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Introduction

Nestled between the height of the second wavenoiiism and the impending takeover
of government by conservatives in 1980 stood acttref time in which Americans grappled
with new choices and old stereotypes. It was tirrée mid-to-late 1970s, that punk was bbrn.
Starting in New York—a city on the verge of bankayp—and spreading to Los Angeles and
London, women took to the stage, picking punk a# fiirojan Horse for entry into the boy
bastion of rock’n’roll? It wasn’t just the music that these women weréilmgpto change, but
also traditionally held notions of gender as weHis thesis focuses on Patti Smith, Deborah
Harry, and Tina Weymouth—arguably the first, andstimportant, female punk musicians—to
demonstrate that women in punk used multiple methodjuestion, re-interpret, and reject
gender.

On the surface, punk appeared just as sexist asthay previous rock movement; men
still controlled the stage, the sound room, theimjagirnals and the record labels. As writer
Carola Dibbell admitted in 1995, “I still have tide figuring out how women ever won their
place in this noise-loving, boy-loving, love-feagirbody-hating music, which at first glance
looked like one more case where rock’s little peoin) women, would be neutralized by male
androgyny.” According to Dibbell, “Punk was the rwsf the obnoxious, permanently
adolescent white boy—skinny, zitty, ugly, loud, sty fucked up.? Punk music was loud and
aggressive, spawning the violent, almost exclugivedle mosh pit at live shows that still exists
today. Yet much of the punk ethos stood in cont@sbck music of the time, allowing women

like Smith, Harry, and Weymouth their places in fun

| will be using the terms “punk,” “punk rock,” “ok,” and “rock and roll” interchangeably in my pape

2 Carola Dibbell, “Inside Was Us: Women and Purlkguble Girls: The Rolling Stone Book of Women dciRed.
Barbara O’Dair (New York: Random House, 1995), 284.

® Ibid, 278.



The years preceding punk’s emergence were rife pathical upheaval, particularly
with regards to women'’s rights. In 1963, Betty Beg released the bestselling bddie
Feminine Mystiquere-introducing feminism to Americans. What followeds a decade of
social critique and change: the National Organmzefor Women formed in 1966, the Miss
America pageant sparked huge protests in 1968atheal feminist group Redstockings wrote
their manifesto in 1969, the Equal Rights Amendnparsised Congress in 1972, and the
Supreme Court decidd®ioe v. Wade 1973. By the early-1970s, it seemed as if womere
truly improving their position within society.

Yet women’s position within rock music tells afdiient story. Rock, which began as a
radical anti-establishment cultural expression, b@cbme bloated by the 1970s. The public
placed rock musicians on a pedestal, and the nanmsithemselves acted every bit the part by
playing to huge stadium arenas and infusing theigs with long drawn-out solos. Copious
amounts of drugs and easy access to sex with grelgul to an increasingly more decadent, less
idealistic music scerntWhat was once considered by listeners to be atepanltural
movement became something controlled by mainsti@diure and large corporations; by 1974,
81 percent of the U.S. market share of music wagralied by six companies.

While the role of rock stars during this era chethghe role of women within the music
scene did not. The music industry never considei@den to be viable producers of music, and
relegated them to the positions of muse, mistigresipie, or girlfriend. By the early-1970s, it
was becoming clear to many participants in rock tiva music had strayed from its original

counter-cultural goal. Music journalist Patriciaritealy-Morrison stated in 1970 that, “For all

* Along with the rise of the rock star in the la@60s and early-1970s came the rise of groupie reyltuith Rolling
Stonedevoting an entire issue to them in 1969 andna ibcumenting their lives released in 1970. Ann &sw
“The Love You Make: Fans and Groupie$rouble Girls: The Rolling Stone Book of WomenackRed. Barbara
O’Dair (New York: Random House, 1995), 185.

® Stacy ThompsorPunk ProductiongNew York: State University of New York Press, 2p010.



its self-hype to the contrary, rock is just anottismal male chauvinist trip, with one important
difference: it's got the power and the loosenegh which to change itself. It better happen

)

quick.™ Little did she realize that a change was aboottwr.

While punk’s roots go back much further, its emiidéic date of birth was on March 31,
1974, when the first punk band graced the sta@B&B, a small music venue on the Lower
East Side of New York City. Opened in 1973, CBGBwat intended to be a rock’n’roll venue.
But as more and more underground bands formed iaddar what little space was available at
the few independent music clubs in the city, CB@&Bdme a necessary addition, and Harry,
Smith, and Weymouth all graced CBGB'’s stage ir@diest years. The club’s small size and
low stage helped facilitate the close relationdigfween punk performers and audience
members, a relationship which was paramount in gunk

Even though punk did not set out to create a mgaditarian, less-sexist environment for
women, its basic ethos was much different from nocisic of the time, and ultimately allowed
women the space to create music and question geftaetwo basic tenets of punk, according to
music critic Maria Raha, were that anyone could engileat art, no matter their talent or
previous experience, and that individuality wasrene® Whereas superb technical skill was
expected in the popular rock of the era, with draouhguitar and drum solos in abundance,
punk brought rock’n’roll back to its most basic teowith some of its brightest stars playing an

instrument for the first time in their lives. Indition, many of the basic ideals of punk allowed

what was once “uncool” to become “cool,” and vieFsa, especially when it came to sexuality:

® patricia Kennealy-Morrison, “Rock Around the ClgcRock She Wroteed. Evelyn McDonnell and Ann Powers
(New York: Delta Books, 1995), 363.

" ThompsonPunk Productions] 1.

8 Maria RahaCinderella’s Big Scor¢California: Seal Press, 2005), 3.



“while boys could be nerds or retards or femaledrspnators or just deeply uptight, girls could
be boys.?

Unlike bands like Led Zeppelin and Pink Floyd frdme 1970s, whose power increased
as their distance (both literally and figurativelsgm the audience increased, punk’s power came
as it reduced music to its most basic form, allgaioeth musician and audience member to stand
on the same plane. As music journalist Carola Dilaygues,

The classic formula for punk was, throw acid akr&aoll and construct a genre

out of what was left. What was left was three-chéwodr-four stuff so in terror of

conventional rock posturing that many of its finesponents barely moved their

hips at all, and so suspicious of technique thapéned the field to amateurs who

would never have made it into this world before—kge@erds, published poets,

unregenerate bohos, mutants of various sorts, assliwped in with the crowt?.

Musicians couldn’t be put up on a pedestal if thdience members could just as easily switch
positions with them and play the same basic ndtieis. was particularly important for women
because punk did not require them to have spemtehtre lives practicing music. Few women
had been raised to become rock musicians, simeasitsuch a male-dominated domain, but with
punk they were free to pick up a guitar or stanftant of the mic without years of practice.
What's more, by placing musicians and audience neesnbn equal grounds, punk eradicated
the need for and the power of groupies; it wasim@tsame conquering accomplishment (for
either the groupie or the musician). This didn’tamé¢hat sex was no longer a part of the picture;
famous punk musicians Johnny Thunders, Richard Hetl Dee Dee Ramone in particular used
women for drugs and sex, and little else. But unpbkpular rock music of the era, punk actually

allowed for relationships between men and womedono without requiring romantic interest.

According to punk singer and guitarist Elliott Kiddl think our scene was probably the first

° Dibbell, Trouble Girls 280.
10 1bid.



scene where guys and girls hung out as friendslggd! Women were no longer limited to the
roles of groupie, muse, or girlfriend. Instead ytbeuld stand on equal ground with other male
musicians, who could consider women both as fri@miksas producers of music.

For punk bands, it wasn't just the music that erad; rather it was an entire look that
made someone “punk.” Lisa Robinson, writing in timelerground music magaziGgeemin
1975 wrote, “Patti Smith, Television, the Ramoreeg] perhaps the Talking Heads are evolving
a totally newlook, as well as a sound. There’s a decidedly chiaroscteel to these bands...So
antifashion that it has become, for those of u&ilupclosely, a fashion itself:? Because punk
posited itself against the mainstream, there waesyiread acceptance of anything deemed
deviant in society. For men, this meant the freetlmoiress up as women, nerds, or Bowery
bums. For women, just getting onstage was a trassiye act; from there, they were given the
freedom to reject the traditional ideal of femitynprojected upon them by society. According to
sociologist Mavis Bayton, “Ugliness was celebraded, in contrast to the beauty advice in
magazines, punks, male and female, deliberatelfiedjthemselves®

After punk’s initial birth in New York, it explodedcross the country and the Atlantic
Ocean, with both London and Los Angeles becomingpmant centers of punk music. The
women who were a part of punk’s development, sscBraith, Harry, and Weymouth, inspired
and left their mark on the subsequent bands tmatdd. Punk bands, although united by a basic
ethos, were influenced by a variety of factors tedtto differences from city to city; the punk
music of New York was quite different from that whilater developed in London and L.A.

Greg Shaw, founder of Bomp Record alitio Put the Bompunk fanzine, claimed that “New

™ |egs McNeil and Gillian McCairPlease Kill Me(New York: Grove Press, 1996), 209.

12| isa Robinson, “The New Velvet Undergroun&dck She Wroted. Evelyn McDonnell and Ann Powers (New
York: Delta Books, 1995), 90.

13 Mavis BaytonFrock RockOxford: Oxford University Press, 1998), 65.



York punk was about art, and London punk was apolitics, [and] L.A. punk was about pop
culture.™

That politics was absent from New York punk is it¢aespecially since the city was the
site for much feminist activism. Very few female smaians allied themselves with feminism,
Smith, Harry, and Weymouth included. Yet considgtimeir groundbreaking position within
music, it is not a surprising revelation. Firstatlf punk was all about being an individual and
refusing to be a part of the mainstream. By the-18id0s, the feminist movement was
established enough that it would have been coresidemcool” to align oneself with “women’s
lib.” It is also important to remember that womeitis as Smith, Harry, and Weymouth had
enough trouble being accepted as rock musiciari®wuithaving to connect themselves to a
political movement. To have claimed the title ofrtfinist” would have made it seem as if they
were playing music not because they truly carediaibobut because they were trying to make a
political statement. It would have also made it measier for rock critics to write them off and
ignore their talent.

But despite their distancing from the feminist lalsmith, Harry, and Weymouth all
embodied modern day feminist ideals. Judith Bugléneory inGender Troublevill be integral
to my argument, as both a theoretical basis anstarital comparison. In her book, Butler
posits gender as a fabrication, merely a set abresiperformed. According to Butler, one of the
major ways to subvert the gender assumptions tiratriate society is to parody gender, which
is done through drag, cross-dressing, and butcihdiendentities, to name a few. Thus, to dress
in drag is to weaken society’s notions of what gensl: “Drag fully subverts the distinction

between inner and outer psychic space and effégtinecks both the expressive model of

14 Marc Spitz and Brendan MulleW/e’ve Got the Neutron Bonfhlew York: Three Rivers Press, 2001), 71.



gender and the notion of a true gender identity¥hat is important about the process of
dressing in drag is that “in imitating gender, dnaglicitly reveals the imitative structure of
gender itself—as well as its contingency...The notbgender parody defended here does not
assume that there is an original which such parideictities imitate. Indeed, the parodyighe
very notion of an original®® Therefore, a woman dressing as a man is both anfevand
subversive tool because it questions the very ndhat there is a men’s style of dressing and a
women’s style of dressing and, by extension, arahtuay of being for men and a natural way of
being for women that are distinct from one another.

Butler also problematizes the use of the univezedlterm “woman” by the second wave
of feminism by arguing for true gender freedom.BAgler contends, the attempt by feminists in
the 1960s and 70s to focus on “women’s rights"worhen’s liberation” reinforced the very
gender assumptions that they were working aganastely the essentialist belief that there were
two categories—men and women—and that there waeremt differences between them. This
problematic mode of thinking assumed that there avasiversal experience that united women
behind an identity while ignoring people who may have fallen into this singular definition of
“women.” As Butler argues, “the insistence upondtbberence and unity of the category of
women has effectively refused the multiplicity oftaral, social, and political intersections in
which the concrete array of ‘women’ are constru¢tédVhile feminism opposed the dominant
binary between women and men, it set the staggetomnother dichotomy in its construction of
a singular version of “women” because it alloweddnly a singular version of “women’s”
opposite. In doing this, feminism reinforced theniloant discourse that it was seeking to

destroy: “The effort to identify the enemy as silagun form is a reverse-discourse that

15 Judith ButlerGender TroubléNew York: Routledge, 1990), 174.
'® Ibid, 175.
" bid, 20.



uncritically mimics the strategy of the oppressmtéad of offering a different set of tern&.”
Harry, Smith, and Weymouth all questioned gendetrtiiiey did so in such different ways that it
would have been impossible to consider them daléitig under the umbrella of the “women’s
movement.” Instead of focusing on changing therdigdin of “women,” these three focused on
changing the very idea of what it means to be a agrar a man for that matter. Instead of
liberating women, they wanted to liberate gender.

Not only did Smith, Harry, and Weymouth reflect thexy techniques that Butler
recommends in her book, but they did so nearly twgears befor&ender Troublavas even
published. That Butler looks only at the mainstrdaminist movement as a means of
determining the productivity of feminism reflectp@blem she and many other feminist
theorists have, which is their inability to recagmsites of sub-cultural production. Punk music,
often written off by scholars for its popularitydaassociation with teenage rebellion, may in fact
have been part of the breeding ground for a feingaader revolution decades ahead of its time,
and it is vital to recognize this. As academic Lixaggan has pointed out, “The more that
identity and cultural politics are representedresitresponsible, trivial, divisive ‘other’ of
serious left analysis and organizing, the more e cies seeking equality may be alienated
from the left and abandoned to claim redress thdibghal reform alone®

My thesis aims not only to extend Butler’'s analysis the realm of women in punk, but
also to fill the gap left by books specifically alhanusic. Much has been written about “women
in rock,” yet these books often clump all womerititat broad group regardless of their actual
demeanor onstage, or employ biographical summeataer than theoretical analysis. Books

such as Maria RahaGinderella’s Big ScorelLucy O'Brien’sShe Bop lland Barbara O’Dair’s

18 H

Ibid, 19.
19 Lisa DugganThe Attack of Equality?: Neoliberalism, Culturallfies and the Attack on Democra@§oston:
Beacon Press, 2003), 71.



Trouble Girlsdo an honorable job of documenting women'’s couatrdms to the field of music,
but lack academic analysis. Simon Reynold’s andRlegsThe Sex Revoltgoes a step beyond
and does in fact use psychoanalytical and genéerits as the basis of their argument. Yet the
authors make the mistake of trying to shoe horn @oim rock into four rigid categories,
implying that every female musician falls into asfehese groupings perfectly. As my thesis
argues, women such as Smith, Harry, and Weymourthatde placed into specific categories;
doing so would ignore many valuable componentseif physical and musical image. Their
multi-dimensionality was what allowed them to bé jugt “women in rock,” but gender rebels
in rock.

In my first chapter, | present Patti Smith as adgenebel through her drag-king looks
and music. In my second chapter, | analyze theiwahich Deborah Harry managed to both
present both a strong female character onstagéaedeal how gender is just a construction
through her dressing-up as a caricature of fentiniin my third chapter, | trace the ways in
which Tina Weymouth rejected gender altogether evbilstage. Although there was no one
uniform way to challenge gender, these women irk@itacked gender from all sides, proving
that there was no single way of being a “womanfoick. | chose these three musicians not only
for their diverse and innovative approaches to pbokalso for the success they achieved with
their bands despite being women.

Although punk did not set out to destroy gendeespit couldn’t help but open up a
space for women to enter. Between its return-tasreound, do-it-yourself ethic, rejection of all
accepted norms, and obsession with equalizingehferer and the audience, punk not only
created a space for women to play music, but allictvem to project gender in more than the

dichotomous male/female way.
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Chapter One
Patti Smith: Jesus Died for Somebody’s Sins, But NdMine

“Being a woman is irrelevant so far as the artistne goes. When I'm working and
dipping as far as | can into my subliminal, | gestpoint when race and gender and all that stuff
no longer exists,” stated Smith in an interviewl8v7, summing up much of the thinking behind
her onstage and offstage perséhBubbed the Godmother of Punk, Patti Smith pavedithy
for a generation of New York rock bands with hesidun of rock and poetry. But she was also
groundbreaking for her gender fusion: Smith questibgender norms, dressing up herself—and
her music—like a drag king. She infused her mugr;s, dress, and onstage demeanor with a
gender bend, and in doing so, bent mainstream mle@st gender.

Growing up in New Jersey, Smith was a self-desdribenboy whose heroes were men,
with the exception of the few women in history whexd pressed gender boundaries, such as Joan
of Arc.** According to Penny Arcade, performance artistfaietid of Smith’s, “Patti wanted to
look like Keith Richards, smoke like Jeanne Moreaalk like Bob Dylan, and write like Arthur
Rimbaud.?? Unlike other women who had fantasized about beiitly men like Dylan and
Richards, Smith literally wanted teethem, to the point of mimicking their looks and
mannerisms in a drag-like performance.

Smith’s appearance on her album covers reflecteddsire to question gend&rOn her
debut albunHorsesreleased in 1975, Smith took a truly groundbreakiegp by mixing a
“feminine” pose with a “masculine” look; betweernrlsdaggy haircut and her loose clothing,
there is nothing that specifically stated her gende defined by society. Her look emphasized

how malleable and socially constructible gendeldbe. On first glance, Smith’s appearance

2 RahaCinderella’s Big Scorel9.

2L Simon Reynolds and Joy PreShe Sex Revol{®lassachusetts: Harvard University Press, 19%5), 2
2 McNeil and McCainPlease Kill Mg 101

% Rebecca Davis, “Patti Smith: From Tomboy to QueeRunk,” (Barnard College, April 25, 2005), 2-3.

11



on the album cover of 1978Easterseems to be a departure from the masculine pestshk

on forHorses Yet closer inspection reveals that beyond hegdorair, delicate pink dress, and
visible nipple, she has unshaven armpits. Thismgixif masculine and feminine traits again
emphasized her ability to dress up as and assauititeeither gender: “There are masculine and
feminine rhythms in me. We’'re all made up of oppessiand they often crucify us, but | deal
with that by accepting the bad stuff. To Smith, people were made up of both traits, tand

stifle one would be to repress an important padref’s personality. Rather than being forced to
accept the strict gender categories that sepanaésdulinity from femininity, Smith was able to
experience both by dressing up in a form of drag.

But it wasn't just Smith’s look that mixed gendengr music itself was a form of drag, in
that she dressed up a masculine art form with @anfemshell. Smith’'s music was a sharp break
from the “guitars as phallus” music pumped outdstdsterone-fueled bands of the era, such as
Led Zeppelin. “We're not like a male band eithesgid Smith in a 1978 interview, “in that the
male process of ecstasy in performance is stalnmng (Smith mimed jerking at the base of an
imaginary giant phallus) and building and buildungil the big spurt at the end. We'’re a
feminine band, we’ll go so far and peak and theiil s&art again and peak, over and over. It's
like an ocean®

Smith not only equated a certain type of music witsculinity, but the symbolism of
the guitar as well; in a music review she wroteGoeemin April 1974, Smith remarked, “[Bob
Dylan] in his plaid jumpsuit. It hit me then. Howgaitar rests so completely on a man’s co¢k.”

The fact that it was Lenny Kaye playing guitarhie Patti Smith Group (PSG) rather than Smith

24 Susan Shapiro, “Patti Smith: Somewhere Over teb@iid,”"Rock She Wroted. Evelyn McDonnell and Ann
Powers (New York: Delta Books, 1995), 282.

% Reynolds and PresEhe Sex Revolt856.

% patti Smith, “Masked Bawl,Rock She Wroteed. Evelyn McDonnell and Ann Powers (New YorkitBéooks,
1995), 214.
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herself backs up her claim connecting the guitain Wie phallus; yet rather than allow the guitar
all of the power in her band, she focused on thealgand the lyrics as the most powerful part of
her music. In a 1975 interview Smith personified llggcs in a masculine way by stating that,
“The Word is just for me, when I'm alone late agimi and I'm jerkin’ off, you know, pouring

out streams of words. That's a very one-on-onegs®cbut I'm interested in communicatin’.

I'm another instrument in the ban®f.’Here Smith took masturbation, an action percetwed
mainstream society as transgressive when doneAmyrean rather than a man, and reframed it
within the process of writing, thereby bringing {@wver she associated with guitars to lyrics.
She, as an author, was assigning herself malewts while writing lyrics that deviated from
the traditional male form, thereby confusing antitetating gender even more through her
verbal and sonic drag.

This was not the only time that Smith hinted attetaphoric phallus and masturbation
in an interview. Smith was quoted in Clinton Heidibook on the American punk scene as
saying, “l don’t consider writing a quiet, closet.d consider it a real physical act. When I'm
home writing on the typewriter, | go crazy. | mdike a monkey. I've wet myself, I've come in
my pants writing...Instead of shooting smack, | mesite—fourteen times in a rof®Smith’s
boasts about the power of her writing and her gl masturbate numerous times in one sitting
echo the boasts men are expected by society to toakee another about their prowess in the
bedroom. In an interview publishedRolling StongSmith explained that she enjoyed
masturbating to her own photograph: “It was thetpHtor the cover oEaster | thought if |

could do it as an experiment, then fifteen-yearkmgs could do it, and that would make me

27 (i
Ibid, 280.
28 Clinton Heylin,From the Velvets to the Voidoi(Ghicago: Chicago Review Press, 1993), 194.
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very happy.?® Although this admission implies that Smith waskiog to be seen as sexually
attractive to her male listeners, it also showsdihnaity of her gender and her embrace of what is
considered a male-only activity. The power dynamithis example mutates from a man
objectifying a woman for his own pleasure to a warobjectifying herself for her own pleasure.
By masturbating to her own photograph, she asstimeesiale perspective in a heteronormative
society—and thus his actions—in an act of drag.

Layered on top of her gender-bending songs werdegdmending lyrics. Smith rarely
wrote love songs, which were what most female niarsgcsung at the time, and often covered
songs originally written by men, such as “Gloriagid “Hey Joe.” Smith, who began her career
as a poet in downtown New York, took the basicaribehind beat poetry, often considered a
masculine art form, and made it her own by cont@iging it with music® She did the same
with the music criticism she wrote for various magas, utilizing stream-of-consciousness
rather than the straightforward review style beirijten by men at the tim&.For example, in a
review she wrote of Bob DylanRlanet Waven 1974 forCreemmagazine, Smith tumbled from
image to image, idea to idea: “Dirge’ is a lovangdBurroughs could get into. Amphetamine
IBM. Masculine honor broken on low streets. Corrapd beautiful. Man to mari®Her writing
style not only rebelled against the traditionalesgo popular among the mainly-male ranks in
rock and music journalism, but was also devoidmf marks of gender; whereas famous music
journalists of the time, such as Lester Bangs, svaoider the assumption that their readers were
men, with Smith’s criticism it is impossible toltélshe is a woman or a man from just reading

her words.

2 Gerri HirsheyWe Gotta Get Out of This Pla@ew York: Atlantic Monthly Press, 2001)12.
%0 RahaCinderella’s Big Scorel8.

*bid, 19.

%2 Smith,Rock She Wrot@14.
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There is no better example of Smith dressing @ sipnin drag as a means of questioning
gender relations than in her cover of “Hey J&&Originally written in 1962 but covered by
numerous bands, “Hey Joe” has been hugely populastly due to the fact that it is supposed to
represent the everyday man, quite literally yowerage Joé& The song is about a young man
who shoots and kills his girlfriend after she ckeat him with another man. In Smith’s version,
released in 1974 as the B-side on her first recird kept the core lyrics of the song the same
but bookended them with a new introduction andltred ending, turning the story of Joe into
the story of Patty Hearst.It is this change that turns the song from a msmbirant into a
subversive tale donned in drag.

Hearst, who—at the time that the song was writteras-an the run from the F.B.I. after
robbing a bank with the Symbionese Liberation Armepresented a young woman rejecting
white upper-class femininity by donning a gun, tiftenate phallic symbol. By inserting Hearst
into “Hey Joe,” Smith turns a song that glorifiaslgnce against women into a song that
glorifies violenceby women as a means of giving Hearst the agency awépthat had eluded
her for most of her life. The phallic image of then that Smith writes into her version of “Hey
Joe” is comparable to the phallic image of theaguih rock music. Although both Smith and
Hearst are posited as the passive objects in thggssoewly-written introduction, by the end
they are both active agents of their own liberagtldearst carries a gun and is running away from
the F.B.1., and Smith takes over the song and thexrdecomes its owner. Smith was able to
validate her entrance into the male-dominated mweitd by re-working “Hey Joe” into a song

validating Hearst’s entrance into the male-domidat@minal world.

% Rebecca Davis, “I Am Nobody’s Patsy Anymore;’ Bras Liberation in Patti Smith’s ‘Hey Joe,” (Barda
College, December 1, 2006), 3-12.

3 The song has been covered by over 1,000 bandserselas the Byrds, Love, and the Jimi HendrixeEiqnce,
has reached the top of the charts, and even hastae website devoted to the song'’s history.

% Patti Smith, “Hey Joe (Version),” 1974.
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Even in her role as vocalist in the band, Smithrdahage to subvert commonly held
assumptions about female singers by dressing hee wp in drag. For many women, the only
role in popular music (be it rock or otherwise) wa$ront of the mic stand; from Billie Holiday
to the Shirelles to Janis Joplin, women had foumad their only acceptable position in a band
was as singer. As sociologist Mavis Bayton explainser book=rock Rock “Within popular
music, singing is seen as ‘natural’ or innate aodnen are believed to be naturally better
singers. Women'’s singing is seen in contrast withleéarnt skills of playing an instrument, a
kind of direct female emotional expression, rathen a set of refined techniqué§ Despite
these commonly held beliefs about women and theaes, Smith found a way to undermine
them by making her voice sound unnatural. Rathean g#ing “properly,” Smith would speak-sing
her lyrics, fusing poetry with rock music as a meahdressing her voice up in drag. By semi-
speaking her lyrics, Smith was able to take maseypoetry reading and apply it to feminine
singing. She “confronted conventional vocal norreadion, singing in an unconventional and
often deliberately ‘artificial’ way, thereby chatiging the very notion of the ‘naturalness’ of the
voice.” By donning vocal drag, Smith was in fact questigrthe very assumption of gender in
the act of singing.

As Lenny Kaye, guitarist of the Patti Smith Grol$G), once explained, Smith was the
driving force—both creative and otherwise—behinel land, so there was not much that they
could do once she left: “I mean, it was our jolstpport Patti—she was the aesthetic direction—
so without that, we slowed considerabf§.3mith’s band, comprised entirely of men, seemed
quite compliant in their supporting position; besiglaying in a group whose moniker was a

woman’s name, members of PSG were proud to beiagsdevith Smith. Kaye, in a 1978

% Bayton,Frock Rock 13.
%" |bid, 16.
38 bid.
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interview, stated that, “There’s not anyone in thesid that doesn’t accept...the bend of the
knee, the humility that comes with working with hieecause she is the best. We feel very
honoured to work with her?® When, in 1980, Smith told the rest of the band the group was
no more, their responses were just as telling:&smwt angry, but | was devastated,” said
drummer Jay Dee Daugherty. “I didn’t realize attinge that the group was my identity. That's
who | was—I was the drummer of the Patti Smith Grduvasn’t anything, | wasn’t me, | was a
thing.”*® The fact that these men based their identitiesfodf group both named after and led by
a woman reveals just how powerful she was, regssdiéher gender.

Even with Smith’s success (sold-out tours and akbbmeaking into th&illboard chart’s
Top 50) there were still signs that both punk dredrest of the country were not ready for her.
For one thing, despite her many attempts to rgjestiered norms, Smith was still subject to
objectification. According to Penny Arcade, “Soneople thought Patti was this ugly girl, you
know, when ugly was a siff”Celia Farber, a music journalist #8pin,recalled a story that ran
in the magazine making disparaging remarks abouth@ooks: “Somebody wrote i8pin ‘I
was standing behind Patti Smith in line. She’srttwst unattractive woman I've ever seen in my
life.” Would a woman write that? How many rock staren’t totally unattractive men? With
men it's like a shock if a woman isn't attractiv®.This exemplified the paradox of punk; on the
one hand, “punk [was] regarded as a liberating fonevomen... Women were free to uglify
themselves, to escape itieanteuseole to which they were generally limite¢?’But on the
other hand, it was still within the reaches of aboégulation, making women, such as Smith,

still held accountable for their looks.

39 O'Brien, She Bop 11112.
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In addition, Smith wasn’t able to escape the béletd by some that she used her
sexuality to achieve success. She had relationshithsseveral famous men in the art and music
scenes, including playwright/actor Sam Shepard (@dyarote and co-starred in the 1971 play
Cowboy Mouttwith Smith), photographer Robert Mapplethorpe (whot the cover dflorsey,
and musicians Allen Lanier, Tom Verlaine, and Féedith. Some saw this as Smith’s attempt to
gain traction in the music scene through her séyufloet Gerard Malanga, upset that fellow
writer Bobby Neuwirth received an acknowledgemarmith’s first book of poetry and he
didn’t, said that, “She must have had an affaihnvidbbby Neuwirth for her to make that
acknowledgement like she di&"Terry Ork, manager of punk band Television, beg®mith’s
actions to be calculated, having once stated tRatti would always kiss somebody and then
look at you to make sure you’d notice...She was getirconscious about living as if she were
onstage and about being a starfuckeiStatements like these worked to take away front!8sni
achievements, implying that it was her sexualégher than her talent, that got her success.

To some, the fact that she never publicly camearostipport of women and always
surrounded herself with gifted men, “suggest[edjoanan who was more interested in achieving
a personal success than risking compromise thrangxplicit identification with the women'’s
movement.*® There is substantial evidence supporting the ehdrat Smith collaborated more
with men than with women. The people with whom &nstose to play music were all men, and
she modeled her image after a variety of men—Bolam)\Keith Richards, and Arthur
Rimbaud, to name a few. Her greatest mentors, dmofuNeuwirth, Lanier, and Shepard, were

all men?’ And while she had several close relationships wiém, she did not seem to develop

*4 McNeil and McCainPlease Kill Mg 109.
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as many close relationships with women; several @om the punk scene have said that they
found Smith competitive and unfriendly, includinguty, who has claimed that Smith tried to
sabotage Blondie’s career by “stealing” their gista lvan Kral, and urging their bassist Fred
Smith to quit Blondie and start playing for Telduis*®

But considering the circumstances under which Semitered into the world of rock, her
actions were indeed groundbreaking. At the timerehwere few female role models for Smith to
use as inspiration; she was “venturing into un@uatérritory, and pretty much the only models
available to [Smith] were male. To make an impmassit all, [she] had to imitate male rebels
and define [herself] against the ‘limitations’ effiininity.” Smith seemed to be aware of the
fact that her role models were all men, but wamdeokeak out of their shadow in order to create
her own version of their art. As she recalled, 972 “| went to Jim Morrison’s grave in Paris,
and | didn't feel anything... | went to Rimbaud'sage afterwards, and stood there and felt totally
cold. And then | just said, ‘Fuck it. I'm going henand doing my own work. I'm not standing
over the graves of these peopl& The result of this experience soon led to Smitkingathe
transition from poetry to rock, and the song “Brétaldp” on her debut alburhlorsesdocuments
this moment when she realized that she could corateer own without the help of these men.
Although Smith relied on men to play in her bartk kired a woman—Jane Friedman—as her
band manager, which was quite a rarity in the n@igd2¥ And had Smith completely rejected
working with and basing her image off of other m&me would never have been able to

successfully employ her drag-based imitation ofgubsity onstage and in her music.
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Regardless of these issues raised by both suppamerdetractors alike, Smith’s impact
on music and gender is undeniable. “She eitheiragr improved the climate for a generation
of women in rock whether they actually got somewhm@rremained so minor you've never
heard of them,” wrote Carola Dibbell, whose pombacked up by Penelope Houston of the
punk band the Avengers, who said, “| remember hgdPiatti Smith’Horseswhen it came out,
and that really blew me away*The important all-female post-punk group the Raits have
cited Smith as an inspiration, and Courtney Love $ad, “When | heard my first Patti Smith
record,Horses;it was like, the ticket’s right here in my handtan write it. It's a free zone’®
Smith even inspired people who were beyond themreélmusic, including Marcelle Karp and
Debbie Stoller, the founders and editors of theiféshmagazindgust™

Smith wasn’t just the Godmother of Punk; she wgsrader innovator, pushing the
boundaries of what it meant to be a man or a wom#me rock world and beyond. For Smith,
guestioning gender didn't mean attending NOW megstior protesting in support of the ERA,
but instead meant questioning the actual idea ohe@vos rights in the context of the music
scene. She used drag and gender-bending as hetauohbin deconstructing the very reality of
gender categories, in order to show that they Vadyecated enterprises situated in the midst of
masculine and feminine traits. Smith, thereforegrapted to move beyond socially-enforced
boundaries and enter into a world where there wstscreation: “As an artist, | don’t feel any
gender restrictions. When I'm performing, it's aye-for me—transcendent experience. | can't

say | feel like a male or a female. Or both. Whigtel is not in the human vocabulary.”
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Chapter Two
Deborah Harry: | Wanna Be a Platinum Blonde

“The initial idea was to be desirable, feminined aulnerable, but a resilient, tenacious
wit at the same time rather than a poor femaleea@dpp her strength by heartthrob and
unrequited love,” explained Deborah Harry in 1982senting the paradox that was Blondie’s
front persorr® Between her bleached blonde hair, heavily linegsetight outfits, and 60s girl-
group inspired songs, Harry could be pegged apiealyexample of traditional femininity. Yet
this drag-queen-like image of womanhood was just-than image, created by a witty and
intelligent woman. Harry thereby helped to revéal femininity and, by extension, gender were
a mere construction, just as Smith had done witbcoiaity. Playing in one of the most
successful punk groups to come out of New Yorken1970s, Harry embraced the basic tenets
of punk by valuing individuality and rejecting gesrdassumptions. Influenced by various
components of pop culture, Harry claimed a carieatd femininity as a pre-emptive defense.

As an adopted child growing up in New Jersey, @angoHarry fantasized about Marilyn
Monroe being her birth mother. And for a whileséemed as if Harry was destined for looks-
based success: after being voted the prettiesingmer senior class, Harry moved to New York
City and worked as a Playboy Bunny for nine mon¥et.Harry very quickly tired of what she
felt was a demeaning lifestyle. In an interviewlBv6, Harry explained that, “I wanted the
money. It was a goal and something | always had imefront of me in my younger life. When
you're younger, you have idyllic dreams of thingglb, | did it, and it's not so good. It's pretty
disgusting work.®’ But she didn’t completely leave behind the icompiny associated with
Marilyn Monroe and other bombshell blondes. Insteshe re-worked them, ironically using

these images as a means of subverting them.

%% Debbie Harry, Chris Stein, and Victor Bockiidaking TrackgNew York: DeCapo Press, 1998), 29.
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Everything about Blondie, from its name on dowagsva way of “out-cheesing the
assholes,” as a means of defending the band agxting notions of femininity; the decision to
name the band Blondie came “after some truckeetedl at [Harry] on the street, ‘Hey, blondie,
how about a blow job?*® Rather than allowing someone else to stick thel [4#ondie” onto
her, Harry decided to claim it for herself. As thad singer of the band, Harry knew that she
would be quickly defined by others; as a meanseténie, she cultivated her own look, one that
was outside of herself. In reference to the eddges of Blondie’s development in 1974, Harry
wrote in her biography of Blondie, “| was developithe Blondie character. She wasn’t there
yet, but she was on her wa¥.By separating herself from her band persona, Heay able to
put quotes around her onstage image as a meaesgeailing its construction. This was picked up
by music journalists, including Carola Dibbell, wivoote,

Debbie claimed calendar pinup, chorus girl, Saitka, go-go airhead, slut—

disrespectful, sure, but no-respect personas Wereurrency of American punk.

Claiming them was a preemptive defense. Put quaotesd them and you got the

option of identifying with the person outside oétuotes, the person who had

elected to use theffl.

While Harry didn’t ignore her band’s music, she \krtbat being in a band wasn't entirely about
writing songs: “I've always thought rock and rdlfifty percent music and fifty percent visual.
That's not to say the music doesn’t come first. Big always expectedlaok, if it was Elvis or
Sigue Sigue Sputnick* And so like any great rock star, Harry createdak ffor herself that
accompanied the music.

Harry mined a variety of sources when lookingif@piration for her Blondie character.

One of them was comics, which she and the othedt bmmbers read and collected. Punk music

%8 Hirshey,We Gotta Get Oytl06.
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had always been interested in pop culture, evraffinterest lay in destroying or subverting it.
Comics were of particular interest to the punk sc@nNew York; one of the most important
zines,Punk Magazingalways included comic strips and was illustraiggopular punk
cartoonist John Holmstrom. As Harry saw it, “theadf a drawing coming to life and stepping
into the stage had a terrific surrealness abdiif itike any cartoonist, Harry had a very clear
idea of what she wanted her comic character in @oto look like: “I wanted to create this
character who was primarily having fun, even thosigéa was being maligned by her friends and
her heart was being stepped on by various memlbéine opposite, or same, sex. Even if she
was getting ready to jump off the Empire State &nod, Blondie was going to have fun on the
way down.®® The name itself, Blondie, was the title of a p@pwomic strip and comic
character dating back to the 1930s, thereby retargran icon from the past while
simultaneously recreating it in Harry’s own image.

Another source of inspiration came from the artldjan particular work by Andy
Warhol. Harry had first met Warhol and membershef¥arhol Factory in the late 1960s while
working as a waitress at Max’s Kansas City, andt ihBuence can be seen in her poses and
music with Blondie. Like Jackie Curtis, part of é&arhol Factory scene who made waves with
his work in drag, Harry acted like someone in blddag—peroxide-blonde hair, overdone
makeup, and ultra-feminine outfits. This form oplky-femininity looked no more natural on
Harry than it did on Curtis, parodying commonlydbkliefs about gender and, as Butler argues
in Gender Troublerejecting the idea that there is even an origimaivhich this look is based.
By dressing like a man who dressed like a womamryHaurred the lines between what was

natural and what was constructed when it camentinfaity. Warhol himself helped to

2 Harry, Stein, and Bockridfaking Tracks 29.
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emphasize this assembled facade of femininity wimeh980, he made a portrait of Harry. Like
her inspiration, Marilyn Monroe, Harry’s characieBlondie became an actual piece of art, a
true construction.

The girl-groups of the 60s, such as the Shangsi-abso served as both a reference point
and inspiration to Harry and the rest of BlondieniM/ girl groups of this era are often written
off for representing women as weak, many of themevable to subvert common beliefs about
teen girls by singing about rebellion and sexualag. As Susan J. Douglas notes in her essay
about girl groups, “[their] songs were, by turngastful, rebellious, and self-abnegating, and
through them girls could assume different persos@sie of them strong and empowering and
others masochistic and defeatirfgBlondie’s sound and lyrics, best defined as “twemonic
pop songs with a blistering edge,” were in many svsiynilar to music by 60s girl groups. For
example, the band layered lyrics about a sex offender a bouncy keyboard-driven melddy.
While some may question Blondie’s place within plumk canon, Harry viewed their music as
very much a rebellion against the current stateck and as something with shock-value: “At
that time in the mid-70s, [60s girl group music]sn4 really so accessible, it wasn’t available on
records that much. And [Blondie] was a new vergbthat, so it was sort of shocking in that
respect.®® In fact Richard Gottehrer, who had worked witH ghoups in the 1960s, produced
the group’s debut albuBlondie and Ellie Greenwich, who wrote hit songs for Renettes and
the Shangri-Las, sung backing vocals on the samearal

Harry made sure that the character she was crafisd’'t one-dimensional. Rather than

being portrayed as a victim, Harry sought to preserself as someone in charge and in power.
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Music journalist Chris Roberts described Harry ashb“a tough, snarling female role model,”
and as someone with, “a mischievous sense of hyfremat Harry herself backed up this idea
when she wrote in 1982 that she “wanted the giBlondie to be funny, too® Both men and
women looked up to her (and developed crushes Qndrel she “exuded something previously
associated only with male musicians: cd8lAnd despite the way in which the media presented
her (which is discussed at length later in thisgogHarry consciously tried to contain her
sexuality when onstage: “When Blondie did finalgphonstage as a character she would try to
be bisexual or asexual, and a lot of times she dveeé and do things from the point of view of a
third person.®® What this all built up to was a character whojkexmany previous women who
had graced the stage, was multi-dimensional; wiiddoe both funny and sexy, energetic and
cool; who wasn't just a caricature or a reflectadrpop culture, but a thought-out symbol who
reflected and rejected society as Harry saffit.

Some of this dimensionality came from the fact tharry, as a woman fronting a band
full of men, had to take into account several défe perspectives. As she explained, “It was a
funny thing being a girl singer during the punk.dtavas an odd position to take. Since | was a
front for a bunch of guys, it was like some of th@rspective came through me, so | couldn’t be
‘real cute.’ lwascute, but | had to be tough, too. So that helpedma way.*! Part of Harry’s
onstage persona was based off of a punk desigéat the sorts of poses that had become an
accepted element of rock music. “When | began dshmyvs | tried to avoid the hackneyed rock

poses and movements, along with the usual use-omeabe attitude of most girl singers...1
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don’t try to come on too tough eithe?’Although Harry presented herself as a characsgiied
by (and rejecting) rock’s past, she also imbuedcharacter with a realness that refused to
become an extreme.

Yet Harry’s attempt to approach rock from a wonsgmoint of view, as she has claimed
to do, had its negative consequences. She belteaedn numerous occasions Blondie received
criticism only because the group was fronted byoanan, and would not have received the same
criticism had they played the exact same music withale singer. Harry referred to this belief
that audiences treated bands differently accorttirtje gender of the musicians onstage in an
interview withNME in 1978, when she said that, “If a band full ofmi on stage and an
audience of girls is screaming then everythingsig ahould be...but if it's a girl on stage then
suddenly everything is cheap because I'm a girltaegi're not used to that. If it were the Bay
City Rollers up there then everything would be ¢ddln 1982, Harry compared the media’s
response to Blondie with its response to The Ruganapunk band from Los Angeles
comprised entirely of teenage women:

We were hardly received in New York for a very Idimge and we didn’'t sound

very different [from other bands]. It was just likbe Runaways. People see a

chick and...Really! We thought The Runaways weretgrad there were

numerous bands who were worse...The press stompedrtigzcilessly. If they

had been boys it definitely wouldn’t have happetwethem’*

In another interview, Harry seemed to press up@nidiea of Blondie not doing as well as they
should have commercially (she believed that theas &an unofficial radio boycott of the band,

although there is no hard evidence to prove itabhse they combined pop music with the image

of a strong woman. “It was pop that was very aggves and with a female front person, and a
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female front person had never really been donem [t was very difficult to be in that position
at the time—it’s hard to be a groundbreak@But ultimately, Harry and the rest of Blondie
were not deterred. As Harry proclaimed in a 197érinew withNME, “Rock and roll is a really
masculine business, and I think it's time thatsgitid something about if®

Harry’s aggressive persona in Blondie can beseea in the many lyrics she wrote for
the band. The fact that she was one of the graupia songwriters is often overshadowed by
her role as the band’s lead singer and icon. Ity & co-wrote seven of the eight singles that
reached the Top 40.“One Way or Another,” written by Harry, is onetbe best examples of
her positing herself as an agent, rather than cplin her song& Released in 1978 on
Blondie’s third aloumParallel Lines the song begins with Harry menacingly singingnéQvay
or another I’'m gonna find ya, I’'m gonna getcha batgetcha getcha.” The tone of her voice is
that of a person who knows how to get what she syamid it's clear that Harry means business.
And the song’s speaker is just as aggressive dbsing this lover as she is about getting him
when she sings, “One way or another I'm gonna @’ m gonna give you the slip, a slip of
the lip or another, I'm gonna lose ya, I'm gonriakiya.” Harry may be dressed up as a sexy
blond bombshell, but it's clear with this song tBae is no vulnerable Monroe.

Although Harry intended to subvert classic ideamininity with her constructed
character in Blondie, not everyone was in on tle jéeading some to view her as the very type
of sex symbol she was hoping to undermine. Accgrtracademic Sheila Whiteley, “She was
largely viewed as a rock sex symbol rather thaa gund-breaking front-line singef”1t was

for this reason that many people didn’t expect miuaim Blondie as a group, and has been

> Gaar,She’s a RebeR59.

® Roy Cohn, “Blondie ComethNIME (13 Nov. 1976): 9, as quoted in Rafianderella’s Big Score38.
"Raha Cinderella’s Big Scorg41.

8 Blondie, “One Way or AnotherParallel Lines Chrysalis, 1978.

9 Whiteley,Women and Popular Musit13-114.

27



attributed to the reasoning behind the initial edolbycott of the band. When describing the way
that other bands viewed Blondie in the early yedusunk, Harry stated that, “Most of them

thought | was cute, but never thought we'd get dmsne.’°

Harry’s subversive image lost much
of its edge once the media started to pick up amdike, and between the press and the band’s
record company, the media framed Harry as a baesasix symbol.

To begin with, the press often focused only onridaile ignoring the rest of the band.
Blondie’s record company, Chrysalis, had a lotdoadth this. While touring in support of their
second albun®lastic LettersChrysalis had Harry be the sole band memberditign
interviews and going to press events. “Chrysaliates me to front the group alone so all the
press attention would be focused on me, becaugestiiehought that | was our strongest asset
and attention drawer,” said Harry in 1982The band’s first manager, Peter Leeds, used the
slogan “Blondie Is A Group” to garner press. Andlelit may seem as if the phrase was trying
to move attention away from Harry and towards & of the group, Harry saw it differently:
“He built that into a problem because it wasn'llgea problem until he made that statemefit.”

Separating Harry from the rest of the group thémnadd the press to characterize her as
they saw fit; she was no longer intelligent, witby,in control of her sexuality, but instead a sexy
ice princess. Once again, the way that Blondie ads®rtised by its record labels did not help
this. The band’s first label, Private Stock, usgzhato of Harry wearing a see-through blouse as

the promotional poster for their debut album. Haatyeled this type of marketing as “a cheap

trick...This...is not my idea of a poster. | didn't km@nything about it until | saw it, and it
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certainly wasn't my idea® This wasn't the only poster of its kind—anotheaygd off of a
Blondie song entitled “Rip Her to Shreds.” Whiletkong’s lyrics, written by Harry, referred to
the sorts of negative comments she would receivitb®streets of New York because of the
strange way she dressed, Chrysalis turned the somganing on its head; posters were printed
with the question, “Wouldn't you like to rip her shreds?” floating above a picture of Haity.
Harry was not at all pleased with this poster, avadie sure that her objections to it were known.
When asked about it, she said, “Listen, | was fugihen | saw that fuckin’ ad! | told them not
to put out anymore—and they didn#What was so problematic about these posters vaas th
they changed Harry from being a subject to beinglgect. Her onstage persona may have been
sexual, but Harry was in control of her sexuallige media took away her power so ttiny
constructed and controlled her sexuality. She veal®mger an aggressive musician, but a
passive victim waiting to be ripped to shreds.ot only demeaned Harry as a public figure, but
denied that she had any musical talent. Accordirtgese posters, Harry’s only talent was in
having a body deemed sexy. That Harry objectetidsd sorts of media tactics shows just how
subversive her Blondie persona was, and how poWwétiad the potential to be.

But at that point, the damage had already been.ddoteonly was Harry framed as a sex
symbol, but one whose power had been castratedniteeaggressive front woman singing “One
way or another I'm gonna getcha,” became a fragpleéto be torn apart (both literally and
sexually). Music journalist Lester Bangs made gast frighteningly clear in his biography of
Blondie when he wrote, “I think if most guys in Anea could somehow get their faverave [sic]

poster girl in bed and have total license to dotever they wanted with this legendary body for
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one afternoon, at least seventy-five percent ofjthes in the country would elect to beat her
up.”®® But Bangs was not alone in obsessing over (anthtaigreting) Harry’s looks while
ignoring her band’s music. In her biography of Rl@) Harry pointed out the way in which the
press exaggerated what she did onstage as a nfdétisgher into their sex symbol role:

[The press] always exaggerated what | did, thatd tny clothes off when | sang

‘Rip Her to Shreds.” Everywhere | went that wasfirg question | was asked:

‘Uh, yes, we hear that you, uh, TEAR YOUR CLOTHEBFON

PERFORMANCE? AAAHHHH!" That was all they wantedkonow about,

proving further that sex is the universal langu¥ge.
Harry’s attempt to create a bisexual or asexua@e onstage clearly fell flat with some, and
instead she was made up as a passive, sexual.object

This sort of press coverage also obscured Hamykidimensionality; her humor,
intelligence, and irony weren’t picked up by thegs. As writer Maria Raha points out, “Since
Harry couldn’t easily fit the temptress slot unleke was stripped of her sarcasm, the industry
simply shrugged its shoulders and delete&®itthile many of her fans understood the irony and
sarcasm of her onstage character, enough peopl# tigperpetuate the image of Harry as a sex
symbol rather than an intelligent musician. Hareyself admitted this, saying, “I made my own
image, then | was trapped in f£”

Yet this misinterpretation has not stopped Haroyrf being an inspiration for women
trying to break into the boys club of rock. The malsvious would be Madonna, who took the
image of Marilyn Monroe to its extreme and inspieegrowing fan base and a future generation

of pop stars (such as Christina Aguilera) to dosdume. Even during the 70s, Harry noticed

while on tour that kids would change their look&ight to mimic her 60s-mod style. “When
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we arrived [in Los Angeles], most kids were weaiadj-bottom pants, but by the end of the
first week girls were wearing miniskirts, while theys were suddenly packed into straight-
legged tight pants and sporting skinny tigsNany of these L.A. teens went on to start their
own punk bands. Within the New York world of puilarry—and her band Blondie—were
central figures to the scene’s impact and suc@éss1976 documentary filhe Blank
Generationincluded live footage of the top punk bands ofrti@ment, and amongst iconic
bands like the Ramones and Television is Blondigyipg just how vital the band was to New
York punk®*

The fact that the press was, for the most pagblento imagine Harry as anything other
than a sex symbol makes her attempt (in many waysessful) to undermine and subvert
common female tropes all the more impressive. Btuseéd the stereotype of femininity with
intelligence, aggression, and power, while simu@tarsly showing audiences that being a
woman was just a construction, a role to be plagbe. exemplified what it meant to be punk in
the 1970s by taking on rock and rejecting whaegred cool—namely, masculinity. Most
importantly, she was able to get up onstage arel¢aktrol of the audience all while reasserting

her femininity, denying its role as a dirty wordrock music.

% Harry, Stein, and Bockridfaking Tracks55.
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Chapter Three
Tina Weymouth: Seen and Not Seen

While both Patti Smith and Deborah Harry, as thgess and symbolic leaders of their
bands, questioned gender through their caricatfregher extreme masculinity or femininity,
Tina Weymouth went out of her way not to evoke gagdered pose. Not only did she adopt an
androgynous, consciously unsexy look, but she tadassist in her band, Talking Heads. She
lurked in the stage’s shadows rather than starfdimg and center and commanding attention by
singing. It was her bass playing, rather than bekd, that provided the backbone for the band.
But like Smith and Harry, Weymouth questioned theystability of the gender binary by
offering an alternative gender position for youngmen. Behind the scenes, she was a vital
member and leader of the band, acting as accousmannaking important decisions that helped
put the band on the road to commercial successn&@henly presented another gender option to
punk’s audiences and showed that women could pktyiments (and play them well), but
proved that rejecting the role of symbolic bandlkraonstage did not mean that she had to reject
her power within the band.

Born to an admiral father and a French mother, M@yth was raised in a fairly typical
white middle-class household, and despite her gitéorebel, often conformed to the female
teenage role that surrounded FfeAs a teenager, Weymouth developed an interesicik music
and, because “keyboards seemed too typical forl,Agjcked up the guita?® But, like most
young women of her generation without any femaléagyplaying role models, Weymouth
eventually gave it up, becoming a cheerleader &stafter a short stint studying at Barnard

College, Weymouth enrolled in Rhode Island Schdé®esign (RISD). It was there that she met

2 Jerome DavisTalking HeadgNew York: Vintage/Musician), 30.
9 Evelyn McDonnell, “She’s in the Band: Maureen TeickTina Weymouth, and Tara Keyitouble Girls: The
Rolling Stone Book of Women in Roe#. Barbara O’Dair (New York: Random House), 430.
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future bandmates David Byrne and Chris Frantz (whald eventually become her husband).
Yet while the two men formed a band, Weymouth eajbsnusic from a distance, choosing to
stand on the sidelines rather than take part iin thesic-making. “I was at every performance
and every rehearsal,” said Weymouth in an intervied84, yet she was never invited to join
them?

After graduating from RISD with Frantz in the sgyiof 1974, the pair moved to New
York City to reunite with Byrne, who had moved thafter dropping out of school. Frantz and
Byrne began searching for a bass player, but warenpressed with what they saw; “We
wanted someone who wasn't stylistically formed grebbsessed with technical virtuosity,”
explained Frantz in an interview wiolling Stonén 1979%° While the two men held
unsuccessful audition after unsuccessful auditfd@ymouth was secretly putting aside $5 a
week in order to buy a ba¥0One day mid-winter she returned to their loft wigr newly-
bought bass in hand, telling Byrne, “I'll be thesbalayer. Teach me.” Like much of her future
onstage persona, Weymouth’s decision to play ashé band came quietly, as she told no one
of her plans until after she bought a bass guitar.determination to play music overpowered
her notions of what it meant to be a middle-classman, and by the end of the year she was
playing with Byrne’s and Frantz’'s newly formed baidlking Heads.

Talking Heads were not the only punk band thatdhdss player without much previous
experience, since the entire notion of technicafigiency was rejected by purfkWeymouth
embraced this credo when it came to playing bdasing raw passion before technical

virtuosity. In an interview witlBass PlayerWeymouth explained that, “The point [of playing

% RahagCinderella’s Big Score28.
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the bass] is to move people, not bore them withninggess technical prowes®’Music critics
agreed with Weymouth; théllage Voicedeclared Weymouth to be, “the queen of the bass
players,” less than a year after she picked upristeument, andNME said that her bass playing
was a, “solid, hypnotic repetitive line that supfed] the rest of [the bandf®Her bass lines
formed the backbone to Talking Heads’ songs anatedea simple soundscape in front of which
their spastic front person, Byrne, would perform.

Weymouth even received praise from those mostyitebe critical of her—fellow bass
players. John llIsley, bassist for Talking Headsirtmates Dire Straits, despite mentioning her
lack of experience, expressed how impressed hewttadVeymouth’s bass playing:

Tina played very melodic bass lines—almost regda@isoccasion. They were,

when we met, a very primitive band, very uncompédawhich was a great thing

to be then. Tina played very simply. That has adato with lack of technique

and all the rest, but it also pinpoints the musia icertain way that a funk bass

player wouldn’t. He'd fill in too much. And becauseere was no real lead guitar

player, she was also playing melodic lead linesaié¢he did on the bass often

made the songs. It was very simple and very fiite.

She also had an impact on Fred Smith, bass pléyke dNew York punk band Television, who
admitted that, “I really liked Tina’s simplicity dihe bass. After seeing them | went out and
bought a Mustang bass just like hel¥.tWith support from both music critics and fellow
musicians, Talking Heads’ position in the New Yptknk scene was solidified.

What is significant about the praise that Weymaetteived was that it had little to do
with her being female; instead, it had to do wiéh bass playing skills. While for some, initial

interest in the band may have been because TdH@ags had a female bassist, a rarity in music

at the time, it would often be superseded onceénson actually watched Weymouth play. As
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Lenny Kaye, guitarist in the Patti Smith Group, lexped, “The initial interest was Tina, very
determined, playing bass. This wasn’t a standatdaje in rock & roll; she wasn’t singing or
dancing.” Yet once Kaye watched the band perfowe lhis interest in her became less about her
position as a woman playing an instrument and raboeit her bass playing: “Chris and Tina,
the rhythm section, were really central. TalkingaHe were a dance banti*Weymouth's
central position in the band was showcased in éf@ling Heads’ earliest hits, “Psycho
Killer,” whose memorably opening notes come fromy¥ideuth’s bass as she plucks a simple
yet propelling bass line, around which the reghefsong revolve¥? Part of what allowed
listeners and the press to focus on Weymouth'simdggimost exclusively was that her stage
presence was nearly non-existent. Often hoveriwaitds the edge of stage left, Weymouth
would stare resolutely into Byrne’s back, to “aigate any improvisation and to indicate
support.*®* Her short page boy haircut and unisex clothinghsas polo shirts and jumpsuits,
only added to her asexual appearance onstage.

Since she wasn’t providing the press with muchailmment on looks-wise, they had little
choice but to instead describe Weymouth as a nausi€ior many journalists, it was the first
time that they were challenged with writing abodi¢male musician who did not fall into clichéd
archetypes (or could be forced into one, as was aotih Harry); “Because she could not easily
be placed into one of the stereotypes of womendh,r(male) rock journalists seemed left
without a category in which to fit this competeranfident bass player who was neither a tough
chick nor a sultry vixen®® NME described Weymouth as “exud[ing] chaste self-asmera

thereby removing any sort of sexuality from heuatperformance and allowing her to be
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worthy of review not because she was sexy, butusecashe could play the bd&&Whereas

many women in bands would draw attention to theweseas objects by dancing and singing as a
means of providing pleasure to the audience (tmatmato-be-looked-at-nessis Laura Mulvey
would say), in Talking Heads it was singer Byrneovdnew attention to his body, with his

spastic shakes and paranoid glares towards theraeif’

In fact, an article in th¥illage Voicecompared the playing techniques of Byrne and
Weymouth, assigning the feminine descriptors tonByaind the masculine descriptors to
Weymouth “by making the observation that Byrne W&sus’ clutching his guitar like a
‘security blanket,” while Tina—with her ‘gutturabbs which sometimes seems bigger than her
arms'—was the ‘fulcrum’ of Talking Head$® Weymouth even distancéerselffrom
feminine adjectives, stating in an interviewdaundghat, “I play bass much less delicately than
David plays guitar*®® But rather than distance herself from femininésrim order to prove that
she was “man enough” to play an instrument in alp#eymouth seemed to inhabit a space
between the genders, where her abilities and adesimpents argued that it was the music that
mattered, not the gend&f.

But as invisible as Weymouth tried to appear whilstage with Talking Heads, offstage
she was anything but. In his biography of the bdedome Davis wrote, “Everyone agrees that
Martina Weymouth was a very tough woman, a womaa kew what she wanted and got it.

Some people hated her for that and others lovetbhér”*** The love that she received for her

1% Gaar,She’s a RebeR56.
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role in Talking Heads stemmed from her initial em@mement of Byrne, her ability to keep the
band focused throughout the span of their careerhar role as band businessperson. It took a
while for Byrne to feel fully comfortable onstagad much of his ultimate success came from
Weymouth’s early support. “People originally said weren’t going to make with David,”
Weymouth explained in an interview wiBass MagazinéThey told us he was awful, but that
just made us love him and back him even mdtelh the early stages of the band'’s
development, it was Weymouth who acted as advadfdgrne and urged him to perform
onstage. According to Paul Cummins, Talking Headad manager in Europe,

I think Tina’s always been the one who supportedaand, really. Tina’'s a very

strong person and a very sensible person, tomK ghe’s wonderful. She had a

lot to say and everyone responded to that. Tinddveeep David in check. She

was certainly a balancing power to keep thingsrorwen keel, because they're

all artists; they came from that crazy backgrotiid.
Although Byrne is often credited as the band’s éxahd was the author of their earliest
material, his creativity may never have even maaato vinyl had he not partnered up with
Weymouth. She was an incredibly smart and focussthbssperson who made sure that the
band got off the ground. “Whether by luck or byigasthe combinations of Byrne’s creativity
and Weymouth’s very American go-getter tenacityddean extraordinary entity, a rock band
capable of simultaneously and consistently expanthieir artistic reputation and bank
accounts.*** According to Weymouth, Byrne would have never bakele to step up as the

public figure for Talking Heads had she and Framizpushed him: “We held David’s hand for a

period of time. Now David’s confident®

112 Bowman,This Must Be354.
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When she wasn’t promoting her bandmates’ cregfiViteymouth was taking charge of
the business side of being in a band. In a 197érles John Rockwell, music critic for tiNew
York Timesasking for potential band manager suggestiongmwadeth was the first to sign the
letter, followed by Byrne and then Frart? Weymouth also oversaw all things financial, acting
as their accountant back when few women could ctaanjob title as their owh.” Ed Bicknell,
who worked with the band (by that time a quartét)levthey toured Europe, described Tina as
having a,

very forceful personality. She was the one of the haturally oriented toward

the business side of things. Of course, througlbtisness side you can acquire

power. Power in rock bands comes through two thieigser by being the main

creative force or by being the business head. Ndmwjd was obviously the

creative force in that band, but she is probab#ytthisiness force®

Despite the fact that Weymouth made her positiomasician—rather than as woman—
paramount, others had trouble getting past thetlf@ttshe was daring to break into rock music,
the bastion of boy bonding. Weymouth faced rescdrom the very beginning, starting with
Byrne when she offered to play bass for the bamdmdde her audition twice—the first time to
join the band, and the second time once Talkingddségned a record deal with Sire Records in
1976 (two years after she first auditionétf)According to Weymouth, Byrne’s decision to make
her re-audition, “had to do with David’s parandidavid made me re-audition time and time
again... The whole time it was so painful for m&2Byrne’s many explanations for having this

second audition, which no other band member wagtbto go through, run the gamut. In an

interview with the music magaziméelody Makey Byrne told journalist Caroline Coon that,
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“Rock’n’roll is thought of as a male music. | wasatre how it would be received But in
Bowman'’s biography, Byrne claims to have forgottem incident altogether, and is quoted as
saying, “l don’t think | did that. | may have aské@ire you sure you want to do this? We're
going down a road here and it looks like it's gotogo for a ways. Are you sure you want to do
it?” Reconsider things**? In both of his explanations for the re-auditioyriies expresses many
concerns about women entering into traditionallyenaaenas; he assumes that a woman will
eventually want to return to the home and havedosil, thereby being unable to commit to the
band for the long haul, and that a female bassasil#ty to play would automatically be
guestioned by audiences, regardless of her actigatt

Weymouth found her position in and power overliaed questioned by Byrne not just
through her bass playing, but through her creatigat as well. Weymouth’s experience while
working on their 1979 albunfsear of Musicwas a perfect example of the ways in which she did
not receive proper credit for her creative contiitms. Weymouth, with the help of Frantz, took
on the responsibility of creating the album’s cowseymouth was shocked to find that M&Co.,
the design firm that helped with the layout of #ileum, received all of the credit when the
album was actually released. While he has not b&aned outright for the mis-credit on the
album, Byrne was the one in charge of writing tat liner notes® There were also problems
with the song credits for this alboum. When the bfurst formed all songs were written and
composed by Byrne, but it soon became a group pspeéhere what started as a band jam
would morph into a fully structured song. Someormeild contribute a bass line, someone else a
drum beat, someone else a guitar riff, and evelyttra¢ song would be fleshed out. With

tensions high over who would be credited for thegsaiting (made worse by Brian Eno, who
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produced the album and was considered by sometteelddth member of the band because of
his close relationship with Byrne), the band “t@kote and decided we’d all written stuff; all
five names were supposed to go on,” explained Weynid* But after being pressured by Eno,
Byrne changed the credits at the last minute, abtliey were printed on the back cover as, “All
songs by David Byrne, Brian Eno, Talking HeatfS.Weymouth’s contributions were no longer
her own, but instead that of a faceless, namelesgpdacking Byrne and Eno.

Perhaps most demeaning to Weymouth'’s contributiassbeen the way in which Byrne
and his followers have reduced Weymouth from a gdads musician to a hysterical, scorned
woman. In the introduction to his biography on tfa@d, Davis writes that, “The story of
Talking Heads is also the story of Tina Weymoutiss of power—how she got it and how she
held on to it when it was threatenéd®For Byrne—and his biographers—it was problematic t
be working with a woman who refused to cede powenén, and so it becomes a central point
in the story of Talking Heads. Bowman, in his bthbegraphy on the band, frames his
argument not around Weymouth’s musical skill andusiness contributions to the band, but
on her “hysterical” accounts of how their histogstbeen re-written to erase her from it, and
how her bitterness stems from an unrequited lov®&¥yone. In his introduction, Bowman
describes an aged Weymouth as “brittle,” “a tralfgdame prima ballerina,” and similar to
“Valerie Solanis [sic].*?" Whereas Byrne is described as a virile, active miam is still
creatively fecund, Weymouth is described by heeetating looks and similarities to the

feminist writer of theSCUM Manifesto
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Bowman belittles Weymouth in every way possiblégrapting to make her seem as
though she resents Byrne—and perhaps men in gerleeaghuse she was in love with Byrne
and he was never interested in H&This assertion is repeated throughout the boakjaiag
Weymouth’s interest in the band to little more tlaschoolgirl crush. Yet this argument is
entirely implausible. It ignores, for example, taet that Weymouth’s husband was also in the
band with her. Refusing to stand by as her pos#iwhpower within the band was reduced was
not something expected of women, or even allowsehefore, some have found the need to
punish Weymouth for transgressing from her assigokxin society by denigrating her in public
and re-writing the band’s history.

The irony is that Weymouth began as a genderlesscran—a bass player who floated
in and out of the shadows while toying with andnmogy-but has been turned into a stereotypical
woman by many of Byrnes’ fans. Although her conttibns to the band have been diminished
over time, these incidents just go to show howytpdwerful Weymouth was; there wouldn’t be
a need to write biographies on the band that pwindd/eymouth if the writers hadn’t been
intimidated by her work, both as a musician and a®man.

Weymouth wasn’t discouraged from making music, ianf@ct her side project, a band
called Tom Tom Club, achieved commercial succe#lsérf980s. The group, which included
Frantz and Weymouth'’s sisters, released their ditsim—which went gold—in 1981, and had
several number one hits on tB#lboard charts, including the genre-mixing singles “Gerofis
Love” and “Wordy Rappinghood.” Both were considebedakthrough songs for their use of
rap, a music style still in its earliest developtierthe early eighties. That it was three white,

middle-class women rapping made it all the moreaniable.

128 pccording to Lee Blake, onetime love interest gfige’s, “{Weymouth] was so in love with David Byrtteat it
was going to destroy her. That it was a real wilthealthy fixation,” BowmanThis Must Be110.
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For many feminist music critics, the fact that Weyth stood in the background,
allowing her music rather than her gender to speakself, was one of her most important
contributions to a field that rarely saw the likésa female non-singing musician.

There really isn’t that much to say about Tina Wewuth, which is how she

seemed to want it—which is her genius, really. Wighout Patti’'s magnificent

nerve or Debbie’s fabulous baloney, Tina may walldhmade the most useful

contribution of all. Tina was pretty, and competeamd patient. Except for a

historically premature sense of self-worth, shdlyemuld have been anybody.

And that was arguably what we needed nigst.

Some music critics, like Evelyn McDonnell, attribdVeymouth’s decision to remain out of the
spotlight while onstage to a fear of being seea gsnmick or novelty for the bartd?

Weymouth herself addressed that gendered aspbet playing bass in a band in a 1981
interview withThe Facein which she said, “One thing | did that I'm gladout in retrospect is
that | never wanted to talk about the problemseddp a woman. | didn’t want to discourage
anyone who had the same idea. | didn’t want to niidkek like an uphill trek, which it was:**

That Weymouth didn’t want to discourage other worftem playing music shows just
how aware she was of what her gender meant in dinkel wf rock, and hints at how her
genderless pose may have been a conscious attedifftsing it. She was aware of the double
standard held against women in rock: “Women musgtand to be treated by critics like
women drivers. If they aren’t much good, well whah you expect? And if they’re hot stuff, it
is despite the fact that they are womé&#f.For Weymouth, the only way to have avoided this

catch-22 was to remove her gender from the picagodhat she could become a musician rather

than a female musician. This awareness did indegxtb pave the way for a new generation of
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women entering into rock. She helped make rock oomsen to women who didn’t necessarily
associate themselves with the highly-sexualizedyHarthe drag-king dimensions of Smith:

For girls who saw a glimmer of hope in the exangptd punk’s women but were

too self-conscious to take Patti Smith’s path giression, Weymouth was the

“normal” girl who successfully carried the bandfé-kilter, stripped-down funk

rhythms. She was proof for those outside of theebhtlan New York set that a

regular girl could teach herself to play. And shepired those women who were

not interested in singing lead vocals, the morécgipath for a woman in rock®
The fact that Weymouth played an instrument regaslbf her gender allowed for more and
more women to feel comfortable with picking up adar guitar, rather than relegating
themselves to the oft-deemed “feminine” realm afygig. Punk and alternative rock in
particular have been open to female musiciansparile mid-80s highly regarded bands Sonic
Youth and the Pixies had female bassists whos#yatailplay music was what mattered to their
fans, not what they looked like.

Weymouth offered another alternative to societggulated forms of femininity—a
genderless, albeit powerful, alternative. Her agstaersona barely extended beyond her actual
bass-playing, as she provided few visual cuesdatidience that she was someone to watch and
look at. She allowed herself to become a subjestage, instead of an object, and in the process
forced listeners to question their initial thoughisl prejudices against a female musician. She
also forced those in the music business to rettiiak ideas about women and power; she was
an important member of Talking Heads who refusdabitk down when her control was
guestioned. By showing that women could play imegots—and play them well—and be active
members of a band while simultaneously rejectirgidiea of a gendered onstage persona,

Weymouth quietly made a very loud impact on the Newk punk scene, and rock music in

general.
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Conclusion

By 1980, the original incarnation of punk was—ftritents and purposes—dead. Some
bands, like Talking Heads and Blondie, developedumd that moved them in a different
direction away from punk, whereas others, likeRla&i Smith Group, had thrown in the towel
and disbanded before the start of the new decaddhB impact that Smith, Harry, and
Weymouth had on both punk’s development and pespletions of gender in rock was
immeasurable.

What is most impressive about these three womgraighey were taken seriously and
became successful regardless of their gender. Svastthe first person in the punk scene to get
signed to a label. Her debilitprses managed to crack into tiB#llboard Top 50 chart, the first
(and one of the few) punk debut albums to do sd NME “announced thatiorseswas a better
first album than those of the Beatles, Rolling $®rand Bob Dylan'** Harry’s band Blondie
was one of the most successful bands to come dbedfiew York punk scene. The band’s 1979
albumParallel Linespeaked at number six on tBélboard pop charts, and had several chart-
topping singles, including “Heart of Glass,” “CMe,” and “Rapture.” While Harry took a break
from Blondie in the mid-1980s to care for bandn@keis Stein, another blonde caricature
named Madonna emerged, picking up where Harry éfaaff. Since then, there have been
numerous singers who have taken on extreme fertyrasia means of exposing its constraints.
By 1980, Talking Heads had several albums pealeéridp thirty of thaBillboard charts, and
had several singles that also charted well. Weyhisside project, Tom Tom Club, did as well
if not better on the charts; her genre-bending sdgnius of Love” and “Word Rappinghood”
reached number one on the charts. All three musdiave been inducted into the Rock and

Roll Hall of Fame, making a place for themselvethini the mostly-male rock canon.
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All three women were not just innovative becauss thntered into music, but also
because of the way in which they made music. Smittelding of poetry with punk, for
example, allowed her to stand out from the crowRafmones wannabes. Both Harry and
Weymouth went in the other direction, melding pwith a new sound coming out of New
York—nhip-hop. Weymouth’s commercial success witmirdom Club and its rock/pop/rap
fusion was unthinkable in the early 1980s, whenhap was still an underground sound. Like
Weymouth, Harry also melded punk rock with hip-hber 1981 hit single “Rapture,”
juxtaposed a classic punk rock riff with a hip-tegztion where Harry raps, name-checking
rappers such as Fab Five Freddy and Grandmassdr. Hlaat Harry and Weymouth, both white
middle-class women, could compose songs that waeddk on both the “Singles” and “Black
Singles”Billboard chart speaks to their innate drive towards musitavation'® As disparate
as they may sound, there are many similarities @etvpunk and hip-hop that these two
musicians picked up on before many others did. Baikic genres were born out of apocalyptic
70s-era New York City and were rejections of whaswleemed popular at the time. Like Harry
and Weymouth, who used punk to reject gender dtgyes and take an active position in music
making, hip-hop rejected racial stereotypes arahatl the disempowered to take control of
their music. Both punk and hip-hop were more thest & type of music; they were a lifestyle, a
way of dressing, dancing, and talking. Weymouth dady’s foray into hip-hop shows that they
not only challenged notions of gender, but of rasevell.

Despite their work in deconstructing gender, Sptitarry and Weymouth never aligned

themselves with the feminist movement, and werenoftt odds with one another. There is scant

135 What is today referred to as the “Hot R&B/Hip HB8pngs”Billboard chart had been labeled the “Black Singles”
Billboard chart in the 1970s and 80s.
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evidence that they worked together or even cremmtpport network for female musiciaiSin
fact, there was a fair amount of bitterness andp=dition between Smith and Harry, often
attributed to the fact that Blondie’s guitaristividral left the band to play with the Patti Smith
Group®’ In addition, they distanced themselves from aritipal labels, feminism in particular.
Smith said in an interview, “l ain’t no women’s liick,” and Weymouth once qualified a
statement about the double-standard in rock mughg % simply can’t be bothered with this
[Women's] Lib analysis**® Their distancing from the “feminist” label may part have been
because it would have been deemed “uncool” to aigmselves with such a public, mainstream
movement, or because they didn’t want a feminighatent to then be used against them as a
means of denigrating the musical significance efrttvork.

But it may have also been because they felt tlattlomen’s liberation movement” was
not speaking directly to them; if their aim wasitestroy gendered assumptions, then the
feminism of the 1970s would have appeared to tleebetdoing the opposite. As Butler argues,
the second wave of feminism reified the very categahat they were purportedly against by
framing everything under the umbrella term of “waemi&®® For Smith, Harry, and Weymouth,
aligning themselves with the feminist movement widuhve meant aligning themselves with the
term “woman.” As can be seen with their music, ¢hgsee musicians rejected the universal
notion of “woman,” replacing it instead with a varg spectrum of gender associations. Thus, to

support 70s-era feminism would have underminethatl they were doing onstage.

136 This may have been due to the patriarchal natutieeomusic industry, in that Smith, Harry, and Weuth felt
that they needed to associate themselves with wervaomen in order to maintain their position aavpr within
the scene.

137 Heylin, From the Velvetsl61.

138 McNeil and McCainPlease Kill Mg 114; GaarShe’s a RebgR56.

139 Butler, Gender Trouble19.
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That they were achieving what Butler suggestdddif years before her book was
published speaks loudly to the fact that theseethmasicians were ahead of their time. Whether
they were dressing up in masculine drag as Smithodiricaturing femininity as Harry did, or
rejecting gendered connotations altogether as Wattdid, they helped reveal that gender was
a mere construction rather than a constant. Thaygdd music—both punk and beyond—and in

the process ripped gender to shreds.
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