was true regardless of the age of
the interviewee. The first record bought was typically
a Beatles record. Also, many parents liked the band.
Girls were more likely to be allowed to listen to
Beatles records 1in the family 1living room than
'heavier' bands such as the Rolling Stones. Some women
said that they had, as children, pretended to be the
Beatles. In particular, the Beatles' music was melodic
and lyrical. Beatles harmonies were ones that girls

could easily copy.

Despite singing the hit songs, however, being a
female fan does not lead to music-making (as it often
does for boys) but, rather, to dressing up. This is
particularly true regarding pre-pubescent girls. The
Boy George lookalikes and Madonna ‘'wannabes' are
having fun experimenting with images of femininity in

a safe collective setting.

9. Security.

Fantasising about a star can provide a sense of
safety which may be absent in the fan's real life,.

This kind of remark is fairly typical:
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"I wish I could be in your arms and forget who I am
and feel protected and secure with your love".
(Ibid. p.27)

10. Rebellion.

Boys use rock music for rebellion. Girls can too,
up to a point. A girl can express her autonomy and
personality by allegiance to a particular star and, as
McRobbie (1978a) has pointed out, young women can use
pop music as a form of resistance at school. Yet pop
music, mainly directed at females, is not
characterised by rebellion, whilst rock, which often
is, is a male discourse. Thus women's identification
with archetypal rebellious rock bands can only go so
far. 1In this autobiographical passage Sheila
Rowbotham contrasts the Rolling Stones and Bob Dylan
with the Beatles and tries to explain her ambivalent

attraction to the former:

"They kept on saying that's how it is, in brief,
ugly, short and real, and the women who listened
to them had better learn it...But even so their
songs are really often very scared...Il'm split in
two in different parts of me. Their music attracts
and threatens me. It 1is beautiful, but at my
expense, and I am always external to the way they
are thinking. It seemed as if Janis Joplin was
fighting through to an answer. But shﬁzwent through
too much pain to get there safely".4 (Rowbotham,
1973. p.22§

WHY DO WOMEN BECOME FANS?

So far, the functions I have been discussing could
operate for both male and female fans. There are some
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other important functions, however, which have a
specific relevance for young women and it is to those

that I now wish to turn.

11. Resolution of the Dual Standard of Morality.

The way in which female fans describe their
sensations at a concert is very much like descriptions
of being 'in love'. The pounding heart, inability to
eat, etc. are the classic symptoms regularly revamped

in girls' magazines and romantic fiction.

Germaine Greer (1970) has argued that these
sensations are sexual but not perceived as such by the
girls experiencing them, because girls are brought up
to be cut off from their sexuality, taught that males
monopolise sexual passion and have stronger sex
drives. Furthermore, a girl cannot express her sexual
feelings openly for fear of 1losing her public
reputation. Female fans are often surprised and

puzzled by their physical sensations:

"My feelings were so mixed up I didn't know whether
to laugh or cry. And I just didn't understand why I
was feeling that way for a person I'd never met who
was just someone on a stage. I really didn't
understand what was happening to my feelings...And
I didn't know whether it was love or what I was
feeling at the time...I was frightened of my own
feelings..." (F. and J. Vermorel, 1985. p 206-207)

Conflict is built into the role of adolescent woman
in our society. Sex is exploited to sell commodities,

and women, via the media, are encouraged to become
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sex-objects. Male sexuality is exaggerated in its
power, and female sexuality is underplayed. The dual
standard of sexual morality runs right through
society, imposing different rules on men and women.
Adolescent girls have strong sexual feelings but these
are denied legitimate expression by both the law,
the family, and 1local peer groups. Falling in love
with a fantasy, an idealised 'true love', is a safe
focus for all that pent-up sexual energy because there
is very little chance of any real contact occurring;
the girl cannot get pregnant or lose her reputation.3
Thus, in a way, the pop star can solve the problems of

having a real boyfriend. Indeed, it is a preparation

for a boyfriend relationship.

12. Romance/ Surrogate Boyfriend.

Girls become fans far more often than boys,
because they are more generally concerned with love
and romance. It is central to their lives. The whole
pin-up/rock star phenomenon is fuelled by girls'

preoccupation with romance.

Pop stars are presented to girls in very romantic
terms, as fantasy boyfriends. There is much similarity
between fantasising over a pop star and fantasising
over a boy you would like to go out with. The
fantasies are similar: romance, sex, marriage, and

babies. Girls are brought up to expect a man to give
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them security, to "save" them and "fulfil" them. Their
fantasies about pop stars are along the same 'knight
on a white charger' lines. So there 1is a
straightforward continuity between the relationship
girls are expected to have with boys generally and the
relationship they are expected to have as fans. The
fan relationship anticipates marriage; it reproduces

the dependency of women.

If girls were not fantasising about pop stars they
would be dreaming of film stars, as in the pre-war
period, or about the desirable but unobtainable boy in
the next street. Indeed, I have already argued that a
major reason why girls do not become musicians 1is
because they spend so much time being "in love'". Pop
star infatuation is but one specific case of this

general phenomenon.4

THE CONSEQUENCES OF BEING A FAN

Both Garratt and Fred and Judy Vermorel challenge
existing notions of the fan as passive victim and
assert the positive features of fanhood. Fans, say the
Vermorels, show "courage, innovation and daring". Now,
it is true that fans are not the totally unthinking,
record-fodder which the media have sometimes made out
but, for all their adventurousness, fans are consumers

and not producers of the music. And, although one can
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discern positive functions which being a fan can
perform, there are also dysfunctional aspects for the
women who choose this role. Relief from alienation is
only temporary. The fantasy lover is, after all, only
fantasy, and realism tends to surface at some stage or
other. Fan letters often swing back and forth between
the dizzy heights of unrealistic expectations and
down-to=-earth level-headedness. There is often
ambivalence. But, then, this again is true of the
boyfriend relationship, which the fan relationship
anticipates. The star is unobtainable, but the objects
of girls' sexual infatuations so often are. Unrequited
love is often built up from the slightest knowledge of
the love object, as is the case with romance discourse
in general. Closer acquaintance would end the
relationship. 'Starlust' shows that many fans are well
aware of this, but choose to put it to the back of
their minds. For example,

"...sometimes I got a bit desperate and I felt I

really had to meet them...But then again, I never
did take steps to meet them. I suppose I wanted to
but also I didn't. It might spoil it if I did find
them". (Ibid. p.198-199)

The fact that stars are unobtainable also leads to
resentment, frustration, anger, hostility, and
violence, all of which were present in some of the
fans' 1letters and fantasies collected by the
Vermorels. Fans seem to tread a narrow line between a
naive hope that they will one day have a relationship
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with their idol, and a recognition that they are
merely one in a faceless million and will never have
their feelings even recognised by the star, let alone
returned. Fans' gifts never reach the stars and, far
from being answered, their 1letters are cynically
shredded by intermediaries, whose job it is to extract
any money and then simply send the fans order forms

for consumer goods.

Fans' frustration is often turned inwards 1into

masochism. For example,

"I am really desperate to meet Nick Heyward. I have
tried many times to get myself knocked over just
wishing that I would be hurt bad enough to be put
in a coma...I thought if I was hurt bad enough my
mum would write to Nick and ask him to pull me
through...Please help me before something really
bad happens to me". (Ibid. p.29)

The higher the pedestal upon which the star is
erected the less important the fan feels. Many of the
fans in the Vermorels' book say that they would give
up their life for their star. It is clear that these
fans are extreme; most people who become fans stay at
the pin-ups-on-the-wall stage. Yet being a fan does
mean placing oneself on a lower plane and giving away
power. The relationship between fan and star is
premised on the existence of a huge gulf. Star and fan
are complementary roles. The relationship rests on the

difference; they are mutually exclusive.”
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What follows from this is my first argument as to
why girls being fans excludes them from becoming
musicians themselves: the mentality involved in being
a female fan is not conducive to music=-making. It is,
instead, a preparation for the boyfriend relationship
and, eventually, marriage. Female fans typically
daydream about going out with their heroes rather than

about being stars themselves.

One thing I found striking in 'Starlust' was the
number of times women mentioned fantasising about
marrying their star. Female fantasies often end in a
domestic setting: '"the domestic romantic myth remains
the centrepiece of feminine culture". (Greer, 1971.
p.188) For example, a 14 year-old fan dreams:

"...the next thing I knew we were in bed. He's soft

and he's gentle and he's sweet. And then he asks me
to marry him. I only imagine him asking me to
marry him and that's as far as I go. 'Cos when
you're married there's nothing much more to think
about. You've got there". (F. and J. Vermorel,
1985. p.153)

This 22 year-old goes further:

"We make love and decide to get engaged and then
we get married. It's a nice wedding with a three-
tier cake. And about two years later we decide to
have a baby = well planned for and wanted. The baby
is a little boy...Then we go in for another one
and it's a 1little girl. So we're a complete
family". (Ibid. p.140)

In contrast, the male fan's relationship to the
male rock star is characterised by admiration (even

adulation) and sex, but not romance and marriage.7
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The male fan models himself on the star and seeks to
emulate him. Thus male fans are much more likely to
take up music-making and male musicians frequently
start off as fans. Biographies of male rock musicians
show that they usually start out with the explicit

goal of wanting to be a rock star.

The evidence from my interviews is that women
musicians, whether fans or not, do not usually grow
up wishing to become rock stars. Only five of my
interviewees said that they had ever had this aim.
Most women did not even think of becoming a rock
musician. The minority who did, dismissed the thought

as impossible. For example,

B3: "I really wanted to (but) I never thought a
woman could do it. So I forgot about it for
years...l never actually decided, 'When I grow up
I'm going to be in a rock band'. It's not
something that I thought I would ever do. But I
really liked the idea of it".

My second argument is that there is simply not
enough time to be both a really devoted fan and a
musician. Both roles are inordinately time-consuming.
The fans in 'Starlust' are extreme because they do not
seem to do anything else but be a fan. Most fans are
not like that. However, it is useful to treat this
extreme as an 'ideal type', for it furnishes clues as
to what being a fan means in less extreme situations.

Being a fan can take over your life. The closer a
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woman is to that ideal type the less possible it 1is

for her to become a musician.

in

do

Unlike most female fans, Sophie really wanted to be

a band herself:

"The best daydreams were when I had headphones on
and was starlng at the ce111ng. They'd be singing
away and I'd be there. I'd be playing something -
not part of the audlence, part of what they re
doing. And everyone's thinking: Oh, 1lucky her"
(F. and J. Vermorel, 1985. p.194)

It is clear, however, that she would never actually

it, precisely because she was so much of a fan.

This is how she spent her days:

"I hardly went out. I was like a hermit. I was just
playing Japan records all day, readlng about them
and things like that...I was 18 then. I'd had a job
after I left school but it didn't appeal to me. So
I just packed my job in. It was all Japan. Japan
was my life for a few years...You couldn't see a
bit of my walls for pictures of Japan and I just
used to lay there for hours looking at them...And
I'd play their records over and over
again...Sometimes I used to lie there all day...I
used to et muddled up with day-dreaming and
reality". (Ibid. p.194)

The more resources that are directed into being a

fan the less are available for music-making. With this

kind of fanaticism there is no way anybody would have

time to learn an instrument, practise, write songs or

be

in a band:

"I've missed nights of sleep trying to draw a map
of the area you live in. I've written 165 or more
letters to people asking to meet you as well as 32
poems. I've made hundreds of phone calls trying to
get people to tell me your address or phone number.
So please, don't you think I'm a true fan of yours
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and that I deserve an answer to the 42 foot letter
I wrote you?" (Ibid. p.150)

Being a fan and becoming a musician are both
obsessional. Each becomes the most important thing in
a person's life, dominating their thoughts and
swallowing up all their spare time. You can read this
in the biographies of male musicians. For example,
Jimi Hendrix played his guitar constantly and was
practically inseparable from the instrument. Bob
Dylan played the guitar all the time from the age of
about 10. He was utterly single-minded in his pursuit
of musical success. According to Paul McCartney's
brother, Michael, Paul's preoccupation with the guitar

was sparked off by his mother's death:

"It became an obsession. It took over his whole
life, You lose a mother - and you find a guitar?"
(Hunter Davies. 1969. p.44)

Thirdly, both fan and musician roles require
considerable financial investment. The amount of money
the fans in 'Starlust' spent on their obsession is

astonishing. For example,

"God, it must have cost us thousands, really
thousands...When they've done a tour we've been to
all the dates. And paying the fare and staying at
hotels...We went to three countries with one band.
We went to Italy, Holland and Paris". (F. and J.
Vermorel, 1985. p.171)

There is simply not enough money, time and energy
to be both a fan and a musician. So women who play

music are not likely to be, or have been, obsessive
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fans, and this is precisely what the evidence from my

research confirms.

MY INTERVIEWEES

None of the women musicians I interviewed were fans
like the ones in 'Starlust'. A few had followed bands
and put pictures up on their walls, but none had been

obsessive.

Only one woman was anything like a typical fan. C.
had fantasised about being married to Jimi Hendrix,
but she also wanted to be a rock musician herself. A
highly capable classical musician, she lacked the
confidence to play rock. Instead, she idolised the
men who did. She could have been in a band at any
time from when she was 15, but she was overawed and
intimidated by the male musicians around her and,

instead of playing with them, became their fan:

"It was me in a man's world, really. I just used to
sit there and never say anything".

But C. was quite exceptional in my sample.

A minority of my interviewees were fans, but, more
like male fans, they did not throw all their energies
into worshipping pop idols. Rather, their liking for
the music spurred them on to play themselves. Instead
of staring at pin ups for hours on end, they went out

and obtained instruments. Instead of fantasising about
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marriage, they planned to become musicians. Thus this
group were not at all typical of female fans. For
example, T. briefly dreamed about marrying Paul Simon.
But she also wanted to be Paul Simon - and John
Lennon. She decided she wanted to play herself at only
8 years of age, and by 11 had got an acoustic guitar
and was writing lyrics. Another example is M. and B5,
They loved the Beatles but they were never screaming
Beatles fans. Instead, the acquired instruments and
learnt to play Beatles numbers themselves. Indeed,
they never even bought records; they learnt to play

from sheet music.

Young teenage boys often get together as groups of
friends and attempt to emulate their idols. From such
shared activity bands and individual male musical
careers emerge. My research suggests that this is
rare amongst females. Women do not usually form bands
as a hobby with their friends. Amongst that small
minority who do become music-makers, the pattern seems
to be one of individualistic isolation rather than of
musical skills developed within a collective setting.
I think the reason for this is probably simply the
lack of like-minded girls to play with. As discussed
in the last chapter, female teenage peer group culture
tends to enforce conformity to femininity. Most of the
young women in my study who rebelled did so

individually and often felt isolated.
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In my research sample there are just two clear
exceptions to this, both of them working class,
where a group of girls get together to play music in

the standard way that boys do. This is one of them:

K3: '"Me and El. lived down the same road and we
were really good friends and were really into
music. I was a big heavy rock fan - all of us were.
Queuing up all night on the doorstep to see Led
Zeppelin at Earls Court...We were totally into
music...And then Dad came home from a Spanish
holiday with an old acoustic guitar and I just
started plonking on that. I was 15. One day I went
along to El.'s and I remember knocking on the door
and saying, 'Right, let's form a band. I'm gonna be
the guitarist. You're gonna play bass'. She just
said, 'Oh, 0.K. Right, let's do it'".

It simply did not occur to them that girls did not

usually form bands:

"I didn't see any reason why not. We just did it.
It just seemed natural to do'".

The band which they set up originally included a
number of women who were later to become well-known

musicians.

But by far the majority of my interviewees were not
fans at all in their teenage years. This was mainly
because they were absorbed in other activities: drama,
swimming, art, classical music, etc. Quite a few did
not even like pop music. Some spent most of their time
studying, and <claim they mnever experienced an

adolescence at all. For example,

V2: "I wasn't besotted with pop stars like my
friends were. I remember one of my friends queuing
for 10 hours to get a ticket to see the Osmonds,
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which I thought was really stupid, and I wouldn't
have dreamed of doing anything like that. I was
never a fan in the way that you were a teenybop
fan. I wasn't that interested...I was far more
serious than that".

V2. was from a working class background, but she was
upwardly mobile. She spent her time studying (in order

to get to university), and playing classical music.

H3. was also serious and not interested in pop
music until university. There seems to be a clash in
terms of self-image between being academic and being a

pop fan:

H3: "I was a 'good girl' and I wasn't interested in
pop music at all...As I perceived it then it would
have been contradictory to being 'good', and I was
extremely 'good'; I was Head Girl...I think that
pop music 1is probably part of a rebellious
adolescence and, as I didn't have one, I missed
out on it".

Liking pop was also seen as integrally tied up with

being a typical teenage girl:

A2: "You see, rock music was all kind of connected
with boyfriends and I had great difficulty in that
world and becoming a woman and all that".

On the whole, the women musicians I interviewed
were not very interested in popular music when they
were at school; that interest came later. For quite a
few, their rejection of pop music seems to have been

connected to an overall rejection of femininity.
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CONCLUSION

In general, then, girls become fans and not
musicians. The way in which the role of female fan is
constructed is incompatible with becoming a musician
and band member. The latter involves fulfilling your
own ambitions, following your own path, and developing
your own talents. Traditional femininity prescribes
waiting around for someone else to fulfil your
fantasies, hitching a lift on someone else's journey,
and gaining reflected glory from someone else's
talents - whether they be husband or rock star. Where
women do become musicians there {s wusually some
important factor at work, such as coming from a
musical family. I shall be examining these influential
factors in Chapter 8. Before that, however, I think it
is necessary to look at the rock industry and women's

place within it.

Notes

1. There are some young women who are fans less of the
person and more of the art itself. They do not tend to
become musicians, however, so much as writers and
editors of fanzines. Their creativity is expressed in
a less 'male' field than rock music. They write poetry
and, sometimes, 1lyrics. This is a middle class
phenomenon, but although I interviewed quite a number
of middle class women, there were none like this in
my sample. This is not surprising, for the women I
interviewed were musicians rather than fans.

2. Ellen Willis makes the same point in 'Beginning to
See the Light'. 1981.
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3. This also appears to be true for older women. For
example, Barry Manilow fans are able to experience all
the thrilling sensations of an extra-marital affair
without actually committing adultery. Husbands often
feel threatened by this behaviour, but for most it
would not be considered as important as an actual
affair.

4, The Vermorels' book shows that all women are
eligible for this role. Indeed, the older married
Barry Manilow fans are just as fanatical as any
teenage girl, Barry Manilow is their fantasy lover in
a one-sided affair. The function, as for the
teenager, is to provide romance in their lives.
Germaine Greer described their state of mind in 'The
Female Eunuch'. (1971):
"Romance had been the one adventure open to her and
now 1t is over. Marriage is the end of the story.
Women's magazines exhort her not to let the romance
die out of her marriage...Now she finds that
marriage is a hard job. Her romanticism becomes...
escapism...Romance is now her private dream...the
supreme adventure is still falling in love..."
(p.185-187)
This comes out clearly in 'Starlust'. For example, a
fan speaks of her marrlage thus:
...for me the magic (if it ever existed ~ because
I can't even remember any now) died a long time
ago...For years the real me has been fighting to
get out, and now through Barry it has". (F. and J.
Vermorel, 1985. p.190)

5. However, a few fans, female as well as male, have
crossed the gap between ardent fan and musician. This
was particularly true during the punk period, tfor
example Siouxsie Sue. Punk bands specifically
challenged the star-fan gulf.
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Chapter 7. THE ROCK INDUSTRY.

Most popular musicians share the same dream of fame
and fortune. Yet, of all the many thousands of bands
in the U.K, only a small proportion become well-known
outside their local neighbourhood, few make a record

and only a tiny fraction of those reach the charts.

In order to become successful (in the conventional
sense), the musician has to gain access to a series of
social institutions: clubs, record companies, the
music press, radio stations, etc. Such access is
gained via a series of people in influential
positions, who Hirsch (1970) has termed "gatekeepers":
promoters, agents, journalists, D.J.s, etc.l The
majority of these role encumbents are male. Thus the
careers of female musicians are dependent on the
decisions of a series of men in key positions, who
filter out the vast majority of bands (whether male or

female) as unworthy of attention.

In this chapter I wish, firstly, to explore the
extent to which the 'maleness' of the rock world
affects women musicians' opportunities and the general

shape of their careers. Secondly, I shall look at the
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(very restricted) places which women occupy within

this world.

MALE GATEKEEPERS

1. Promoters and Agents.

When bands start out they find it relatively easy
to get gigs locally. At a later stage, however, they
find that they need an agent: to save time, and in
order to gain access to prestigious venues. The
majority of agents and promoters are male. They may be
prejudiced against women's bands or, perhaps, against
those all-women bands who refuse to present themselves
as sex objects. In the pre-war period, direct and open
discrimination against women was quite common, as Dahl
(1984) documents in her book on jazzwomen.2 Joan Dew
(1977) makes the same point about country and western
music. Today sexist ideology generally works in more
subtle ways. My interviews uncovered a number of
instances. For example, M. and B5. were asked to
perform in bikinis, with the implication that they

might have to play topless:

B5: "It was worth a fortune! And we wouldn't do
it. We'd come to play music, not show our tits".

In the highly competitive process of gaining access to
venues, gender stereotypes and sexist attitudes can

seriously harm a band's career.
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2. Media Men.

D.J.s, argues Frith (1983), are the most
significant of rock's gatekeepers. Airplay is the most
effective form of record promotion, but it is not
under the control of record companies.3 Most D.J.s
are male. For a long time Anne Nightingale was the
only female D.J. on Radio One. She was faced with the
sort of ridicule and hostility which beset women
interlopers in other all-male settings. (See Steward
and Garratt. 1984). Today, women D.J.s on national
radio are still the exception. Furthermore, it would
seem that they are expected to forego motherhood: in
the spring of 1988 Janice Long, returning from
maternity leave, found that she had lost her weekly

show on B.B.C. radio and been demoted.

Music journalists are another set of gatekeepers.

Frith (1983) argues that,

"Music papers...are important even for those
people who don't buy them - their readers act as
opinion leaders, the rock interpreters, the
ideological gatekeepers for everyone else". (p.163)

Gig and record reviews are especially significant for
unestablished acts. Regardless of whether the review
is favourable or not, such publicity can only help a
band. Moreover, reviews influence record companies:

"...the papers are also part of the rock filtering

process: they give record companies an early
indication of public taste, useful advice on which
releases to push". (Frith. 1983. p.174).
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Female journalists are in a small minority. Here,
again, is another male world where women entrants have
been made to feel unwanted. Steward and Garratt's book
(1984) includes many quotations from women music
journalists which underscore this point. For example,

Vivien Goldman, comments on her experience at Sounds:

"You had to make sure that your work was really
impeccable - you really do have to do it twice as
well as a guy to get the same place, and even
then, you are resented". (Steward and Garratt,
1984, pp.90)

Victoria Balfour's book (1986) contains similar

statements from American writers.

As most journalists are male, a masculine view
tends to predominate in the music press. Women tend
not to be presented as artists in the way that men
are. They are not taken seriously as musicians. It is
often taken for granted that women are just puppets,
moulded by record companies. For example, several of
the female musicians who Steward and Garratt
interviewed said that they had never before been
asked about playing their instruments. As I have
already indicated (in Chapter 2.), women performers
are often presented in sexual terms rather than as
craftswomen, serious about their work. This comes

across in both text and photographs.

There have been a surprising number of women rock

photographers.4 This has been one of the few areas
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within the rock world in which women have been able to
carve out careers. But photographers have only a
limited influence over what actually gets printed, for
(male) picture editors select which shots the paper
will use. Choices are influenced by ideas of sexual
attractiveness; gender notions help to structure the
framework within which such choices are made. In my
personal experience, those who work on 1local
newspapers tend to see women's bands simply in terms
of 'glamour shots', and this is often completely out

of keeping with a band's music and image.

The same thing can be said about television
coverage. Most producers, directors and camera
operators are men. When I was involved in making a
television programme on women rock musicianss, the
director had already scripted all the shots before
seeing the bands perform. Cameras were on the lead
singers. The other band members were hardly shown, let
alone their instrumental technique. Only after
vigorous objection from some of the musicians
involved, was this pre-arranged shooting script
dropped. Yet the whole point of the programme was to
direct attention to women as instrumentalists rather

than as front persons.

In videos, women often get presented as sex-
objects, rather than as people doing things. The
emphasis is on bodies and faces, and the pictures can
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be highly fabricated. Techniques such as air-brushing
are used to make the "perfect'" shot; flawless and
unreal. These processes are usually carried out by
men, and it is men's ideas of perfection that

influence the final resﬁlt.

There are only a few established female artists
who have managed to gain control over these
presentation processes. Kate Bush, for example, has
been interviewed mainly by the trade magazines, who
discuss the more technical aspects of performance
with her. But, on the whole, male artists get this

kind of attention much more easily.

3. Managers.

The manager's role is basically to organise
finances and get the best deals for the band. But, as
Frith (1984) says, "Most managers are also involved in
the creation of the "product" itself". (p.106-107)
They influence the band's name, clothes, appearance
and overall image; the publicity, the kind of venues
playéd, etc. A manager may attempt to push the band in
a certain direction, in terms of its music and
audience. S/he may even try to exert influence over
who is actually to stay in the band. There is plenty

of scope here for sexual prejudice. For example:

J8: "He didn't like the idea of the two women in
the band. He referred to us as a pair of backing
singers and said that we shouldn't really be
forward in the profile. He didn't think that that
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would sell an 'image' band. He felt that women and
men in the same band didn't go and it was against
tradition; it should just stay as four male
members".

Sometimes, with professional bands, the manager
role is split into two. One person deals with all the
financial tasks, and another takes care of the band in
a more personal way: organising their time,
encouraging them along, etc. Where such role division
occurs, quite often a woman performs the latter, more

'motherly' role.®

But most managers are men. Before the end of the
1970s a female manager was a very rare thing. Punk
opened the way into band management for some women,
but they faced a lot of sexist prejudice. For example,

Caroline Coon recollects:

"The Clash would have been much happier if I was
male...whatever I did was sabotaged by the fact
that )I had tits". (Steward and Garratt, 1984,
pP.75.

She also had to deal with incredulity from record
company staff, Caroline and the other early female
managers stood their ground, and there are more women
doing this job today. But they still have to confront

sexism.

Sometimes, a promoter tries to avoid paying the
band. This is probably more likely to happen to a
female manager, as she will be seen as a '"pushover".

For example,
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J8: "They tried to pull one over on me and say,
'We're not gonna pay you because you didn't play
long enough'. And I just said, 'I'm not leaving
until I get paid the money'...I think they just
test you to see how tough you are. It happens all
the time".

A far more serious threat came from an agency
company. J8. believed that some of the gigs she had
set up, on the university circuit, were being
cancelled due to pressure from an agency representing
a rival male band. She made an accusation to one of
the student unions concerned. As a result, the agency

started making intimidating phone-calls to her flat.

"They said, 'This is Nick from --- agency and you
know what we do to little girls in this industry.
Lay off our patch!'"

Agents find it easier dealing with male managers,
because most agents are male themselves and their
working 1lives are interlinked. Men in the rock
industry, whether agents or record company employees,

find it difficult to take a woman manager seriously:

J8: "They laugh at you. People actually laugh in
your face".

They also see women primarily as sex objects, as in

this incident:

J8: "I went to the international music festival in
Cannes. I think I was one of only two executive
women. I encountered a man from a major company. He
asked me out to dinner. I said I couldn't go. He
said, 'Well, we'll go another time, but just let
me know where you are staying'. And he rang up my
hotel at one o'clock in the morning and told me
what he was going to do to my body. This went on
and on...I was absolutely furious. And I went up to
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him and said, 'I am appalled at what you did and I
think your behaviour sucks. I am here to do
business and I am annoyed and frustrated that you
see me as nothing more than an object'".

This man turned out to be the financial director of a
record company with whom she was trying to negotiate a

deal. On realising this she said,

"'That's the end of our deal. We don't have a
deal'. And I know that cost me good business with
a major record company'.

4. A&R Men.

A key task within the record industry is deciding
which performers should be offered record contracts
and which records should be released. This is called
A&R (artist and repertoire). Because women so rarely
do it the usual phrase is "A&R man". This work is not
seen as suitable for women, involving going out late
at night to clubs, etc. Yet female fans go out to

gigs, so this sort of rationalisation is spurious.

Only a small percentage of bands get signed by
record companies. The A&R man is, first and foremost,
a talent scout. He also decides which numbers the
bands should record, whether as album or single
tracks, and, of all the records put out by the
company, which ones should be promoted. He is
restricted by public taste, for the over-riding goal
of the record company is to sell its records and thus

maximimise profits. But no-one knows for sure exactly
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what the public will purchase. So, ultimately, the
clutch of records which become available in the shops
have been chosen for the consumer by A&R men. Thus,
few roles could be more important for the musician's

career than that of A&R.

The assumptions made about what the public wants
to hear can easily reflect sexist ideology. If, for
example, an A&R man has entrenched chauvinist
attitudes then he would be reluctant to sign an all-
women band to his company's label. That is, outright
discrimination is a possibility. He also has to decide
how much money and time to invest in any particular
band he has signed. There is obviously much scope for
gender discrimination. Similarly, as Frith (1983) has
pointed out, A&R men have to differentiate their acts
into potential earnings divisions: major stars, cult
bands, etc. An all-women band might be more readily
classed as of cult status. Women performers, in
contrast to men, tend to be placed in a very limited

number of categories, as I shall later discuss.

5. Backroom Boys: the Recording Studio.

Only a tiny part of the rock world 1is visible to
the public. One of the most crucial parts of this

hidden life is the mini-world of the recording studio.

There are only a handful of female producers and

recording engineers in the whole of the U.K.” There
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are women in recording studios, but they do clerical
work: selling studio time, etc. The absence of women
in all the important technical -roles has serious

implications for the career of the female musician.
Frith (1983) describes the producer as,

"the crucial rock role...they act as the link, the
mediator, between musicians as artists and their
music as commercial product...it 1is the record
producer who is responsible for getting the sound
that is the essence of a record". (p.111)

It has been the introduction of 'multi-tracking',
whereby individual instruments are 'laid down' one by
one rather than simultaneously, which has widened the
producer's role and made it incomparably more creative
than it was in the past. Producers have begun to see
themselves as artists. Indeed, some producers are more
creative than the bands they work with, in the sense
of originating the musical ideas. In this situation,
bands are reduced to being merely vehicles for the
expression of the producer's characteristic sound, and
the latter is privileged over all other aspects (such

as lyrics and melody).

With so much potential control over the final
record, it can be seen how easily producers can come
into conflict with bands. As nearly all producers are
male, such conflict can, with women's bands, take on
gender characteristics. There is ple